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MONOLOGUES: men
Haunted
I’m haunted by your scent

When I am talking to someone else

I’m haunted by your eyes

In the middle of brushing my teeth

I’m haunted by your hair

By your skin

When you’re not around

Are you visiting me

Am  I dreaming you up

Savage

YOU

Who makes me believe that we’re lovers

YOU

Who lets me pretend

YOU

Who reminds me of myself

YOU

Who controls me

YOU

My accomplice

YOU

Who tells me to lie

YOU

Who is acting as though we’re still in the first moment

YOU

Who leads me to believe we’re forever in love

Forever in love

Acting
Now we’re acting the partners in love

Now we’re acting the estrangement

Now we’re acting the reconciliation

Now we’re acting that the reconciliation was a success

Now we’re acting that our love has been deepened by the crisis

Now we’re acting that we’re both in endless harmony

Now we’re acting that one of us has been injured

But we’re not saying which one

Now one of us is acting the pain of premonition

Now we’re acting the leaving

       Now I feel nothing 

        Sings:

“The thrill is gone

  The thrill is gone

  I can see it in your eyes

  I can hear it in your sighs

  Feel your touch and realize

  The thrill is gone.” 




                                                                                                                                                --Sam SHEPARD


LETHAL

Lights up. A young, or youngish, MAN adresses the audience. His manner is loving, seductive, at first; a slow building “lethal” tone; a suggestion of anger, even rage, near the end- but only a suggestion, not at all obvious, self-parodying. The final seems to him, thus to the audience, a wholly reasonnable question.

MAN:  I just want to touch you a little. That delicate blue vein at your temple, the soft down of your neck. I just want to caress you a little. I just want to kiss you a little—your lips, your throat, your breasts. I just want to embrace you a little. I just want to comfort you a little. I just want to hold you tight!—like this. I just want to measure your skeleton with my arms. These are strong, healthy arms, aren't they. I just want to poke my tongue in your mouth. I just want to poke my tongue in your ear. Don't giggle! Don't squirm! This is serious! This is the real thing! I just want to love you a little. I just want to test it a little. I just want to suck a little. I just want to press into you a little. I just want to penetrate you a little. I just want to ejaculate into you a little. It won't hurt if you don't scream but you'll be hurt if you keep straining away like that, if you exaggerate. Thank you, I just want to squeeze you a little. I just want to lower my weight onto you a little. I just want to feel your bones beneath my weight a little. I just want to use my teeth a little. I just want a taste of it. Your saliva, your blood. Just a taste. A little. You're wet, too. You know you are. You give off that smell. It's unmistakable. It's inevitable. It's fate. You've got plenty to spare. You're being selfish. You're being ridiculous. You're being cruel. You're being a bitch. You're just a cunt and you know it. You're hysterical. You're hyperventilating. You're provoking me. You're laughing at me. You want to humiliate me. You want to make an asshole out of me. You want to eviscerate me like a chicken. You want to castrate me. You want to make me fight for my life, is that it? You want to make me fight for my life, is that it?

CUT
Lights out.
--Joyce Carol OATES

KEVIN. Oh. (Pause.) Those cool forearms on my shoulder.

Her blue shirt was tied around her waist.

I licked her armpits.

Sweat. Her shirt. She kept her shirt on, I unbutttoned it and

Kissed her breasts. (Our bellies got so slippery.)

That morning, when we woke up, at the sink, her pants, her

Cotton pants, she washed her hair out at the sink, and when she

Took her shirt off I came up behind her and held onto her breasts

And she told me to wait, she would be done, wait, when when she got the soap off.

We sat on the porch. (Pause.) Please make love to me.

Please tell me that you’d like for me to do things to you.

In my dream I dreamt you would. (Pause.) I always dreamt you

Would. I knew you would.
SAM. I like a nice ass. 

I like a nice ass and legs. (Pause.)

The ass is the top of the legs.







                                                   --David MAMET

PORTNOY 1                           
In this  monologue, Portnoy describes his father's eternal, futile battle with constipation.
He drank—of course, not whiskey like a goy, but mineral oil and milk of magnesia ; and chewed on Ex-Lax; and ate All-Bran morning and ; night ; and downed mixed dried fruits by the pound bag. He suffered— did he suffer!—from constipation. . . . He used to brew dried senna leaves in a saucepan, and that, along with the suppository melting invisibly in his rectum, comprised his witchcraft; brewing those veiny green leaves, stirring with a spoon the evil-smelling liquid, then carefully pouring it in a strainer, and hence into his blockaded body, through that weary and afflicted expression on his face. And then hunched silently above the empty glass, as though listening for distant thunder, he awaits the miracle. 

... As a little boy I sometimes sat in the kitchen and waited with him. But the miracle never came, not at least as we imagined and it would, as a lifting of the sentence, total deliverance from the plague. I remember that when they announced over the radio the explosion of the first atom bomb, he said aloud, "Maybe that would do the job." But all catharses were in vain for that man; his kishkas were gripped by the iron hand of outrage and frustration.
                    --Philip Roth

THE SEAGULL

NINA. You’re so irritable lately, you talk in symbols. This is a symbol, too. (She means the sea gull). I’m sorry, but I don’t understand it. (she puts the sea gull down on the bench). I’m afraid I’m too simple to understand you.
TREPLYOV. This all began the evening my play failed. Women never forgive failure. I burned the play down to the last page. If you only knew how I feel. Your being cold to me is so terrible. I can hardly believe it; it’s as if I’d woken up and found the lake had dried up or sunk into the earth. You say you’re too simple to understand me. What is there to understand? You didn’t like my play, you don’t like my work; and now you think I’m worthless and unimportant, just like everybody else does. (He stamps his foot). Oh, how well I understand that thought, how well- it’s like a nail driven into my head. The hell with it and the hell with my pride, which is sucking up my blood like a leech.  (He sees Trigorin, who is walking toward them reading a book). Here comes the real genius!  He walks like Hamlet, and with a book, too. (Mimicking). “Words, words, words....” This sun has hardly reached you and already you’re smiling. Your eyes are melting in his rays. I won’t stand in your way. (He goes out).








                                                        Trad. Van ITALLIE

ON SEDUCING ANGELS : Monologues for men :

THE NINTH SONNET

He   When you were learning how to fuck, I also taught you that so you could forget me and you could so eat your pleasure in my- plate as if you loved love itself and not me. You understand? Not necessarily me.

Beat.

I said; remember? No matter if you forget me as if you were coming with another man! I am not giving me myself, I give you a cock… mine or another, same difference if you can find your kicks.

Beat.

If by that? I wanted you to be just one with your own meat, you see, I never wanted you to become of those girl who creams soon as the first guy accosts her.  I never wanted you to go through piles of men in order to find out in them what was yours in the first place. Got it?

LOVES’S HABITS
He   It’s not so much that pleasure stays with you. Even if often felt, it can always get bigger. Do once more, what we have often done, that is exactly what it is that attaches us to one another. Okay?

Beat.

That little shiver of your ass, I been waiting for! Oh that ruse of your flesh! That thing so sexy, which is the second coming to which you aspire with baited breath!

Beat.

The way you have of opening up your knees ! The way you have to couple up! And then that shiver you get, that shaking when your flesh feels that barely appeased, barely satisfied lust overtakes you once again!

Beat.

The lascivious way you have to spin! The indolent way to catch me when you smile already! Oh, we do it so often: if it weren’t done so often, it wouldn’t ever be so great!

 SHE DRINKS    
He   She drinks, see, and she falls into every beds. When she doesn’t drink she accepts no one because as she says: one guy is quite enough for her and that guy is me. It’s sweet but the fact remains: when she gets ripped, she falls into every bed around.

Beat.

With her it’s become, let’s say, a pain…! It’s all over town, everybody knows it and the one who slips it to her only once and never even for long means zilch to her, she fast and furious gets enough of him. She’s satisfied, see? But … when she drinks she’ll fall into any which bed around.

Beat.

In the end she says: “Hell, I’m no saint!” She’s healthy, God be praised, as much as can be … It’s just that, soon it will be too much for me to take: for as  soon as she sees a guy she’d like to screw, hell! She hits the bottle – and when she’s ripped, you see, you see … she dives into any bed around.

ON SEDUCING ANGELS
He   You’ve got to seduce an angel quickly or not at all .Lure him in the hallway and simply stick you tongue into his mouth, slip your hand under his frock until he’s wet, then push his cheek against the wall, lifts his skirt and fuck him. You got to fuck him, you hear? Right off the bat! If, at a certain moment, anguished he sighs, hold on tight, make him come twice or you’ll make him sorry.

Beat.

Exhort his ass to shake well and good. Your balls, ask him to caress. Tell him that without fear he can let himself go as long as he is between heaven and earth.

Beat.

Above all while fucking do not, repeat do not, look into his face and, man, don’t mess up his wings!
Bertolt BRECHT

Adaptation Robert Cordier : 05

THEATRE MACHINE


I Family Album

I was Hamlet. I stood at the waterfront and talked to the surf BLAH  BLAH BLAH, behind me the ruins of Europe. The bells tolled for the state funeral, murderer and widow a couple, the aldermen howling in badly paid grief, marching in goose-step behind the coffin of the high cadaver. WHOSE IS THE CORPSE IN THE HEARSE / FOR WHOM THERE’SSUCH A SCREAM AND CCURSE.IT’S THE CORPSE OF A GREAT SOUL/A GIVER OF ALMS TO ALL, the People as the guard of honour, creation of his statemanship HE WAS A MAN TOOK ALL FROM ALL. I stopped the funeral, forced the coffin open with my sword, that’s when the blade snapped, I managed with the blunt remains and distributed the dead father FLESH AND FLESH KEEP GOOD COMPANY among the wretched creatures hovering around me. Mourning turned to rejoicing, rejoicing into munching, on top of the empty coffin the murderer mounted the widow LET ME GIVE YOU A LEG UP UNCLE SPREAD YOUR LEGS MOTHER. I lay down on the ground and hear the world doing its rounds in step with decay.

