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ABSTRACT
This thesis documents the process implemented in creating the character of Ellen VVan Oss in
Lee Blessing’s Two Rooms. It includes research, character analysis, script analysis and an
evaluation of my performance. Two Rooms was produced by the UNO Department of Film and
Theatre and directed by Erick Wolfe. The play was performed at the Robert E. Nims Theatre in
the UNO Performing Arts Center November 7, 12, 13, 21, 2015 at 7:30pm and November 8 and

22,2015 at 2:30pm.

Theatre; Acting; Performance



RESEARCH

The Playwright
Lee Blessing was born on October 4, 1949, in Minneapolis, Minnesota. He spent his

early childhood and most of his young adulthood in Minneapolis. He attributes his
interest in writing to his junior high school and high school English teachers (Minnetonka
Alumni Association, “Lee Blessing”). He initially wrote stories and then immediately
started writing poetry (Rosenberg, “The Way We Weren’t”). Poetry had a major presence
in his writing portfolio until the end of his high school years. Blessing’s first venture into
playwriting was at Minnetonka High School. In order to avoid a thirty-page writing
assignment on a topic of no interest to him, he petitioned his teacher to allow him to write
a play instead. The play was produced at the high school. Blessing’s parents were not
very interested in the theater, however, they were supportive of his endeavors and
attended his first production.

Even though he possessed a strong interest in writing, Blessing referred to himself as a
poet and an actor. At Minnetonka, he was cast in small roles. He also was a crew member
on a few of the high school’s productions. His reference to himself as an actor ended
when he began graduate school. Blessing remembers “I was about 25 and I realized I
couldn’t remember my lines even at that age. It just didn’t bode well for when I got
older,” he says. “And I was never entirely comfortable on stage, even though I enjoyed
acting” (Minnetonka Alumni Association, “Lee Blessing”). Blessing graduated high
school and attended the University of Minnesota for his first two years of college. It was

there he took another stab at playwriting and in his freshman year wrote a play about his



brother’s death in a car accident (Rosenberg, “The Way We Weren’t”). He would not do
anything more with that particular play.

He later transferred to and graduated from Reed College in Portland, Oregon with a
Bachelor of Arts in English. During his undergraduate studies, Blessing sparingly wrote
plays. Poetry was still at the forefront of his writing. He even did a poetry thesis at Reed
College (Rosenberg, “The Way We Weren’t”). After graduating, Blessing ventured off to
Russia. When he returned to the United States, Blessing entered the University of lowa
writers’ workshop as a poet (Rosenberg, “The Way We Weren’t”). He continued through
the program and earned a Master of Fine Arts in English. Blessing expanded his
education at the University of lowa where he studied playwriting and earned a second
Master of Fine Arts in Speech and Theater. Blessing wrote, The Authentic Life of Billy
the Kid, his first published work, while pursuing his second Master of Fine Arts at the
University of lowa. This work was staged at the University of lowa as a student
production, as well as at the Kennedy Center. It was awarded the National Playwriting
Award at the American College Theater Festival.

After leaving the University life, Blessing went on to form what would be two
beneficial relationships for his career. These two relationships played an important part in
formulating a career built on awarded successes. One was with the Actors Theatre of
Louisville where the first of his professional productions was premiered. The Actors
Theatre of Louisville premiered Blessing’s plays at their Humana Festival throughout the
years. Not only did they give Blessing an opportunity to showcase his work, they also

awarded him for his skill in and commitment to playwriting. In 1981 at their sixth annual



festival they premiered Oldtimers Game. In 1983 at their eighth annual festival they
premiered Independence. In 1984 at their ninth annual festival they premiered War of the
Roses and in 1986 at their eleventh annual festival, they premiered Down the Road
(Ullom 171-173). The other beneficial relationship Blessing’s joined was with the
O’Neill Theater Center where he was able to continue to receive recognition. Many of his
plays have gone through workshop readings at their National Playwrights Conference.
Even though Blessing was very active in the theater world, the initial recognition he
received from The Authentic Life of Billy the Kid would be short lived and it wouldn’t be
until eight years later he would receive another huge success. This success came with his
play A Walk in the Woods. Before writing the play, Blessing noted “critics were
complaining a great deal that American playwrights were only writing family plays,
domestic plays, that weren’t really connected to politics. So I looked at the first page of
the Times to see what’s on people minds. People were very nervous about missiles and
there was all this stuff about nuclear negotiations” (Rosenberg, “The Way We
Weren’t”). It was in part because of the critic’s frustration that Blessing began writing A
Walk in the Woods. He mentioned in an interview the play is derived from actual events
in which an American negotiator and a Russian actually leave formal negotiations to go
for a walk in the woods (Powers, “Lee Blessing - An Interview”). A Walk in the Woods
premiered at Yale University’s Repertory Theater in New Haven, Connecticut. It then
went on to La Jolla Playhouse in La Jolla, California where it won the American Theater
Critics Association’s award for best play. Following these two successful productions, A

Walk in the Woods opened on Broadway at the Booth Theater. There it received rave



reviews and was nominated for a Tony award for best actor and best play. It was also
nominated for the Pulitzer Prize (Powers, “Lee Blessing - An Interview”). A Walk in the
Woods would continue production in London’s West End at Comedy Theatre as well as a
reprised production in Moscow (Katz, “Pioneer Producer”). It would also go on to be
adapted for television (IMDDb). A Walk in the Woods catapulted Blessing’s career and
made him a permanent fixture in the theater world.

Even presently in his career, Blessing continues to use historical events and characters
in the theater to address social issues in many of his plays. For example, Patient A
addresses the Kimberly Bergalis case. “An exploration of the experience of Kimberly
Bergalis, whose case marked the first known instance of HIV transmission from a health-
care worker to a patient. Issues of testing, discrimination and personal responsibility are
examined against the larger backdrop of the AIDS epidemic in America. Commissioned
by the Bergalis family to explore Kimberly's case of contracting the AIDS virus, the
playwright becomes part of the story as an essential observer to the story. Kim's
encounters with Lee reflect their relationship in real life as well as the "playwright" and
"character" in the play. A third character, Matthew, represents a composite of the
thousands of gay men who have suffered in the AIDS epidemic. As the play recounts
Kim's case, spotlighting the media and political circuses surrounding it, we see all three
characters struggle with the debate and with their innermost feelings about themselves
and each other” (Blessing, “Patient A”). This use of models of societal issues by Blessing
can also be seen in Cobb, a play he based on Ty Cobb, a controversial baseball legend, as

well as, Two Rooms just to name a few. According to Blessing, his sole purpose for



writing in this manner is to incite an emotion in the audience members as opposed to
attacking prominent present day societal issues. His plays are not written as political
pieces attempting to get a response from the government or elected officials instead their
purpose is to force the individual to think about the content of the play and emotionally
deal with whatever inner conflict or peace they feel as they watch the play. “I tend to
write serious plays that use humor,” says Blessing. “Mostly I’'m trying to get the audience
to go through an experience, emotionally. It’s a subtle emotional thing that happens not
altogether in the conscious mind when you watch a good drama. You realize you’re
going through something that has become important to you emotionally. That’s what I’'m
after when I write plays, to do that to audiences” (Minnetonka Alumni Association, “Lee
Blessing”).

In addition to the aforementioned works, Blessing has written a multitude of full-
length and one-act plays; Nice People Dancing to Good Country Music, Eleemosynary,
Fortinbras, Lake Street Extension, Going To St. lves, Chesapeake, The Winning Streak,
Thief River, Black Sheep, The Roads That Lead Here, Whores, Snapshot, Tyler Poked
Taylor, Flag Day, The Scottish Play, A Body of Water, Lonesome Hollow, Moderation,
Great Falls, Perilous Night', Into You, Heaven's My Destination, Courting Harry and
Wild Blessings. Blessing also ventured into writing for television in 1993 with
Cooperstown which appeared on TNT. Also amongst the aforementioned awards and
nominations, Blessing received the Great American Play Award a numerous amount of
times at the Actors Theatre of Louisville’s Humana Festival for Oldtimers Game in 1982,

Independence in 1984, War of the Roses in 1985, Down the Road in 1991, Snapshot in
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2002, The Roads that Lead Here in 2003, Great Falls in 2008 and Wild Blessings in
2009; the Humanitas Award for Cooperstown; the L.A. Drama Critics Award for
Outstanding Writing for Eleemosynary in 1997 (Viagas, “Drama Critics Awards”) ; the
Steinberg/American Theater Critics Association New Play Award for A Body of Water in
2006 and many more awards and meritorious acknowledgments.

Blessing does not keep his talent and immense knowledge on successful playwriting to
himself. His passion for playwriting has led him to offer his wide array of knowledge to
many interested, fledgling playwrights. He has taught at lowa Writers” Workshop, lowa’s
Playwrights Workshop and the Playwright’s Center in Minneapolis. After spending a lot
of his time in the Midwest, Blessing migrated to the east coast and made Brooklyn
Heights, New York his home. In New York, he served as the head of the Master of Fine
Arts playwriting program at the Mason Gross School of the Arts at Rutgers University.
He just recently chose to move on from Rutgers University. He met Melanie Marnich, a
fellow playwright, in New York. Not only did they share a common interest in
playwriting, but they also grew up in Minnesota. Blessing married Marnich in 2006
(Minnetonka Alumni Association, “Lee Blessing”). Marnich flourished in her own
success as a playwright in New York City. She was eventually offered a position as a
staff writer on HBO’s Big Love where she received rave reviews. This opportunity moved

Blessing and Marnich to Los Angeles where they now reside.



The Play
Blessing wrote Two Rooms at the end of the 1980’s. As with A Walk in the Woods, he

perused the front cover of magazines and newspapers to ascertain the current events of
which the general population was most concerned. The most pressing topic at the time
was Americans being kidnapped in Lebanon and the government’s overt position of non-
negotiation (Diverse City Theater Company, “A Conversation with Lee”). Blessing
realized the public’s fascination and fear in regards to this subject matter and knew he
had found the topic for his next play. While a facile assumption would be to consider
Blessing’s intentions for his plays to be politically driven, he opposes this speculation. “I
think all theater is political. It’s just that some plays are a little more conscious of it than
others. It seems a curiously American point of view to think that there is a “private” life
that is completely divorceable from a “public” one. Everything we eat is the product of a
political system. The worth of our houses turns out to be a very volatile product of a
political system. The clothes on our back, the gas in our cars—it’s ubiquitous. Everything
we do, think or say is done in the context of a political system. Political battles are fought
in every sphere of our lives: cultural, business, aesthetic, religious, filial, romantic—you
name it. Even choosing to ignore politics completely is, at base, an intensely political
decision. Once a society has at least three members (perhaps only two) politics is

born. This is the sadness and | suppose the majesty of politics. Who can imagine the
Garden of Eden without a serpent?” (Diverse City Theater Company, “A Conversation
with Lee”). Blessing’s perspective of the existence of politics in our everyday lives, as

opposed to the characteristics understood by the vast majority, relieves Two Rooms, and



many of his other plays, from the duty of taking a stand on the political subject matter
presented. This allows the viewer to consider the lives of each individual involved in the
situation and how they are affected versus having the taxing charge of deciding which
side to choose.