I’M GOOD HAMLET GI’ME A CAUSE FOR GRIEF

AH THE WHOLE GLOBE FOR A REAL SORROW

RICHARD THE THIRD I THE PRINCEKILLING KING

OH MY PEOPLE WHAT HAVE I DONE UNTO THEE

LIKE A HUMP I’M LUGGING MY HEAVY BRAIN

SECOND CLOWN IN THE COMMUNIST SPRING

SOMETHING IS ROTTEN IN THIS AGE OF HOPE

LET’S DELVE IN EARTH AND BLOW HER AT THE MOON

Here comes the ghost that begot me, the axe still in his skull You can keep your hat on, I know you’ve got one hole too many. I wish my mother had had one less when you were still dressed in flesh; it would have spared me myself. Women should be stitched up, a world without mothers. We could get on with butchering each other in peace and quiet, and with some chance of success, when life gets to be too long, or our throats too tight for our screaming. What do you want from me. Are you not satisfied with a state funeral. You old scrounger. Haven’t you got any blood on yours shoes. What do I care about your corpse. Just be glad you’ve got a hook sticking out, you might get to heaven. What are you waiting for. The cockerels have been slaughtered. Dawn will not take place anymore.

SHALL I

  BECAUSE IT’S CUSTOMARY STICK A PIECE

  OF STEEL INTO

THE NEXT FLESH OR INTO THE NEXT

  BUT ONE FOR ME

TO HANG ON BECAUSE THE EARTH IS

  SPINNING AROUND

LORD BREAK MY NECK IN A FALL

  FROM AN ALEHOUSE BENCH

Enter Horatio. Confidant of my thoughts, bloody ever since the morning was draped with the empty sky. YOU’RE TOO LATE MY FRIEND TO COLLECT YOUR FREE/NO PLACE FOR YOU IN MY TRAGEDY. Horatio, do you know me. If you do know me, how can you be my friend.  Do you want to play Polonius, the one who wants to share his daughter’s bed, charming Ophelia, she enters on cue, see her shake her arse, a tragic part. HoratioPolonius. I knew you were an actor, so am I, I’m playing Hamlet. Denmark is a prison, a wall is rising between us. Look what’s rising from out of the wall. Exit Polonius. My mother the bride, her breasts a bed of roses, her womb a snakepit. Have you forgotten your lines mother. I’ll prompt you WASH THE MURDER FROM YOUR FACE MY PRINCE/AND BEGIN MAKING EYES AT THE NEW DENMARK. I’ll make a virgin of you once more, mother, so your king can have a bloody wedding. MOTHER’S womb is not a ONE-WAY STREET. Now I’m going to tie your hands behind your back with your bridal veil, because your embrace makes me puke. Now I’m going to tear the wedding dress to pieces. Now you have to scream. Now I’m going to daub the rags of your wedding dress with the earth my father has become, your face your abdomen your breasts with the rags. Now I’m going to have you, mother, in his, my father’s invisible trail. Your screams I’ll choke with my lips. Do you recognize the fruit of your womb. Now you go to your wedding, whore, spread out under the Danish sun that shines on the living and the dead alike. I want to stuff the corpse under down the bog, so that the palace suffocates in royal shit. Then let me eat your heart, Ophelia that is crying my tears.


                     
                     --Heiner MULLER
EDMUND

Thou, Nature, art my goddess ; to thy law

My services are bound. Wherefore should I

Stand in the plague of custom, and permit

The Curiosity of nations to deprive me,

For that I am some twelve or fourteen moon-

     shines

Lag of a brother? Why bastard? Wherefore

     Base?

When my dimensions are a well compact,

My mind as generous, and my shape as true,

As honest madam’s issue Why brand they

With base? With baseness, bastardy, base, base?

Who in the lusty stealth of nature take 

More composition and fierce quality

Than doth, within a dull, stale, tired bed,

Go to the creating a whole tribe of fops

Got ‘tween asleep and wake? Well Then, 

Legitimate Edgar, I must have your land:

Our father’s love is to the bastard Edmund

As to the legitimate. Fine word, ‘legitimate!’

Well, my legitimate, if this letter speed,

And my intention thrive, 

Edmund the base

Shall top the legitimate: --I grow, I prosper;

Now, gods, stand up for bastards!








                     --Shakespeare:King Lear
.

SCENES FOR MEN AND WOMEN:
BETRAYAL
Scene Nine.Robert and Emma's House. Bedroom. 1968. Winter.The room is ditnly lit. jerry is sitting in the shadows. Faint music through the door.The door opens. Light. Music. emma comes in, closes the door. She goes towards the mirror, sees jerry.
EMMA
Good God.
JERRY
I’ve been waiting for you.
EMMA

What do you mean?
JERRY

I knew you'd come. He drinks. 

EMMA
I’ve just come in to comb my hair. He stands.
JERRY
I knew you'd have to. I knew you'd have to comb your hair. I knew you'd have to get away from the party.
She goes to the mirror, combs her hair. He watches her.
You're a beautiful hostess.
EMMA
Aren't you enjoying the party?

JERRY
You're beautiful. He goes to her.
Listen. I’ve been watching you all night. I must tell you, I want to tell you, I have to tell you -

EMMA
Please -
JERRY
You're incredible.

EMMA
You're drunk.
JERRY
Nevertheless. 

He holds her.
EMMA

Jerry.
JERRY
I was best man at your wedding. I saw you in white. I watched you glide by in white.

EMMA
I wasn't in white.
JERRY
You know what should have happened?

EMMA
What?

JERRY
I should have had you, in your white, before the wedding. I should have blackened you, in your white wedding dress, blackened you in your bridal dress, before ushering you into your wedding, as your best man.

EMMA
My husband's best man. Your best friend's best man.

JERRY
No. Your best man.

EMMA
I must get back.
JERRY
You're lovely. I’m crazy about you. All these words I’m using, don't you see, they've never been said before. Can't you see? I'm crazy about you. It's a whirlwind. Have you ever been to the Sahara Desert? Listen to me. It's true. Listen. You overwhelm me. You're so lovely.

EMMA
I’m not.
JERRY
You're so beautiful. Look at the way you look at me.

EMMA
I'm not ... looking at you. Please.

JERRY
Look at the way you're looking at me. I can't wait for you, I'm bowled over, I'm totally knocked out, you dazzle me, you jewel, my jewel, I can't ever sleep again, no, listen, it's the truth, I won't walk, I’ll be a cripple, I’ll descend, I’ll diminish, into total paralysis, my life is in your hands, that's what you're banishing me to, a state of catatonia, do you know the state of catatonia? Do you? Do you? The state of... where the reigning prince is the prince of emptiness, the prince of absence, the prince of desolation. I love you.

EMMA
My husband is at the other side of that door.

JERRY
Everyone knows. The world knows. It knows. But they'll never know, they'll never know, they're in a different world. I adore you. I’m madly in love with you. I can't believe that what anyone is at this moment saying has ever happened has ever happened. Nothing has ever happened. Nothing. This is the only thing that has ever happened. Your eyes kill me. I’m lost. You're wonderful.

EMMA
No.

JERRY
Yes.
He kisses her. 

She breaks away. 

He kisses her.

Laughter off. 

She breaks away. 

Door opens. Robert.

EMMA

Your best friend is drunk.
JERRY
As you are my best and oldest friend and, in the present instance, my host, I decided to take this opportunity to tell your wife how beautiful she was.
ROBERT
Quite right.
JERRY
It is quite right, to ... to face up to the facts ... and to offer a token, without blush, a token of one's unalloyed appreci​ation, no holds barred.
ROBERT
Absolutely.
JERRY
And how wonderful for you that this is so, that this is the case, that her beauty is the case.
ROBERT
Quite right.
Jerry moves to Robert and takes hold of his elbow.

JERRY

I speak as your oldest friend. Your best man.
ROBERT
You are, actually.
He clasps jerry's shoulder, briefly, turns, leaves the room.

Emma moves towards the door. Jerry grasps her arm. She stops still.

They stand still, looking at each other.









                  --Harold PINTER

MAX. 

I’ m stopping. You're just a bloody woman.
She slams the table.
SARAH. 

Stop it! What's the matter with you? What's happened to you? (Quietly.) Please, please, stop it. What are you doing, playing a game? 

MAX. 

A game? I don't play games.
 SARAH. 

Don't you? You do. Oh, you do. You do. Usually I like them. 

 MAX 

I’ ve played my last game. 

 SARAH 

Why?



MAX

 Slight pause. 

The ...
Pause.
 SARAH.

 What? 

 MAX. 

The children ... 

 SARAH. 

What children?

MAX. 

The children ...
She sits next to him.
SARAH.