“The two rooms of the title are a windowless cubicle in Beirut where an American
hostage is being held by Arab terrorists and a room in his home in the United States,
which his wife has stripped of furniture so that, at least symbolically, she can share his
ordeal” (Blessing, “Two Rooms”). Therefore, Two Rooms physically takes place in one
room. However, throughout the play the one location transcends physicality and is
recognized as two separate rooms determined by the characters present on stage. Blessing
provides an ambiguous time of the recent past, the present. There are four characters in
the play; each serving as the main player with their significant intentions and motivations.
Michael Wells is the purpose for everyone’s interactions. He is the American hostage
being held by Arab terrorists (Blessing, “Two Rooms). Lainie Wells is Michael’s wife.
She is the main point of contact for the remaining characters in the play; Walker Harris, a
newspaper reporter intent on getting Lainie to tell her side of the story and Ellen Van
Oss, a representative of the State Department intent on keeping Lainie quiet.

It is imperative that I point out the purpose of this summary of Two Rooms is to
gradually lead into an in-depth character analysis for Ellen. Therefore, it will not follow
the expected unbiased summative form, but instead, explain the characters and sequence
of events in the way | needed to relate to them in my attempt to further develop the

character of Ellen.



In act one, scene one the play opens with Michael’s explanation of the turn of events
that led to the captivity of him and Mathison, a colleague of Michael’s. Throughout his
story, Michael provides descriptive rhetoric about the day of his detainment and his
experience as a hostage. He also digresses and gives a glimpse of the depth of his love for
Lainie. Michael’s choice of words contorts the monologue from playful to serious on
many instances. One example is his playful explanation about Mathison pulling out the
“little fantasy pistol” combined with laughter imposed by the playwright and then his
immediate seriousness when explaining Mathison’s consequence to his action, ““at that
same moment one of them shot it out of his hand, along with some of his fingers ...”
(Blessing 8). Michael’s manner of relaying information in this monologue allows a
glimpse into one of two possibilities; Michael’s personality, or the possible coping
mechanisms he uses to survive the uncertainty of his current circumstance.

Immediately following Michael’s monologue, Lainie is present, alone, trying to decide
the final placement of a mat she has chosen to replicate the one she thinks Michael has to
sleep on during his captivity. She presents her side of the situation and all of the
challenges she’s had to face up to until now. She makes it clear she has spoken with
everyone from the Syrians to the United States government; all to no avail. Instantly she
Is characteristic of a dedicated and persistent wife fighting for the release of her husband.
Her constant struggle with every authoritative figure is disclosed and her frustration with
them is detected. Through Lainie’s monologue we are made aware of the length of time

she has had to endure a selectively informative government and an unforeseeable future.



Her increasing frustration could be the reason she allows an outsider into her personal
space. This prepares us for Walker’s appearance.

When Walker is first introduced, he is aggressively inquisitive. He asks a continuous
stream of questions completely unaware of the possible consequences of his actions. It is
clear his first intention is to get as much information as he can to write a viable story
concerning Lainie’s situation and the government’s lack of immediate response. This
initial behavior is indicative of either a fledgling reporter attempting to exist in unfamiliar
territory or an underachieving reporter driven by the possibility of a substantial news
story. He is so completely consumed with asking questions he completely glosses over
Lainie’s piercing answers. “I cleansed it ... I took all his things out” (Blessing 10). Here
Lainie allows Walker into her psychological world. A physical retreat she has created that
provides her the ability to cope with her situation. However, Walker is completely
unaware of the gem of information she has given him. His ignorance of the importance of
Lainie’s disclosure is further exemplified by his continual desire to get the answers to the
questions he has created beforehand instead of delving deeper into what it is Lainie is
trying to reveal to him. Whether Walker’s carelessness towards the intimacy of his
encounter with Lainie is because of a lack of experience as a reporter or with this type of
situation, he continues to prove himself unprofessional during his interaction with Ellen,
a representative of the State Department.

Ellen makes her first appearance as she is being thrust into an unexpected situation. It
Is immediately known that Ellen and Lainie have been having regular meetings since

Michael was taken hostage. It is also known, by Ellen’s immediate response to Walker,

10



that Walker was never a part of these regular meetings. Ellen and Walker have never met
and Ellen was unaware of his existence let alone expecting to meet him at the present
moment. However, when she arrives at Lainie’s house Walker is a very present reality. It
is evident she completely disagrees with Lainie’s decision to have any kind of dealings
with the press. Ellen and Lainie’s interaction reveals a comfortable relationship. We see
two characters that have been involved in a specific routine for quite some time.
However, there is an underlying discrepancy. Lainie wants more than Ellen is willing to
give. This intense desire for something to be done other than what has already been going
on for the past year is presented again as it once was with the introduction of Lainie and
Walker. The force of Lainie’s desire catapults the conversation into a heated debate
between an austere Ellen and an indecorous Walker. It is important to note that Lainie’s
vexation with Ellen and the government is not unwarranted. Ellen’s indirect, self-serving
communication overlooks Lainie’s concerns and provides only superficial evidence of the
government working in favor of Michael’s future. After the altercation, we are left with
Walker’s continual pull to get Lainie on his side. Lainie, overwhelmed with emotion
dismisses Walker. The next phase of the scene following Michael and Lainie’s intense
altercation lends itself to a vast array of interpretation. However, because it immediately
follows a highly emotional experience for Lainie, I interpret it as Lainie’s psychological
retreat from the intensity of her present paradox. As scene one continues, Lainie and
Michael are together, for the first time, in the ‘room’ designed to represent one place at a
time. However, in this moment, the two places either transcend or combine forcing the

passage of time to be slowed, paused or irrelevant. | considered all of the above options

11



and concluded that time and place were irrelevant and this meeting was, as
aforementioned, a psychological retreat Lainie used as a coping mechanism.

Scene one ends - in Lainie’s ‘psychological solace’ - with Michael’s details about his
captivity as well as an estimation of the passing of time. “It has been more than a year,
hasn’t it?” He gives vivid accounts of his various experiences while living in Beirut. He
describes the reality of a place being run by overzealous teenage boys armed with
artillery and an undeveloped and manipulated idea of world affairs. | considered most of
Michael’s monologue to be informative. However, the latter part invoked some thought.
“We walked down the street, through the rubble, past the checkpoints, past the bombings
- we had days full of ordinary moments. Amid - what? - devils from Hell. Boys who
might shoot you the next moment. Cars that might drive up, park and explode. (With a
growing tension that finally breaks through.) And none of us seemed ready to say,
“Leave it. Let us out of here! Please, God anything but this! Stop it!! And none of us was
ever quite ready to leave” (Blessing 15).

My reflection on Michael’s words led me to believe it was at this point that Michael was
making it clear that he understands his captivity as the consequence of his decision to
stay in the maelstrom of Beirut. After all, what else did they expect to happen, living
amongst fractious boys easily incited by those in favor of warped beliefs?

These initial interconnections amongst the characters set the stage for the constant push
and pull each character experiences as a result of their own desires. In act one, scene one,
Lainie is immediately torn between the desire to believe in the favorable outcome of

Michael’s predicament if she follows Ellen’s lead and the desire to incite any kind of
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change in the government’s dealings with Michael’s situation. It is this underlying desire
to ‘get the government moving’ that allows Walker into her space. Walker is immediately
conscious of this weakness and aggressively attempts to convince Lainie to allow him to
write a story. He even goes so far as to incite a heated debate with Ellen about the
government’s elusive behavior in regards to Michael. As a result, Lainie experiences one
of her many breaking points.

In act one, scene two, Lainie’s vulnerability is visible as she allows Walker even more
access to her personal story. In this meeting with Walker, she shows him some of
Michael’s pictures of the locals until she is no longer capable of withstanding the
emotional consequences of her endeavor. Walker’s unrelenting intention is ever present
as he uses a variety of tactics to achieve his ultimate goal of an interview with Lainie; he
aggressively asks questions, he attempts to empathize with her, he tries to incite a
stronger desire for change. It isn’t until Walker’s motivations turn into an attack that
Lainie asserts her belief, or what could be the imposed belief of Ellen and the
government, and dismisses him from her home.

“You know what will get him back? Nothing we can understand. Whatever took
Michael, whatever will bring him back is a power so incomprehensible we’ll never
understand it” (Blessing 20). This statement can be the truth of a woman whose husband
has been held hostage for over a year and has lost hope for the future or it can be the
regurgitation of words that have been continuously repeated to her by a system designed
to control everyone involved. At this point, I don’t even think Lainie is able to decipher

one from the other. | feel, at this very moment with these very words, she is hopeless in a

13



situation that requires her to have hope and all of the combined emotions, beliefs, desires
since the beginning of this process are presenting themselves in this declaration.

Scene three validates Walker’s unprincipled intentions. Ellen visits Lainie’s house to
tell her that Walker has written a story detailing everything he and Lainie talked about
during their visits together. Ellen’s ability to reveal this information to Lainie puts Ellen
back in control of their relationship. This is an important observation as the dynamic of
Ellen and Lainie’s relationship revolves mainly around the ability to have control of the
other. Ellen’s ability to be in control ensures cooperation from Lainie, whereas Lainie’s
ability to be in control allows her to assume she can push the government into
aggressively negotiating for the release of Michael. It is important to note that Lainie’s
attempts to force the government to action are all based off assumptions that those
attempts will work. This will help to understand her continued relationship with Walker
even in the face of his dishonorable actions.

Scene four introduces the change in Lainie and Walker’s relationship. Initially, there
was a sense that Lainie trusted Walker. She allowed him into her private space, expressed
her frustrations and even introduced him to Michael, by showing him Michael’s personal
pictures. However, now that she has valid proof of Walker’s intentions, Lainie has
adjusted the way she deals with Walker. An example of this adjustment is the reason
behind her decision to give Walker an interview; “A lot of reporters would work, I
suppose. But with you there’s a special advantage. [ know how far I can trust you”
(Blessing 27). The disheartening news from Ellen and then validation from Walker sends

Lainie into another ‘psychological solace’. This time, we are presented with Michael’s
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revealing of another coping mechanism he uses while being held captive. He imagines
being home with Lainie in detail from the position of the furniture to the smell of the
room. He even remembers the very detailed position of all of the files in his file cabinet.
Act one ends in Lainie’s psychological solace. This ending further validates my desire to
refer to Michael’s appearances as Lainie’s psychological solace because Michael’s
presence always comes after Lainie experiences an emotionally charged encounter with
either Ellen or Walker. These confrontations force Lainie to deal with her present
situation the only way she knows how - with Michael, in this room, this space that she
has created specifically for the purpose of semi-experiencing what he’s experiencing with
him and feeling his presence.