I want to whisper something to you. Listen. Let me whisper to you. Mmmm? Can I ? Please ? It's whispering time. Earlier it was teatime, wasn't it? Wasn't it ? Now It's whispering time.
Pause.
You like me to whisper to you. You like me to love you, whispering. Listen. You mustn't worry about... wives, husbands, things like that. It's silly. It's really silly. It's you, you now, here, here with me, here together, that's what it is, isn't it? You whisper to me, you take tea with me, you do that, don't you, that's what we are, that's us, love me
He rises.

MAX. 

You're too bony.
The LOVER / Harold PINTER
THE REAL THING 

Tom Stoppard

Charlotte goes into the kitchen, closing the door.
HENRY.  Are you all right ? (Annie nods) 

ANNIE.  Are you all right ? (Henry nods)

Touch me (Henry shakes his head)

Touch me.
ANNIE. Come on, touch me.

Touch me anywhere you like  
HENRY. No.

ANNIE. Touch me.

HENRY. No.

ANNIE. Coward.

HENRY. I love you anyway.

ANNIE. Yes, say that.  
HENRY. I love you.

ANNIE. Go on.

HENRY. I love you.

ANNIE. That’s it.

HENRY. I love you.

ANNIE. Touch me then. They’ll come in or they won’t. Take a chance. Kiss me      

HENRY. For Christ’s sake.  

ANNIE. Quick one on the carpet then.

ANNIE.  Non, pas du tout. I lied to you.
HENRY. You’re crackers.

ANNIE. I’m not interested in your mind  
HENRY. Yes, you are.     

ANNIE. No, I’m not, I lied to you. 

 (Pause. Henry smiles at her). I hate Sunday.


CUT
THE REAL THING. SCENE THREE / MAX  and ANNIE. 

                    A living-room. max is alone, listening to a small radio, from which Herman’s Hermits continue to be heard, at an adjusted level. The disposition of furniture and doors makes the scene immediately reminiscent of the beginning of Scene 1 The front door, off stage, is heard being opened with a key. The door closes, annie, wearing a topcoat, appears briefly round the door to the hall. She is in a hurry.
annie: Have you got it on?
(She disappears and reappears without the coat.) How much have I missed?
MAX: Five or ten minutes.
annie: Damn. If l'd had the car, I’d have caught the beginning.
MAX: Where have you been?
ANNIE: You know where I’ve been. Rehearsing.
(The music ends and is followed by henry being interviewed on Desert Island Discs, but the radio dialogue, during the few moments before MAX turns the sound down, is meaningless under the stage dia​logue.)
max: How's Julie? 

ANNIE: Who?

MAX: Julie. Miss Julie. Strindberg's Miss Julie. Miss Julie by August Strindberg, how is she?
ANNIE: Are you all right?
MAX: This probably —
ANNIE: Shush up.
MAX: This probably isn't anything, but —
ANNIE: Max, can I listen?
(max  turns the radio sound right down.) What's up? Are you cross?
MAX: This probably isn't anything, but I found this in the car, between the front seats.
(He shows her a soiled and blood-stained white handkerchief.)
ANNIE: What is it?
MAX: Henry's handkerchief.
ANNIE: Well, give it back to him. (She reaches for it.) Here, I’ll wash it and you can give it to Charlotte at the theatre.
MAX: I did give it back to him. When was he in the car? (Pause) It was a clean handkerchief, apart from my blood. Have you got a cold? It looks filthy. It's dried filthy. You're filthy. You filthy cow. You rotten filthy—
(He starts to cry, barely audible, immobile. annie  waits. He recovers his voice.) It's not true, is it?
ANNIE: Yes.
      MAX: Oh, God. (He stands up.) Why did you?
ANNIE: I'm awfully sorry, Max—
MAX: (Interrupting, suddenly pulled together) All right. It happened. All right. It didn't mean any-thing.
ANNIE: I’m awfully sorry, Max, but I love him. 

MAX: Oh, no. 

ANNIE: Yes.
MAX: Oh, no. You don't.
ANNIE: Yes, I do. And he loves me. That's that, isn't it? I'm sorry it's awful. But it's better really. All that lying.
MAX: (Breaking up again) Oh, Christ, Annie, stop it. I love you. Please don't—
annie: Come on, please—it doesn't have to be like this.
MAX: How long for? And him—oh, God.
(He kicks the radio savagely. The radio has gone into music again—the Righteous Brothers singing 'You've Lost That Lovin' Feelin"—and MAX's kick has the effect ofturning up the volume rather loud. He flings himself upon annie in something like an assault which turns immediately into an embrace. annie does no more than suffer the embrace, looking over MAX's shoulder, her face blank.)




                                                                                                      CUT

Duet /Joyce Carol OATES
A., a young man B., a young woman
Lights up. a. anfl o. are speaking agitatedly together.
a.: Look, you know I love you but—
B.:I love you—
a.: —I told you and told you l'm not the kind of guy you lo—
B.: Please don't be angry with me!—
A.: —play games with—
B.: I just want to explain, why I haven't been home—
a.: —when I cal! you, and you don't answer—
B.: —I was at my sister's, I had to gel to a place of—
a : —what am I going to think? You want me to think—what?
D.: —quiet, where I could—
a : l'm not the kind of guy who's going to be pushed around—
B: —I just want to explain, please—I never meant—
a.: —so we better get this cleared up right now—
D.: —to make you think I was—I mean, I wasn't—
a.: You act like you're scared of me how's that make me feel for Christ's sake I love you—
B.: —I mean I didn't love you—I mean, I do—
a.: —it's just that l'm getting seriously pissed off the way—
B.: —it's just I'm scared of—
A.: —the way things are going, y'know?—
B.: —you—
A.: —like this game you're playing, like you're scared of me—that's an insult—
B.: If 1 could only have a, a little more—
a.: If 1 thought for one minute you were—
B.: —space to breathe in?—
a.: —betraying me—
B.: —I think we could, oh I know we could—like in the beginning—
a.: —Jesus Christ, I— (Shakes head  ominously)
B.: —work things out—
A.: —1 don't know—
B.: —I love you so—
A.: —sometimes I think—
B.: —it's just I get so scared, like last night—
A.: —we'd both be better off—
B.: —I almost wish I was—
A.: —dead.
B.: The way you look at me, your eyes—
a : Jesus!—I'm crazy about you—
B : That first lime I—
A.: —first lime I—
B.: —saw you—
A.: —saw you—
B.: —1 knew.
A.: —I knew.
End on a rapturous note. A. and B in a prolonged kiss. Lights out

EDMOND/David Mamet

Scene One
The Fortune-Teller

EDMOND and the FORTUNE-TELLER seated across the table from each other.
FORTUNE-TELLER:    If things  are  predetermined  surely they must manifest themselves.
When we look back—as we look back—we see that we could never have done otherwise than as we  did.
(Pause.)
Surely, then, there must have been signs.
If only we could have read them.
We say, "I see now that I could not have done otherwise . . . my  diet  caused   me.   Or   my   stars . . . which caused me to eat what I ate ... or my genes, or some
other thing beyond my control forced me to act as I did....”
And those things which forced us, of course, must make their signs: our diet, or our genes, or our stars.
(Pause.)
And there are signs. (Pause.)
What we see reflects (more than what is) what is to be.
(Pause.)
Are you cold?
EDMOND:    No. 
FOKTUNE-TELLER: Would you like me to close the window?
EDMOND:    No, thank you. 

FORTUNE-TELLER:    Give me your palm. 

(EDMOND does so.)

You are not where you belong. It is perhaps true none of us are, but in your case this is more true than in most. We all like to believe we are special. In your case this is true.
Listen to me. (She continues talking as the lights dim.) The world seems to be crumbling around us. You look and you wonder if what you perceive is accurate. And you are unsure what your place is. To what extent you are cause and to what an effect. . .
SCENE  NINE.
Upstairs At The Whorehouse.
EDMOND and the WHORE are in a cubicle.
WHORE:    How are you?
EDMOND:    Fine. I’ve never done this before. 

WHORE:    No? (She starts rubbing his neck.)
EDMOND:    No. That f'eels very good. (Pause.)
WHORE:    You've got a good body.
EDMOND:    Thank you.
WHORE:    Do you work out? (Pause.)
EDMOND:    I jog.
WHORE:    Mmm. (Pause.)
EDMOND:    And I used to play football in high school.
WHORE:    You've kept yourself in good shape.
EDMOND:    Thank you.
WHORE (pause):  What shall we do?
EDMOND:    I'd like to have intercourse with you.
WHORE:    That sounds very nice. I'd like that, too.
EDMOND:    You would?
WHORE:    Yes.
EDMOND:    How much would that be?
WHORE: For a straight fuck, that would be a hundred fifty.
EDMOND:    That's too much.
WHORE:    You know that I'm giving you a break. . . .
EDMOND:    ... no ...
WHORE: . . . Because this is your first time here. ...
EDMOND: No. It's too much, on top of the sixty-eight at the door. . . .
WHORE: ... I know, I know, but you know, I don't get to keep it all. I split it with them. Yes. They don't pay me, I pay them.
EDMOND:    It's   too   much.   (Pause.   The   WHORE sighs.)
WIIORE:     How much do you have?
EDMOND:    All I had was one hundred for the whole thing.
WHORE:    You mean a hundred for it all. 

EDMOND:    That only left me thirty.
WHORE:    Noooo, honey, you couldn't get a thing for that.
EDMOND:    Well, how much do you want?
WHORE (sighs):    Alright, for a straight fuck, one hun​dred twenty.
EDMOND:     I couldn't pay that.
WHORE:    I’m sorry, then. It would have been nice.
              