Act two opens with Ellen’s motivation; to convince Lainie and anyone who will listen
that the government handles hostage situations in the best way possible. The explanation
Ellen offers as justification for the government’s actions not only validates her
motivations presented at the beginning of the play but it also reveals a lot of her
character. This revelation can be perceived in two ways. One way is that she is a very
regimented woman whose stoic handling of her job responsibilities presents her as
lacking compassion or consideration. Another way is that of a woman who has allowed
the government to impose its views on her so much so that she unconsciously regurgitates
it whenever presented with opposition to the way she has to handle her job
responsibilities. Either way, her very practical approach to such a sensitive situation

serves as an unnerving dynamic in the play amongst the other characters.
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Immediately following Ellen’s petition for compliance, Lainie, as a continuance from
the end of act one, is still withdrawn in a place where only she and Michael can exist. She
IS once again inquiring about his experience in captivity. The subject of the conversation
moves toward everyday life and instantly the two characters are removed from the reality
of the situation. Up until now the encounters between Lainie and Michael have been that
of a wife in desperate need of the comfort of her husband. However, this scene gives a
glimpse into what life would be like if Michael was home and Lainie could exist as she
had before he was taken hostage. This very comfortability that is presented is
immediately interrupted when Lainie is propelled into reality by Ellen’s visit. The
conversation between Ellen and Lainie offers some insight into Lainie’s demeanor with
Michael in the previous scene. Ellen arrives, after an extended absence, irritated and
disappointed in Lainie’s decision to go public about Michael’s captivity. Lainie has
chosen to go public during a very serious hostage situation. A decision that was certainly
carefully thought out. This decision explains her relaxed demeanor with Michael in the
previous scene. It can be perceived that she is confident her decision will force the
government’s hand and will force them to tend to Michael’s situation just as fervently as
they are tending to the current hostage situation. Lainie’s confidence is quickly shot down
by Ellen’s harsh presentation of the government’s reality. “If you go public, if you make
demands, you’ll only delay matters and increase the danger for everyone involved. And

frankly, no matter what you do, we won’t ask for Michael’s release ... It’s not his time”

(Blessing 33).
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Ellen’s rashness did not hinder Lainie’s decision. In the middle of act two, scene one
Lainie and Walker are preparing for Lainie’s first television appearance. Lainie does
present some apprehension, however, it is not strong enough to resist Walker’s push for
her to do what he thinks is best. It is important to note that Lainie’s apprehension does
not seem to come from Ellen’s desire for her to keep quiet. Instead, she is concerned
about the danger she may be putting Michael and the other hostages in and the well-being
of the other hostage families. This is a clear indicator of Lainie’s separation from Ellen’s
forceful hand and a desire to stand on her own. The motivation behind Lainie’s desire to
stand on her own can be questioned due to Walker’s aggressive presence in her life.
However, the underlying turn of events presented in this scene is Lainie’s detachment
from the government and her connection with Walker and the media.

Act two, scene one ends with Michael saying what are present day occurrences for him
but it also serves as a glimpse into the future. In his account, Michael talks about
Mathison being moved to another place. This revelation stirs an interest in the reason
Mathison is being moved. The last time Lainie and Walker were together they were
preparing for Lainie’s first television appearance that was to happen in the middle of a
very serious hostage situation being negotiated by the government. With this information,
it can be assumed that Lainie and Walker were successful in their attempts to move the
government into greater action for the release of Michael and the others being held
hostage with him. Therefore, Michael’s account of Mathison’s removal from where they
are both being held hostage suggests that Mathison is being released and soon Michael

will also be released.
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Scene two opens with the deed being done. Walker has successfully convinced Lainie
to follow through with his idea of going public. This decision is satisfying to Walker but
has a detrimental effect on Lainie. Walker instead continues to attempt to coerce Lainie.
“Nothing in this world happens because it ought to. You have to push people into it.
Right now, you have a quality that lets you push. You have a thing to say, and the means
to say it. If you’re lucky, when you look back on it, it’ll have been moral. If not, too bad -
you made your best guess” (Blessing, 37). However, in this moment, Lainie continues to
resist Walker’s repeated attempts “...for all [ know, I haven’t done anything more than
risk the lives of innocent people tonight” (Blessing 37). Lainie continues to exert her
independence, from Walker and Ellen, by adamantly standing her ground about how she
feels about the situation and how it should be handled. This is the first time in the play
where it seems Lainie is saying how she feels and not repeating what has been repeatedly
told to her. It is this same independence that pushes Walker over the edge into a fury that
prevents him from hiding his intentions any longer. “I know! That’s why I’m writing
about the stupid fuck!!” (Blessing 38). With the slip of the tongue, Walker’s true
intentions are revealed and Lainie is left to deal with the truth. A truth that forces her,
once again, into that one place she goes to escape reality.

This time when Lainie goes to her psychological solace she is the only one there.
Michael isn’t physically present with her but she is still talking to him. This is an
interesting turn for Lainie. It’s almost as if she feels as though she has let him down and
has chosen to only talk to him rather than feel him. At this point, Lainie has reached the

nadir of her distress. This decline begins with Lainie’s decision to make her story public
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because of Walker’s continuous insistence. However, Lainie doesn’t feel this decline
until Walker reveals his hand and she is left alone with her decision. This alone time
allows her to process, not only the effect her decision will have on the lives of the
hostages but the fact that, even though she is continuously surrounded by someone else,
she is alone in this process.

Walker, relentless in his fight to win sides with Lainie, returns to Lainie’s home on the
tail end of what he thinks is, good news. Mathison has been released. Immediately he
begins to take credit for this happening. He has even convinced himself that what he
forced Lainie to do was the best thing to do in this situation. This is where perspective
plays an important role. It is possible to assume that Walker is not a self-serving
journalist and instead he has real concern for Lainie, Michael and all of the people being
held hostage around the world. It is also possible to consider Walker as a career-driven
journalist whose only interest is to get a good story. There is not a sole correct
perspective, but it should be noted that both perspectives were considered. However,
following along with previous evidence that proved Walker to be more self-serving than
considerate, the perspective of Walker’s motivation for a crowd-pleasing story is more
compelling than the one of him being considerate and caring. Therefore, his return to
Lainie’s house presents an audaciousness and not an altruistic spirit. Lainie’s
vulnerability allows Walker another opportunity to achieve his goal.

In this moment, Lainie’s vulnerability is an extension from her being alone in her
psychological solace without Michael. Even though it is presented that Lainie chose to

enter into her solace without Michael’s physical presence, there are still consequences
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because of that decision. Lainie’s ability to go to her quiet place with Michael for
strength has been diminished and now she is experiencing a self-imposed susceptibility.
While this could be considered further, it is only necessary to mention the observation as
Lainie is not my character to analyze. However, Lainie’s weakness is the point of
attention once Walker arrives and as she experiences the recent news. This news lends
itself to Michael’s last revelation of Mathison’s removal from where the both of them
were being held. It also carries with it the disheartening truth that only Mathison was
released. Michael is still being held hostage. Walker’s visit with Lainie ends and takes
with it what seems to be her last bit of strength. The scene closes with Michael’s lost
sense of time. Just as he can’t sense time, the lack of time the remaining hostages have
left smothers all of those around them. This is especially true for Lainie.

It is ironic the importance time takes at this point in the play. There is a sense of
urgency as the events move forward and rightfully so. However, just as time becomes a
determining factor, it doesn’t. There is a sudden carelessness with time as is seen when
Ellen arrives for a visit with Lainie. A lot of time has elapsed since Ellen has been to visit
Lainie. This is incongruous as it would seem the government would have felt the same
urgency of time that Lainie felt. However, the reaction of the government in letting a lot
of time pass between Ellen’s visits shows the level of concern for Michael’s situation. It
is safe to say that if the government, Ellen, held Michael’s captivity in high priority, she
would have been pressed for time to get him released just as she was for the bus station
hostages. Mathison’s release would have meant an increase in opportunity for Michael’s

release. However, that was not the case. It was not the case so much so that she was able
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to stay away from Lainie for an elongated period of time and even take a vacation.
Hence, a reason to question her even returning to Lainie’s house. It is protocol;
something she has to do to fulfill her job requirements. This is all true, however, there is
something additional to fulfilling a job requirement. Ellen has important information
pertaining to Michael that could very well predict his future. This is something that has to
be considered. The way Ellen relays the information to Lainie is a tell tale sign of her
assurance of what will likely happen to Michael, however, she has to communicate this
information as delicately as possible and not give too much insight into the predicted
outcome. In Ellen’s conversation with Lainie, she attempts to appear as if she does not
understand the gravity of the situation. Of course, she addresses the danger that Michael
and the other hostages are now in, however, she does not expose what she knows, from
professional experience, to be true. The truth is she knows that the consequence of what
the government has done is death for Michael and the other hostages. She even knows the
government wagered Michael and the other hostages lives against the current situation
and decided the current situation was more important than the lives of Michael and those
being held by his captors. She expresses this to Lainie, but in her typical roundabout way.
“There are times when it becomes impossible to negotiate. When the very act of
negotiating legitimizes a philosophy that’s ... not human anymore. Those places where
such a philosophy reigns have to be isolated. Those people who try to extend such a
philosophy must be stopped. At any cost” (Blessing 42). It is in this moment Ellen’s

words “at any cost” means the cost of Michael’s life.
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This meeting with Ellen and the many news and radio reports she is forced to hear
sends Lainie into a frenzy. She is emotionally explosive as she does not know what to
believe - her faith that Michael will return home or the facts that were given to her by
Ellen. Walker attempts to reason with her and offer alternative arguments, but that is not
enough. Lainie is inconsolable. It is in this moment Michael appears to recount the last
hours of his life. Ellen’s professional intuition was right. Michael is killed. His life a part
of an intricate chess game the government has to play in regard to foreign affairs,
hostages and keeping the majority safe. The logistics of Michael’s death can be studied
and it can be assumed he was not killed by the captors who held him for three years, but
by a new faction to whom the terrorist the government decided to kill belonged. Whether
Michael was killed by his original kidnappers or new ones is not as important as the fact
that he was a pawn in a very intricate and dangerous game of chess.