EDMOND:    I'll give you eighty.
WHORE:    No.
EDMOND:    One hundred.
WIIORE:    Alright, but only, you know, 'cause this is your First time.
EDMOND:    I know.
WHORE:    .  .  .  'cause we split with them, you understand.  .  .  .
EDMOND:     I understand. 

WHORE:    Alright. One hundred.
EDMOND:    Thank you. I appreciate this. (Pause.) Would it offend you if I wore a rubber? . . .
WHORE:    Not at all. (Pause.)
EDMOND:    Do you have one? . . .
WHORE:    Yes. (Pause.) You want to pay me now? .  .  .
EDMOND:    Yes. Certainly.
(He takes out his wallet, hands her a credit card.)
WHORE:    I need cash, honey.
EDMOND:    They said at the door I could pay with my . . .
WHORE:    . . . That was at the door . . . you have to pay me with cash. ...
EDMOND:    I don't think I have it.  .  .  . (He checks through his wallet.) I don't have it. . . .
WHORE:    How much do you have? .  .  . 

EDMOND:    I, uh, only have sixty.
WHORE:    Jeez,   I'm  sorry,   honey,   but   I   can't   do it. .  .  .
EDMOND:    Well, wait, wait, wait, wait, maybe we could .  .  . wait.  .  .  .
WHORE:    Why   don't   you  get  it,   and   come   back here.  .  .  .
EDMOND:  well, where could I get  it?.....

WHORE:  Go to a restaurant and cash a check, I’ll be here till four......

EDMOND: I’ll. I’ll.....um, um......yes. Thank you........

WHORE. Not at all.

                                                                                                                EDMOND leaves the whorehouse.

SCENE  FIFTEEN
The Coffeehouse.
EDMOND seated in  the coffeehouse,  addresses the waitress,, GLENNA.
EDMOND:    I want a cup of coffee. No. A beer. Beer chaser. Irish whiskey.
GLENNA:    Irish whiskey. 

EDMOND:    Yes. A double. Huh. 

GLENNA:    You're in a peppy mood today.
EDMOND: You're goddamn right I am, and you want me to tell you why? Because I am alive. You know how much of our life we're alive, you and me? Nothing. Two minutes out of the year. You know, you know, we're sheltered. 
GLENNA:    Who is?
EDMOND: You and I. White people. All of us. All of us. We're doomed. The white race is doomed. And do you know why? ... Sit down. . . . 

GLENNA: I can't. I’m working.
EDMOND: And do you know why—you can do anything you want to do, you don't sit down because you're "working, " the reason you don't sit down is you don't want to sit down, because it's more comfortable to accept a law than question it and live your life. All of us. All of us. We've bred the life out of ourselves. And we live in a fog. We live in a dream. Our life is a schoolhouse, and we're dead.
(Pause.)
How old are you?
GLENNA:    Twenty-eight.
EDMOND:    I've lived in a fog for thirty-four years. Most of the life I have to live. It's gone. It's gone. I wasted it. Because I didn't know. And you know what the answer is? To live. (Pause.)
I want to go home with you tonight.
GLENNA:    Why?
EDMOND:    Why do you think? I want to fuck you. (Pause.) It's as simple as that. What's your name?
GLENNA:    Glenna. (Pause.) What's yours? 

EDMOND:    Edmond.











--David MAMET

THE STRANGENESS OF OTHERS/  ACTE II : SCENE SIX / NICK WARD/  
Katy and Carl. Katy is alone. She has been crying. Enter Carl.
Carl Hey, Katy?

Katy What?
Carl (speaking very fast, breathlessly) I met this bloke, today - I was just hanging around like and I met this bloke - now he's a photographer, but professional. You know . . . Anyway he says he wants an assistant - He said I got to ring him for an interview and he'd give me - well, he might - this job. Assistant photographer. He said he might, but I think he will, you know.
Katy What do you mean, you were hanging around?
Carl What do you mean? Don't you think it's bloody great?

Katy Where?
Carl It's bloody great.
Katy I'm pissed off, Carl. I hate it here.
Carl Are you listening to me?
Katy Are you listening to me?
Carl Katy.
Katy I fucking hate her.
Carl Did you hear what I said? It's what I want. What I've been looking for.
Katy I want to get the fuck out of it, Carl. I hate her.
Carl Listen. You're not bloody listening - Fm going to be a photographer's assistant. I showed him that shot I took of you at the station. When we got here. Remember? He liked it. (Pause) Katy. . . Katy? It's great. Katy Ring then. 

Carl What?
Katy You'd better ring then. Bloody ring him . . . Look I don't mean to be . . . It's great, love. I'm pleased for you. Really.
Carl I love you. You know that.  (He kisses her.)
Katy Yeah.
Carl Hey. You been crying? 

Katy No . . . Ring him. 

Carl You have been crying. 

Katy I fucking haven't. I should know.

Carl I love you. (He kisses her). Do you want to do it? 

Katy Ring him, will you? 

Carl Let's do it. Eh?
Katy Ring him, Carl. That's where your head is.

Carl (laughs) Right.

Carl leaves, followed by Katy.
THE STRANGENESS OF OTHERS ACT 3/SCENE SIX
Carl and Katy. Carl  is wearing new clothes.
Katy Carl.
Carl What?
Katy What's up?
Carl Nothing.
Katy There is.
Carl Nothing's up. Right. Nothing's up . . . What's up with you?
    Pause.
Katy We need money. 

Carl Earn it then.
Katy To pay the rent. (Pause.) Carl, are you listening to me. We need to pay the rent. Give me some money to pay the rent . . . She'll kick us out. She said she would.
Carl Great.
Katy What d'you mean?
    Pause.
Carl I’m leaving. I’m getting out of it. 

Katy What?
Carl I’m leaving you, I’m getting out. 

Katy What?
Carl I’m getting out of it. 

Katy What?
Carl Leaving you. Right? 

Katy No. 

Carl I’m going. 

Katy No. 

Carl Now.
He grabs a plastic bag, containing his old clothes. Katy tries to stop him. They struggle over the bag.
Katy No.
Carl Right now.
Katy What? What...? No. No ... What about the rent...? What d'you mean ..?
Carl I’m going. Pause.
Katy Carl - this isn't happening . . . No . . . What d'you mean . . . (Shouting) What the fuck is   happening? What the fuck . . .

 (Breaks down. Pause.)

          You love me. Who?
Carl I’ve got to go. Right?
Katy Fucking who?
Carl You won't understand.
Katy Who?
Carl (leaving) I’ll see you soon. Right?

 (Carl leaves.)
Katy Liar. . . This isn't happening. No. Fucking liar. (Pause.) Carl... ? Carl... ? Carl, don't go. No. You won't ever leave me will you? Carl? 

(Exit Katy.)
                                                                                                                                             --Nick WARD
AFTER MISS JULIE

Patrick Marber / after Strindberg

Christine    What?
He can't speak. He's decided to run awqy with Miss Julie.
What?
John    I’ve just got things . . . to do.
Christine    Fine. I’ll wait for you at the gate.
John    The gate.
Christine   At the end of the drive.
John    I know.
Christine exits. John paces, working  it out, excited.
After a while, Miss Julie enters dressed to travel. She carries  a suitcase, bag, hatbox and a birdcage covered with a cloth. John. helps her.
Julie
I saw Christine going out.
John
She's off to church.
He gazes at her.
Julie
Does she suspect?
John
No, nothing. You look . . . so beautiful.
Julie
Do I?
John
Yes.
She opens her case and takes out a child's white dress with a pink  ribbon.
Julie    Look. My dress. It was in the nursery.

 She holds it against herself. He caresses her.
Julie    Come with me. There was a fortune in Daddy's desk. Come with me, wherever you want, don't leave me alone.
John    Show me.

 Julie    It's in my bag.
He takes out a huge wad of  notes. Stares at them in amazement.

 John    It would take me five years to earn this.
Pause.
Fine. Let's go. But now!

 Julie    I’m ready!
He puts on his jacket, she helps him.
John    We have to go now!
Julie    I’m ready! You haven't got any shoes on!
John    I’ll get some.
She gestures to her father's shoes. 

Julie    Wear those.

He hesitates. She insists now.
Put them on...
He hesitates.
Put them on, John.
He thinks then puts them on, she watches him intently.
John    And no luggage, it's a giveaway.
Julie    Yes, only what we can take in the compartment.
He notices the birdcage.

John    What's that?

She removes the cloth.