Michael’s death is the finality of Ellen’s case with Lainie. In scene four, the final scene
of the play Ellen and Walker are alone together for the first time. There is a sullenness in
the room, however, the tension between Ellen and Walker is still a present reality.
Instantly Walker questions Ellen’s experience at delivering news about the death of a
loved one and she exposes her lack of experience in this area. This piece of information is
an explanation of her ability to remain detached from her cases. She has never had to deal
with the reality of death. Her normal routine would be to determine the day-to-day
progression of hostage situations; however, she has never had to face the reality of her
decisions. Lainie’s case is different. During the development of Ellen’s character, |

decided Ellen not only had an impressive part in determining the outcome of Michael’s
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situation, she now has to inform a loved one about the dire consequence of that decision -
death. Throughout the scene, Ellen attempts to remain professionally covered with an
unchanged demeanor, however, Lainie’s response to the news of her husband’s death
sends a stark reminder to Ellen that the reality of these situations is more intricate than
just black and white. Ellen verbalizes this acknowledgment - “I wish I could take your
pain away” (Blessing 47) - and immediately removes herself from this intense encounter.
Lainie and Walker are left with the burden of truth that was almost inevitable. A truth
that Lainie expressed early on in the play. “You know what will get him back? Nothing
we can understand. Whatever took Michael, whatever will bring him back is a power so

incomprehensible we’ll never understand it” (Blessing 20).
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CREATING THE ROLE

According to Stanislavsky, a character comes to life in three stages "studying it;
establishing the life of the role; putting it into physical form.” This is the protocol I
followed when creating the role of Ellen. I first read through the play once free of all
perceptions or ideas on how she should be played. My second reading of the play focused
on Ellen and her responses, motivations and desires. | allowed this analyzation to soak in
for a while. I then began to create the role by creating a history for Ellen outside of the
events happening in the play. This led to the formation of her life as it existed in each
individual scene.

Character Analysis
Before I started thinking about Ellen, I wanted to understand Blessing’s interpretation

of the character. When asked about the importance he puts on research when writing his
plays, Blessing responded “....... The trick is to get an audience to accept the two
characters as negotiators with a minimum of proof. It’s not a dramatist’s job to festoon
these men with evidence of authenticity. It’s a dramatist’s job to get an audience to stop
asking the question and focus on the other, more important questions closer to the heart
of the show” (Powers, “Lee Blessing - An Interview”). Even though he was referring to
playwriting, I extended his view to all of the characters of the play. An actor’s job can be
the same as Blessing explains the dramatist’s job - to get the audience to focus on the
heart of the show. I began to create the role with this in mind. Two Rooms deals with

some very important political issues. However, at its very core, the play deals with three
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people with varying moral perspectives on what is going on around them politically. The
politics that determine the way the government handles hostage situations. In this case, as
Is the case in any situation where there are opposing views, everyone thinks their
perspective is the correct perspective. Therefore, as | began to breathe life into Ellen, I
began with her moral character. | wanted to address just how much she believed what she
was telling Lainie and Walker. The more | added details to her moral character the more
she came to life.

Ellen Van Oss, 41, is a representative of the State Department. She has a master in
political science. She has been divorced for 5 years and lives alone. She does not date
much or have much of a social life, because she is so committed to her career. Her main
hobby is to read, otherwise, she is fully enthralled in work. She really loves to vacation in
St. Thomas and looks forward to that around the same time every year, even though it has
become more of a pattern in her life than a vacation. She is not very religious. She prefers
practicality as opposed to idealistic explanations. She requires facts. She requires theories
proven by empirical evidence not rooted in hearsay, feelings or intuition. Ellen is
informed about politics, but surprisingly not committed to a political party. She does stay
abreast of political current events because it is imperative for her job not because of her
personal interest in politics.

Ellen is very professional and can handle herself accordingly in many different
situations. She exhibits this impressive self-control many times in the aggressive
situations she faces with both Lainie and Walker. Even though Ellen exhibits this

impenetrable external appearance, there are times in the play where she may seem to
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attempt to befriend Lainie, however, her awkwardness and commitment to her job would
not allow it to go further than a thought. Just as strong as she is in making accurate
professional decisions she is just as inadequate in the social realm of her life. This is the
reason, other than she has committed every waking moment of her life to work, she does
not have many friends. Her husband divorced her soon after she was transferred to the
State Department because she committed herself to be successful and not fail again.

She prides herself on being superior at her job. She takes her job and herself very
seriously being sure to pay very close attention to detail in everything she does. Her
physical appearance is neat and clean; very well put together. She sits, stands and walks
with a very erect posture which in turns gives her a very stern external appearance.
Ellen’s outer core has a lot to do with her inner life. Her austerity is the reason for her
divorce. She was so committed to succeeding at her career she completely neglected her
marriage. Even though Ellen is not very pleased with being a part of a failed marriage,
she does not regret putting her marriage second to her career. As a matter of fact, her
biggest regret is that it was another failure in her life more so than it being her losing a
husband. This recurring theme of failure in Ellen’s life is one of the driving forces for her
in the play. She is intensely determined to succeed in accomplishing what she has set out
to do in regard to Lainie’s case.

Ellen’s initial goal for Lainie and Michael’s case is to keep Lainie believing the views
of the government and discourage the formulation of her own perspective of the situation.
The control that will establish itself as a result of this goal will allow for Ellen and the

government to handle Michael’s kidnapping the way they see best and not be interrupted
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by quixotic suggestions from the public. Unfortunately, with the introduction of Walker,
and Lainie’s increasing agitation, Ellen has to constantly navigate her way through the
rough water created by this opposition. The many turns of events that occur throughout
the play displays Ellen’s fierce adamancy for success. This exerted aggression depicts
Ellen as brash and inconsiderate. It made me question the belief she had in what it was
she was saying. | thought it could be that she is so devoted to her job and the government
she regurgitates the government’s beliefs in place of her own. However, her commitment
to these views until the very end of the play, when they did not matter anymore,
convinced me they were her own. Even though they coincide with the government and
are a part of her job they are her, well thought out, well-reasoned beliefs.