Julie    It's Serena, she's mine. I can't leave her here.
John    Don't be ridiculous, we can't take that!
Julie    Don't be cruel, let me take her!
John    Put it down. Put the cage down! Put - the cage -down!
Julie    DON'T ORDER ME!
John    Shh! Your father might be back any minute -Christine - anyone. Give me the cage.
Julie    I'm not leaving her here. Let's set her free.
John    It's a house bird, it wouldn't survive a day out there.
Julie    Then kill her.
Pause.
Are you  scared?
John    No.
She takes the bird out of  the cage.
Julie    Please don't let her suffer.
She stares at the bird.
Must you die and leave your mistress behind?
She gives John the bird. He takes it over to the chopping block.
John    Please, no scenes. It's a dumb animal. I'm going to kill it and then we'll go ... understand ... I suggest you look away .. . UNDERSTAND.
She nods. He looks around  for the hatchet. She hands him the bread knife.
He looks away. She stares, transfixed.
Julie (quietly)    Don't. . .
He cuts the bird's head off.
He wipes the blade on a rag.
There's blood between us.
John    Let's go.
Julie    Go? With you? Now?
She picks up the decapitated bird and smears blood   from it onto his face.
Who's scared of blood? Who's scared of blood? Tell me, who's scared of blood?
She hisses him aggressively then thrusts her hand into his trousers.
How much would this bleed? Would it bleed like me . . . like last night...? I could use your skull to drink from . . . open you up like a carcass and climb inside you . . . thrash about in your weak, wet chest. . . roast your heart with my breath and eat it whole. You think I’m weak? Because I wanted you inside me? It's just biology — just chemicals — you think I want to run away with you and carry your brats in my body . . . feed your spawn with my blood . . . you've got another thing coming Mister . . . come on! You think I want your child? You think I want to take your name? Look at me . . . what is your name? Your surname? I've never heard it. . . maybe you haven't got one? I'd be Mrs Scum, Mrs Barrow Boy . .. mmm? Is that what you want? A nice little wife? A nice girl like me? You dog who wears my crest upon your buttons. That's what you are! Buttons. You think I'd share you with my cook? Come on . . . aren't you having fun ?
She removes her hand and sits at the table.
Daddy will be home soon, he finds his desk open, second drawer down, his money gone. He rings on the bell - twice for his lackey - that's you - and then he sends for the police. And I say it was HIM officer. (cockney) 'He's the one what did it'. And I tell them everything. And then Daddy bas a heart attack and drops down dead. End of the line. The train will terminate at this station. The bloodline clots. No heirs. No more of us. Dead. But what of the lackey? Oh, that'll be the pauper's line, third stop after the gutter, it ends in jail.
Enter Christine. She stands in the doorway.

 Julie. And here's the mother. 'Got a fag, ducks?'
Christine surveys the scene: the suitcase, the dead bird, the cash, the dress, the blood on John’s face..
She produces a cut-throat razor from  her bag.
Christine (measured)    I remembered at the gate; your razor's broke. You couldn't shave. You can now. I borrowed this from the gatekeeper.
Julie    His dog screwed my dog.
Christine hands  John the razor.
Christine    Go and shave. We're late for church.
John exits.
Julie    Christine, you're my friend, we've always had our little chats, haven't we? Listen —
Christine    Where were you going?
Julie  New York. Not my idea, but if you listen ... oh you're angry . . . listen: me and John . . . we're in love with each other -
Christine    I don't want to know.
Julie    You see we simply can't stay here and —
Christine    He's not going anywhere.
Julie (snaps)    Please try to be calm, Christine!
Beat.
It's a very nice name, Christine. So we can't stay here for various reasons too complicated to go into but I’ve had this brilliant idea which is that all three of us go to New York together and we open a nightclub . . . I've got some money, you see . . . you mustn't tell anyone I stole it. . . and me and John would run it and you could be in charge of the kitchen. Wouldn't that be nice? Do say yes because if you say yes then everything 'll be nice and not dreadful. Oh, can I have one?
Christine gives Miss Julie a cigarette and a light.
Julie    Thank you. You'd love New York . . . The Metropolitan . . . that's a museum and The Empire State Building which is so high that when you're at the top the people on the street look like insects. . . you're not allowed to drop a coin on them because it kills them . . . and in the winter the children skate on the lake in Central Park, when I was there with my father I skated . . . he made me . ..

She pauses, remembering something.

And I’m sure the nightclub will be a terrific success and there'11 be dancing and we'll drink whenever we want because we'll own all the drink . . . and with your looks, I'm not flattering or patronizing you, you'll meet a nice husband, a rich American, you'll see ... the Americans are charmed by us .. . they die for the accent. . . and we'll live on the ,Upper . . . East Side ... or West Side .. . East or West. .. it doesn't matter really ... or we can always come home again . .. back here ... or somewhere else ... don't you think ?
Christine    You believe all this?

 Julie    No.
John  appears, the razor in his hand.
Christine    So you were going to run away. You're as mad as she is.
He hands her the razor.
John    Show some respect, she's still your mistress.
Christine    What this?!
She points at Miss Julie.
This puddle! This is what comes of moral weakness.

 She puts the razor down.
John    And you're superior? She slept with me, so did you, where's the difference?
Christine    Listen to him, cock of the walk! I’ve never sunk as low as her. Or you. I'm not a thief.
John   You stupid bitch! The whole war you traded on the black market, what's that, good honest toil?
Christine    I'm going to church.
John    That's right, you cling to your superstition.
Christine    Our saviour suffered and died on the cross for all our sins and if we approach him in faith and with a penitent heart, he will take ail our sins upon him.
John    Including backhanders to the butcher?
Christine  picks up the wad of notes and  puts  them in her bag. Then she takes the car key from  the cupboard.
Christine    And I’ll take these in case anyone was thinking of leaving before his Lordship gets home.
She exits. Silence.

WOYZECK/(BUCHNER)                                                               

SCENE 4
MARIE is sitting with the CHILD on her knee.

She holds a bit of mirror and is looking into it

As SHE puts on a pair of earrings.

MARIE. The way the stones sparkle, I wonder what they are? What was it he said? _Go to sleep, dear. Eyes shut. Tight! (The CHILD covers his eyes). Tighter! That’s right. Stay that way, or the sandman will come after you! (SHE sings four lines beginning, “Mädel, machs Ladel zu”).
Lock up, my girl, so lock up, do

(Yodelling)

Or the gypsy man will come for you

(Yodelling)

And he will take you by the hand

(Yodelling)
And carry you off to the Gypsy Land!

(Yodelling)

(Again, looking in the mirror) Real gold! (Pause) It’s just a small corner of the world they keep for us, a small bit of mirror, but don’t I have as red a mouth as any grand lady with a mirror six foot high and a gorgeous gentlemen to kiss her hand? The poor, that’s us. (The CHILD sits up).Sh! Eyes shut! Look, the Sandman! (SHE uses the mirror to make flashes on the wall.) Runnin’ across the wall! If your eyes are open he’ll throw sand at you and blind you!

       (Enter WOYZECK. SHE jumps up and covers her ears with her hands).   

WOYZECK. What’s that you got?

MARIE. Nothin’.

WOYZECK. I see somethin’. Through your fingers. It shines. 

MARIE. Oh, that. I found an earring.

WOYZECK. I never found nothin’ like that. Two. At one time. (Pause)
MARIE. So I’m a.... whore?

WOYZECK. It’s okay. _ Marie, how that kid can sleep ! Lift him by the arms, he’s rubbin’ against the chair. Bright drops of sweat on his forehead. Nothin’ but work, work, work under the sun. We sweat even in our sleep -us, the poor. Here’s some more money, Marie: my pay and somethin’ from the captain.

MARIE. God reward you, Franz.

WOYZECK. Gotta go. See you tonight, Marie. Bye. (He leaves).

 MARIE. I am a whore, I could stab myself to death. This world, this world! We’re all goin’ to hell, man, woman, and child.
SCENE 6 

MARIE. DRUM MAJOR.

DRUM MAJOR. Marie!

 MARIE. (Looking at him with a fixed expression). Now walk up and down a bit, okay? – Chest of a bull. Beard of a lion. Never saw the likes of this before. - Oh, I am the proudest woman in the world!

DRUM MAJOR. And when I have my plumed helmet on and my white gloves, God in Heaven! Like the prince always says, “Hell, what a guy!”

MARIE. (Mockingly) Are you kiddin’? (Going right up to him). A man!

DRUM MAJOR. As for you: a real wench. Christ, you an’ me could breed a race of drum majors! Huh? (He embraces her).

MARIE. (Switching moods). Hands off!

DRUM MAJOR. A wild cat, eh?

MARIE. (Violently). Touch me if you dare!

DRUM MAJOR. I see the Devil in those eyes of yours.

MARIE. (After a pause) Who gives a  hoot ? I wish I could kill myself. What a life ! When it’s all said and done, men or women, let them all go to hell!  It’s all one
 (…)

SCENE 7
WOYZECK. (Staring at her and shaking his head). Hm. Can’t see a thing, can’t see a thing. You should be able to see it like you could grab it with both hands.

MARIE. (Intimidated). What’s the matter with you, Franz? _You must be out of your mind!

WOYZECK. A sin so thick, so wide -- enough stink to smoke the little angels out of Heaven. You got a red mouth, Marie. Is there a blister on it? Look, Marie, you are as lovely as sin, can mortal sin be so lovely?

MARIE. Franz, your fever’s gettin’ to you.

WOYZECK. Hell! -- Did he stand there like this? Like this?

MARIE. As the day is long, as the world is old, many people can stand on one spot, one after the other.

WOYZECK. I saw him !
MARIE. A guy might see a lot if he got two eyes and ain’t blind and the sun is shinin’.

WOYZECK. With my own eyes.

MARIE. (Getting fresh with him). So what?

WOYZECK. Whore!

MARIE. 
Don’t you dare to touch me, Franz. I’d rather have a knife in my body than your hand on me. Even my father didn’t dare touch me when I stared him in the eye, not since I was ten years old.

WOYZECK. Woman! No, there should be something about you. Everyone is an abyss. You get dizzy looking down into it. Could it be true? She walks like innocence. No, Innocence, you have a mark on you. Do I know? Do I know? Who knows ?

He goes.
SCENE 16

MARIE, KARL, THE IDIOT BOY, CHILD.

MARIE. (Bible in hand, reading.) “Jesus Christ... who did no sin, neither was guilt found in his mouth...” Lord, God, Lord God, do not look at me. (Turning to another page). “And the Scribes and Pharisees brought unto him a woman taken in adultery and when they had set her in the midst...” (She turns the Page and skips a few verses). “Jesus said unto her, ‘Neither do I condemn thee: go and sin no more.’” (Clasping hands together). Lord God! Lord God! I cannot! Give me just enough strength to pray! (Her CHILD snuggles up to her). How my child cuts into me! – All that in broad daylight!

KARL. (The idiot boy is telling himself fairy tales on his fingers). This one has the gold crown, he’s the King.- The Queen won’t guess I’m Rumpelstiltskin so I get her son. – For what saith Blutwurst? “Livewurst, come hither!” (He takes the child and is silent.)
MARIE. My Franz didn’t come home. Yesterday. Or today- It’s gettin’ so hot (She opens the window. Opening the Bible at another page). “And stood at his feet behind him weeping, and began to wash his feet with tears, and did wipe them with the hairs of her head, and kissed his feet and anointed them with ointment....” (Beating her breast). Everything- dead! Saviour, Saviour! I want to anoint your feet! 

SCENE 21

The woods. WOYZECK and MARIE come through them slowly.
MARIE:  The town’s that way. It’s dark.

WOYZECK. Stay a bit. Here, sit down.

MARIE. I’ve got to get back.

WOYZECK. You won’t get sore feet from walking. I’ll save you that.

MARIE. What’re you on about?

WOYZECK. D’you know how long it’s been, Marie?

MARIE. Two years this Whitsun.

WOYZECK. D’you know how long it’s going to be?

MARIE. I’ve got to go, there’s supper to get.

WOYZECK. Are you cold, Marie? AND yet you’re warm! – And you’ve hot lips, hot breath. Hot, hot whore’s breath! I’d give heav’n to kiss them again, though.When we’re really cold, then we don’t feel the weather any more. You won’t feel the damp in the morning.

MARIE. What’s that you say?

WOYZECK. Nothing.






A Silence.

MARIE. The moon’s up. ’All red.

WOYZECK. Like blood on iron.

MARIE. What d’you mean? – Franz, you’re so pale.

                         He draws the knife.

No Franz!

Merciful God. Help! Help!

                   He stabs at her.

WOYZECK. There! There! There!

Why don’t you die? – Die, die!

      Ha, still moving? Even now; even now?

                                                           He holds the head back and cuts her throat.

  Still moving?

                                                           Lets the body fall.

Now are you dead? Now? 

Dead, Dead, Dead. 

He moves away backwards from the body, then turns and runs
t ranslation Gregory MOTTON
GOODFELLAS / Martin Scorcese
INT. HENRY AND KAREN’S HOUSE. EVENING
HENRY and KAREN are having a row.

KAREN: You haven’t been home in two weeks, Henry. You’re not going out tonight! (She throws his       car  keys out of the window.)

HENRY : Hey! Say, hey. Karen, will you grow up? I’m still gonna go out!

KAREN :  Not without your car keys, you’re not!

HENRY : Are you nuts? Is that it? Are you fucking nuts? What’s your problem?

KAREN :  Yes, I’m nuts! Something’s going on!

HENRY :  Stop with that, already.

KAREN :  No.

HENRY  : Enough! Stop with that! 

KAREN  :  No! I’m telling you, I look in your face and I know that you’re lying! (HENRY throws a      lamp at KAREN. She screams.)  
         Get out!

HENRY  : Shut up.

KAREN :  Get out! Get out of my life!

HENRY  : You’re fucked up in the head, Karen. This is all in your mind.

KAREN :   You’re a lousy bastard!

HENRY :   You got a problem.

KAREN  :   Go ahead. Go to your ready-made whores! That’s all you’re good for! Get out of my life!I

            Can’t stand you!

             (HENRY storms out.)
COWBOY MOUTH

Sam Shepard

(cavale sings something like  "Put the Blame on Mame" in stripper style and picks up the Sears   catalogue. )

cavale: Hey, Slim, I wanna electric dishwasher.
slim: We don't have any dishes.
cavale: But I want one. I don't have any housewife shit. I want some stuff ladies have.
slim: You don't want that shit, you're not the type. Look, tomorrow I’ll take you into town and buy you a nice calico shirt. Just like your pal Nerval. How's that, my little rabbit?
cavale: Fuck Nerval. I wanna dishwasher. I wanna stovepipe and a scrambled-egg maker. Here, Slim, we can get it all in the catalogue. All the stuff you always miss when you get like Mr. Yesterday. Then you'd be gladder, Slim. We could even get Raymond a little cradle. And a rattle. And booties. And a black baby lamb with a bell in its tail.
slim: I don't need no black baby lamb with a bell in its tail and I ain't gettin' no cradle for no dead crow. I have a baby! My own baby! With its own cradle! You've stolen me away from my baby's cradle! You've put a curse on me! I have a wife and a life of my own! Why don't you let me go! I ain't no rock-and-roll star. That's your fantasy. You've kept me cooped up here for how long has it been now? l've lost track of the time. A long time. A long fucking time. And l'm still not a star! How do you account for that?
cavale: I don't know. I never promised nothin'.
slim: But you led me on. You tempted me into sin.
cavale: Oh, fuck off.
slim: Well, it's true. What am I doing here? I don't know who I am anymore. My wife's left me. She's gone to Brooklyn with the kid and left me. And here I am stuck with you.
cavale: You can go if you want.
slim: I don't want! I do want! I don't want! I want you!
cavale: Then stay.
slim: I want her too.
cavale: Then go.
slim: Good-bye!
Slim gets up and stomps over to the drums. He starts bashing them violently. cavale goes through a million changes. Plays dead. Rebels. Puis on a bunch offeathers and shit to look alluring. Rebels. Motions like she's gonna bash the amps with a hammer. Hides in a corner.
Then, shaping up, she grabs her .45. slim is still slamming. She yells over the drums. )
cavale: Look, you jive motherfucker, l'm still packing this pistol.
I'm still the criminal. Fil fill you with—I’ll—Hey, listen to me.I'm threatening your life. You're supposed to be scared. Look, baby, kidnapping is a federal affense. It means l'm a desperate . . . 
slim: (stillslamming the drums) It's "offense," not "affense." 
cavale: What? Hey, what do ya' mean? 
slim: (stops drumming and sorta slumps over) I mean your grammar stinks. I mean you talk funny. I mean— 
cavale: Shit. Goddammit. How could you? How can you bust up my being a hard bitch with that shit? What a lousy thing. You know l'm sensitive about my talking. Shit. Just when I was really getting mean and violent. Murderous. Just like François Villon. You fuck it up. You wreck everything. 
slim: Cavale? 
cavale: Yeah?
slim: How corne we're so unhappy? 
cavale: Must be the time of year. 
SLIM: Yeah. It's that time of year, ail right. That must be it. Maybe we could change it. cavale: What? slim: The time of year. Let's change the time of year to India summer. That's my favorite time of year. What's your favorite time of year? 
cavale: Fall.
slim: Okay, we'll change the time of year to fall. Okay? 
cavale: Okay.
SLIM: Okay, now it's fall. Are you happy? 
cavale: Yeah.
slim: Good. Now tell me a story. 
cavale:  Stop asking me that.  I can't tell no stories unless l'm inspired. Who wants to listen to something uninspired? slim: Okay, then tell me what it means to be a rock-and-roll star. Tell me that. l'm supposed to be a rock-and-roll star. You're going to make me into a rock-and-roll star, right? 
cavale: Right.
slim: So tell me what it means, so l'il have something to go by. 

cavale: Well, it's hard, Slim. l'il try to tell you but you gotta stay quiet. You gotta let me fish around for the right way to tell ya'. I always felt the rhythm of what it means but I never translated it to words. Here, hold Raymond. Come on. It's like, well, the highest form of anything is sainthood. A marvelous thief like Villon or Genêt . . . they were saints 'cause they raised thievery to its highest state of grace. Ole George Carter, black and beat to shit on some dock singing "Rising River Blues" . . . he was one. He sang like an oie broke-down music box. Some say Jesse James was one . . . and me ... I dream of being one. But I can't. I mean I can't be the saint people dream of now. People want a street angel. They want a saint but with a cowboy mouth. Somebody to get off on when they can't get off on themselves. I think that's what Mick Jagger is trying to do . . . what Bob Dylan seemed to be for a while. A sort of god in our image . . . ya' know? Mick Jagger came close but he got too conscious. For a while he gave me hope . . . but he misses. He's not whole. Hey Slim . . . am I losing ya'? I mean, just tell me if l'm getting draggy. It's just hard and it's real important.
slim: No, baby, it's beautiful.
cavale: Well, I want it to be perfect, 'cause it's the only religion I got. It's like . . . well, in the old days people had Jesus and those guys to embrace . . . they created a god with all their belief energies . . . and when they didn't dig themselves they could lose themselves in the Lord. But it's too hard now. We're earthy people, and the old saints just don't make it, and the old God is just too far away. He don't represent our pain no more. His words don't shake through us no more. Any great motherfucker rock-'n'-roll song can raise me higher than all of Revelations. We created rock-'n'-roll from our own image, it's our child ... a child that's gotta burst in the mouth of a savior. . . . Mick Jagger would love to be that savior but it ain't him. It's like . . . the rock-'n'-roll star in his highest state of grace will be the new savior . . . rocking to Bethlehem to be born. Ya' know what I mean, Slim?
slim: Well, fuck it, man. I ain't no savior.
cavale: But you've got it. You've got the magie. You could do it. You could be it.
slim: How?
cavale: You gotta collect it. You gotta reach out and grab ail the little broken, busted-up pieces of people's frustration. That stuff in them that's lookin' for a way out or a way in. You know what I mean? The stuff in them that makes them wanna' see God's face. And then you gotta take all that into yourself and pour it back out. Give it back to them bigger than life. You gotta be unselfish, Slim. Like God was selfish, He kept Himself hid. He wasn't a performer. You're a performer, man. You gotta be like a rock-and-roll Jesus with a cowboy mouth. 
slim: You fucking cunt!
(He jumps up and starts tearing the place apart, throwing things against the walls and screaming his head off. )
slim: You stupid fucking cunt! Two years ago or one year ago! If it was then! If this was happening to me then, I could've done it! I could've done it! But not now! Not fucking now! I got another life! I can't do it now! It's too late! You can't bring somebody's dream up to the surface like that! It ain't fair! It ain't fucking fair! I know I could do it, but you're not supposed to tempt me! You're twisting me up! You're tearing me inside out! Get out of my house! Get the fuck out of my house!
cavale: This ain't your house. This is my house.
slim: It's nobody's house. Nobody's house.
(He collapses, exhausted from his violence. cavale goes to him as if to soothe him, then realizes it's her dream being busted and not his. She starts yelling at him while he  just lies there wiped out. )
cavale:  You're fucking right—nobody's house. A little nobody with a big fucking dream. Her only dream. My only dream. I spread my dreams at your feet, everything I believe in, and you tread all over them with your simpy horseshit. Fuck you. Fuck you. Poor, poor baby. I take your world and shake it. Well, you took my fantasy and shit on it. I was doing the streets looking for a man with nothing so I could give him everything. Everything it takes to make the world reel like a drunkard. But you have less than nothing, baby, you have part of a thing. And it's settled. And if it's settled I can't do nothing to alter it. I can't do shit. I can't give you nothing. I can't. I can't. You won't let me.
slim: Come here.
(He pulls her to him. They hug each other. A pause. They lie on the bed. )
slim: Listen to the traffic. It sounds like a river. I love rivers. I love the way they just go wherever they want. If they get too full they just overflow and flow wherever they want. They make up their own paths. New Paths. I tried to make a dam once in a river. It was just a little river. I put a whole bunch a' rocks and sticks and shit in that river. I even put a tree in that river, but I couldn't get it to stop. I kept coming back day after day putting more and more rocks and mud and sticks in to try to stop it. Then one day I stopped it. I dammed it up. Just a little trickle coming out and a big pool started to form. I was really proud. l'd stopped a river. So I went back home and got in bed and thought about what a neat thing l'd done. Then it started to rain. It rained really hard. All night long it rained. The next morning I ran down to the river, and my dam was all busted to shit. That river was raging like a brush fire. Just gushing all over the place. Gushing up over the sides and raging right into the woods. I never built another dam again.
cavale: You're so neat. You're such a neat guy. I wish I woulda' known you when I was little. Not real little. But at the age when you start finding out stuff. When I was cracking rocks apart and looking at their sparkles inside. When I first put my finger inside me and felt wonderment. I would've took you to this real neat hideout I had where I made a waterfall with tires and shit, and my own hut. We could've taken all our clothes off, and l'd look at your dinger, and you could show me how far you could piss. I bet you would've protected me. People were always giving me shit. Ya' know what? Once I was in a play. I was real glad I was in a play 'cause I thought they were just for pretty people, and I had my dumb eyepatch and those metal plate shoes to correct my duck foot. It was The Ugly Duckling, and I really dug that 'cause of the happy ending and shit. And I got to be the ugly duckling and I had to wear some old tattered black cloth and get shit flung at me, but I didn't mind 'cause at the end l'd be that pretty swan and all. But you know what they did, Slim? At the end of the play I had to kneel on the stage and cover my head with a black shawl and this real pretty blonde-haired girl dressed in a white ballet dress rose up behind me as the swan. It was really shitty, man. I never got to be the fucking swan. I pàid all the dues and up rose ballerina Cathy like the North Star. And afterwards all the parents could talk about was how pretty she looked. Boy, I ran to my hideout and cried and cried. The lousy fucks. I wish you were around then. I bet you would've pro​tected me.
SLIM: Poor baby. (pause) Well, what're we gonna' do now? 
cavale: We could howl at the moon. 
slim: Okay. Ready?
(They both let out howls, then laugh and fail on the floor. They play the coyote and the crow game on their hands and knees. slim  talks in an old cracked, lecherons voice.)
slim: Now, the coyote is mean. He's lean and low-down. He don't fool around with no scraggly crows. When he sees hisself somethin' he likes, he chomps it down.
(He growls and goes after cavale. She scurries away. )
cavale: Little crow didn't do nothin'. Jes' out here peckin' in the desert. Checkin' out the sand for little corn grains. Jes' a little somepin' to nibble. 
slim: Coyote gettin' hungry 'bout now. He ain't seen a chicken for he don't know how long. Crow look pretty good at this point. He don't care if it be fat and saucy. Just a little somepin' ta tear the wings off of. 
cavale: Without no wings little crow bait have a hard time singin'. Starts to run ail crazy through the night. slim: Coyote he howl and chomp down on that crow now. Tear into that crow now!
(He jumps on cavale  and tears into her. They roll around on the floor for a while, then stop.)
slim: Now coyote full. He ate up his tidbit, Now he roll on his back and make a big belch and fart and scratch his back against some cactus bush. cavale: Little crow feel pretty good inside coyote belly. Not bad she says for a day on the range. Not bad at ail. Though she may never see daylight again. Not bad at all.
(A pause. )
slim: Now what'll we do?
cavale: I don't know.
slim: We could call back the lobster man just for laughs.
cavale: Okay. Let me do it, okay?
slim: Sure.
cavale: Goody. (she runs to the telephone and picks it up) Hello. Is this the lobster man? It is? Could you corne back over here again? We need some cheering up. You would? Oh great! Thanks a lot. Bye. (she hangs up) He's coming right over. 
slim: Good.
cavale: Let's play a trick on him when he comes, okay?
 slim: Like what? cavale: I don't know. 
slim: What could we do?
                                                                                                  (…)

FOOL FOR LOVE
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                                      CHARACTERS
THE OLD MAN sits in the rocker facing up right so he's just slightîy profile to the audience. A bottle of whiskey sits on the floor beside him. He picks up bottle and pours whiskey into a styrofoam cup and drinks. He has a scraggly red beard, wears an old stained "open-road" Stetson hat (the kind with the short brim), a sun-bleached, dark quilted jacket with the stuffing com-ing oui at the elbows, black and white checkered stocks that are too short in the legs, beat up, dark Western boots, an old vest and a pale green shirt, He exists only in the minds of MAY and EDDIE, even though they might talk to him directly and ac-knowledge his physical presence. THE OLD MAN treats them as though they all existed in the same time and place. MAY sits on edge ofbed facing audience, feet on floor, legs apart, elbows on knees, hands hanging limp and crossed between her knees, head hanging forward, face staring at floor. She is abso-lutely still and maintains this attitude until she speaks. She wears a blue denimfull skirt, baggy white t-shirt and bare feet with a silver ankle bracelet. She's in her early thirties. EDDIE sits in the upstage chair by the table, facing MAY. He wears muddy, broken down cowboy boots with silver gaffer's tape wrapped around them at the toe and instep, well-worn, faded, dirty jeans that smell like horse sweat. Brown western shirt with snaps. A pair ofspurs danglesfrom his belt. When he walks, he limps slightîy and gives the impression he's rarely offa horse. There's a peculiar broken-down quality about his body in general, as though he's aged long before his time. He's in his late thirties.
On the floor, between his feet, is a leather bucking strap like bronc rider s use. He wears a bucking glove on his right hand and works resin into the glove from a small white bag. He stores at MAY as he does this and ignores THE OLD MAN. As the song nears the end of its fade, he leans over, sticks his gloved hand into the handle ofthe bucking strap and twists it so that it makes a weird stretching sound from the friction of the resin and leather. The song ends, lights upfull. He pulls his hand out and removes gloves.
EDDIE:  (seated, tossing glove on the table.) (short pause) May, look. May? l'm not goin' anywhere. See? I'm right here. l'm not gone. Look (She won't.) I don't know why you won't just look at me. You know it's me. Who else do you think it is. (Pause) You want some water or somethin'? Huh? (He gets up slowly, goes cau-tiously to her, strokes her head softly, she stays still.) May? Come on. You can't just sit around here like this. How long you been sittin' here anyway? You want me to go outside and get you something? Some potato chips or something? (She suddenly grabs his closest leg with both arms and holds tight burying her head between his knees.) I’m not gonna' leave. Don't worry. I'm not gonna' leave. I'm stayin' right here. I already told ya' that. (She squeezes tighter to his leg, hejust stands there, strokes her head softly.) May? Let go, okay? Honey? I’ll put you back in bed. Okay? (She grabs his other leg and holds on tight to both.) Come on. I’ll put you in bed and make you some hot tea or somethin'. You want some tea? (She shakes her head violently, keeps hold​ing on.) With lemon? Some Ovaltine? May, you gotta' let go of me now, okay? (Pause, then she pushes him away and returns to her original position.) Now just lay back and try to relax. (He starts to try to push her back gently on the bed as he pulls back the blankets. She erupts furiously, leaping off bed and lashing out at him with herfists. He bocks off. She returns to bed and stores at him wild-eyed and angry, faces him squarely.)
EDDIE: (after pause) You want me to go? (She shakes her head.)
MAY: No!
EDDIE: Well, what do you want then?
MAY: You smell.
EDDIE: I smell.
MAY: You do.
EDDIE: I been drivin' for days.
MAY: Your fingers smell.
EDDIE: Horses.
MAY: Pussy,
EDDIE: Come on, May.
MAY: They smell Hke metal.
EDDIE: Fm not gonna' start this shit.
MAY: Rich pussy. Very clean.
EDDIE: Yeah, sure.
MAY: You know it's true.
EDDIE: I came to see if you were ail right.
MAY: I don't need you!
EDDIE: Okay. (turns to go, collecta his glove and bucking strap) Fine.
MAY: Don't go! 
EDDIE: I’m gain'.
(He exits stage left door, slamming it behind him; the door booms.)
MAY: (agonized scream) Don't go!
(She grabs pillow, clutching it to her chest then throws herself face down on bed, moaning and movingfrom one end ofbed to the other on herelbows and knees. EDDIE is heard returning to stage left door outside. She leaps offbed clutching pillow, stands upstage right ofbed, facing stage left door, EDDIE enfers stage left door, banging it behind him. He's left the glove and bucking strap off stage. They stand there facing each other for a second. He makes a move toward her. MAY retreats to extreme upstage right comer ofroom clutching pillow to her chest. EDDIE stays against left wall, facing her,
EDDIE: What am I gonna' do? Huh? What am I supposed to do?
MAY: You know.
EDDIE: What.
MAY: You're gonna' erase me.
EDDIE: What're you talkin' about?
MAY: You're either gonna' erase me or have me erased.
EDDIE: Why would I want that? Are you kidding?
MAY: Because I’m in the way.
EDDIE: Don't be stupid.
MAY: I’m smarter than you are and you know it. I can smell your thoughts before you even think 'em.
(EDDIE moves along wall to upstage left comer. MAY holds her ground in opposite comer.)
EDDIE: May, I’m tryin' to take care of you. All right? MAY: No, you're not. You're just guilty. Gutless and guilty. 
EDDIE: Great.
(He moves down left to table, sticking close to wall.) (Pause) 
MAY: (quietly, staying in comer) I’m gonna' kill her ya' know. 
EDDIE: Who? 
MAY: Who. 
EDDIE: Don't talk like that.
(MAY slowly begins to move down stage right as EDDIE simulta-neously moves up left. Both of them press the walls as they move)
MAY: I am. I’m gonna' kill her and then I’m gonna' kill you. System-atically. With sharp knives. Two separate knives. One for her and one for you. (She slams wall with her elbow. Wall resonates.) So the blood doesn't mix. Fm gonna' torture her first though. Not you. Fm just gonna' let you have it. Probably in the midst of a kiss. Right when you think everything's been healed up. Right in the moment when you're sure you've got me buffaloed. That's when you'll die.
(She arrives extreme down right at the very limits of the set. EDDIE in the extreme up left comer. Pause)
EDDIE: You know how many miles I went outa' my way just to come here and see you? You got any idea?
MAY: Nobody asked you to come. 
EDDIE: Two thousand, four hundred and eighty.
 MAY: Yeah? Where were you, Katmandu or something? 
EDDIE: Two thousand, four hundred and eighty miles. 
MAY: So what!
(He drops his head, stores atfloor. Pause, She stores at him. He begins to move slowly down left, sticking close to wall as he speaks.)
EDDIE: I missed you. I did. I missed you more than anything I ever rnissed in my whole life. I kept thinkin' about you the whole time I was driving. Kept seeing you. Sometimes just a part of you.
MAY: Which part? 
EDDIE: Your neck. 
MAY: My neck? 
EDDIE: Yeah. 
MAY: You missed my neck?
EDDIE: I missed all of you but your neck kept coming up for some reason. I kept crying about your neck.
MAY: Crying?
EDDIE: (He stops by stage left door. She stays down right.) Yeah. Weeping. Like a little baby. Uncontrollable. It would just start up and stop and then start up all over again. For miles. I couldn't stop it. Cars would pass me on the road. People would stare at me. My face was all twisted up. I couldn't stop my face.
MAY: Was this before or after your little fling with the Countess?
EDDIE: (He bangs his head into wall. Wall booms.) There wasn't any fling with any Countess!
MAY: You're a liar.
EDDIE: I took her out to dinner once, okay?
MAY: Ha!
(She moves upstage right watt.)
 EDDIE: Twice.
MAY: You were bumping her on a regular basis! Don't gimme that shit.
EDDIE: You can believe whatever you want.
MAY: (she stops by bathroom door, opposite Eddie) I’ll believe the truth! It's less confusing.
(Pause) 
EDDIE: I'm takin' you back, May.
(She fosses pillow on bed and moves to upstage right comer.)
 MAY: I'm not going back to that idiot traûer if that's what you think. 
EDDIE: I'm movin' it. I got a piece of ground up in Wyoming.
MAY: Wyoming? Are you crazy? I'm not moving to Wyoming. What's up there? Marlboro Men?
EDDIE: You can't stay here.
MAY: Why not? I got a job. I'm a regular citizen here now.
EDDIE: You got a job?
MAY: (she moves back down to head ofbed) Yeah. What'd you think, I was helpless?
EDDIE: No. I mean—it's been a long time since you had a job.
MAY: I'm a cook.
EDDIE: A cook? You can't even flip an egg, can you?
MAY: I'm not talion' to you anymore!
(She turns away from him, runs into bathroom, slams door be​hind her. EDDIE goes after her, tries door but she's locked it.)
EDDIE: (at bathroom door) May, I got everything worked out. I been thinkin' about this for weeks. I'm gonna' move the trailer. Build a little pipe corral to keep the horses. Have a big vegetable garden. Some chickens maybe.
MAY'S VOICE: (unseen, behind bathroom door) I hate chickens! I hate horses! I hate ail that shit! You know that. You got me con-fused with somebody else. You keep comin' up here with this lame country dream life with chickens and vegetables and I can't stand any of it. It makes me puke to even think about it.
EDDIE: (EDDIE has crossed stage left during this, stops at table.) You'll get used to it.
MAY: (enters from bathroom) You're unbelievable!
(She slams bathroom door, crosses upstage to window.) 
EDDIE: I'm not lettin' go of you this time, May.
(He sits in chair upstage of table.)
MAY: You never had a hold of me to begin with. (pause) How many times have you done this to me?
EDDIE: What.
MAY: Suckered me into some dumb little fantasy and then dropped me like a hot rock. How many times has that happened?
EDDIE: It's no fantasy.
MAY: It's all a fantasy.
EDDIE: And I never dropped you either.
MAY: No, you just disappearedl
EDDIE: I'm here now aren't I?
MAY: Well, praise Jesus God!
EDDIE: I'm gonna take care of you, May. I am. I'm gonna' stick with you no matter what. I promise.
MAY: Cet outa' here.
(Pause)
EDDIE: What'd you have to go and run off for anyway. 
MAY: Run off? Me?
EDDIE: Yeah. Why couldn't you just stay put. You knew I was comin' back to get you.
MAY: (crossing down to head of bed) What do you think it's like sittin' in a tin trafler for weeks on end with the wind ripping through it? Waitin' around for the Butane to arrive. Hiking down to the laundromat in the rain. Do you think that's thrilling or somethin'?
EDDIE: (still sitting) I bought you ail those magazines. 
MAY: What magazines?
EDDIE: I bought you a whole stack of those fashion magazines be-fore I left. I thought you liked those. Those French kind.
MAY: Yeah, I especially liked the one with the Countess on the cover. That was real cute.
(Pause) 
EDDIE: All right.
(He stands)
 MAY: All right, what.
(He turns to go out stage left door.)
MAY: Where are you going?
EDDIE: Just to get my stuff outa' the truck. Fil be right back. 
MAY: What're you movin" in now or something? 
EDDIE: Well, I thought l'd spend the night if that's okay. 
MAY: Are you kidding?
EDDIE: (opens door) Then l'll just leave, I guess. 
MAY: (she stands) Wait.
(He closes door. They stand therefacing each otherfor a while. She crosses slowly to him. She stops. He takes afew steps toward her. Stops. They both move doser. Stop. Pause as they look ateach other. They embrace. Long, tender kiss. They are very sqft with each other. She pulls away from him slightly. Smiles. She looks him straight in the eyes, then suddenly knees him in the groin with tremendous force. EDDIE doubles over and drops like a rock. She stands over him. Pause.)
MAY: You can take it, right. You're a stuntman.
(She exits into bathroom, stage right, slarns the door behind her. The door is amplifted with microphones and a bassdrum hidden in the frame so that each time an actor slams it, the door booms loud and long. Same is true for the stage left door. EDDIE re​mains on the floor holding his stomach in pain. Stage lights drop to halftheir intensity as a spot rises softly on THE OLD MAN. He speaks directly to EDDIE.)
THE OLD MAN: I thought you were supposed to be a fantasist, right? Isn't that basically the deal with you? You dream things up. Isn't that true?
EDDIE: (stays on floor) I don’t know.