This was validated when | arrived at the middle of the play, the beginning of act two. |
realized Ellen could have been delivering her speech to a variety of people. Because what
she was saying was true to herself, she could have been talking to a group of colleagues
or a room full of reporters or hostage families who were in opposition to the
government’s dealing with their individual cases. She could have been in a personal or
professional environment and she would have been relaying the same information. This
determination made that monologue a declaration of her personal and professional stance.
Ellen was not being forced to say these things because it was her job. She was saying
these things because she believed them to be true. Even though her delivery was
controlled by her intent to convince, her personal belief in what she was saying was

affecting.
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At the end of the play, Ellen makes mention of her previous job in the Defense
Department. She initially started working for the government in the Defense Department,
however, she was not very successful in that position. She then transferred to the State
Department and has excelled tremendously. This past experience for Ellen is the reason
she is incredibly antsy when she is being questioned by Walker before she has to tell
Lainie that Michael is dead. This situation reminds her of the many times she failed at
doing this when she worked for the Defense Department. Until now, Ellen was able to
escape the duty of consoling the relatives of the hostages she was assigned to because of
her new position within the government. However, this particular case caused Ellen to
take the responsibility of personally delivering the bad news. Ellen’s decision to do this
triggered another concern. Why? Why would she decide to make another attempt at her
past failure? This opened up a variety of possibilities, but one presented itself stronger
than all of the others.

When | did my first read through of the play, I instantly realized that Ellen could be
played as a straightforward, no non-sense government official. However, | wanted to give
her more layers. | thought certainly there is an opportunity to create vulnerability. I did
not want the obvious vulnerability that can be presumed when Lainie is threatening to go
public. I wanted a deeper susceptibility. Therefore, | decided to create a string of failures
that continue to affect Ellen in her present day life. These failures are the reason for her
extreme allegiance to success. She is consumed by her fear of failure so much so that she
has not allowed herself the freedom to enjoy any other facets of life. However, there is

something different about Lainie - something affecting that sometimes puts Ellen in

28



unfamiliar territory. This is one of the reasons Ellen felt a strong urge of obligation to go
outside of her job duties and personally deliver the devastating news to Lainie. The other
reason is to face a previous failure head on and succeed this time. | consider this because
Ellen wouldn’t allow herself to be completely altruistic without some form of self-
satisfaction. Therefore, she allowed herself to be affected by Lainie’s desperation and
also used it as padding to succeed in a situation she failed at so many times before. In
Ellen’s last scene with Lainie she is, at first, nervous and anxious expecting to console
Lainie, however once she is met with opposition she instantly reverts to her professional
demeanor and succeeds at handling the situation accordingly.

Script Analysis
During my process of creating Ellen Van Oss, | also analyzed all of her scenes in the

play. My analysis not only allowed me to dig deeper into Ellen’s character but to also
work through her motivations and intentions in each scene. | decided to try different
motivations and objectives during the rehearsal process. For example, one night in
rehearsal | chose to be straightforward; matter of fact in act one scene one, however,
Erick and | decided that would make her seem robotic and we wanted to go for a more
personal approach to Ellen as to give her personality room for advancement for the
duration of the play. Therefore, I committed to keeping her delivery of information
straightforward, however, | added a frustration with the information to the scene. This
allowed for Ellen to appear to have emotions and be attached to Lainie’s case.

Therefore, for act one scene one my objective was to inform Lainie about the possible

changes made to Michael’s location. However, my obstacle was Walker’s unexpected
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presence once I arrived. Walker’s presence was not only an obstacle, but it also changed
my objective. Once he includes himself in our conversation, | am instantly determined to
convince Lainie to discontinue any associations with him. My first attempt at this
objective is to covertly impose my opinion onto Lainie in hopes that she will agree and
dismiss Walker. However, this does not work. My next attempt is to indirectly answer his
and Lainie’s questions all while trying to steer the conversation in a direction favorable to
my desires. When neither of my attempts work, | immediately result to defense mode by
lessening the appeal of Walker’s advances and condescendingly opposing his views and
just before | am forced out of my professional disposition, | excuse myself from the
conversation, but not without one last attempt to persuade Lainie of my loyalty to her
case.

In act one scene three, Ellen is back to inform Lainie of the consequences of her
association with Walker. This time, my attitude is self-righteous and my objective is to
arrogantly advise Lainie of a way to correct the problem. | considered what happened
before the scene and decided | had just left a meeting with my very angry boss who
demanded | get a handle on the situation. My intention was for this frustration to spill
over into the scene. | enter the scene with this frustration and allow it to move me until it
Is time for me to reveal to Lainie what Walker has done. It is at this moment | can satisfy
my ego by proving myself right. I initially told Lainie Walker would be a problem and
now he has proven himself. This beat change allowed me to slyly pursue my objective of
convincing Lainie to give an interview to a reporter that favors the government. When

this does not work, | attempt reasoning with Lainie and then eventually decide to assert
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power. This assertion leads to a power struggle, Lainie takes charge and | am forced to
take the back seat to her emotions.

In rehearsal, | manipulated the next beat two different ways. One night | attempted to
disregard Lainie’s aim to guilt me with her story. However, it felt too disconnected.
Therefore, at another rehearsal, I attempted to understand Lainie’s story as it related to
our previous conversation. This allowed me to connect with Lainie’s current emotional
state and it also gave Ellen more dimension as opposed to playing her one-sided. This
approach allowed me to have more meaning when I say to her “Not every nest is visited
by a cuckoo” (Blessing 24). It also aided in a seamless transition between my
conversation with Lainie and my conversation with Michael. | carried the same sentiment
| had for Lainie into my conversation with Michael. | feel my choice to relate to Lainie
assisted in the softness that was required in my dealing with Michael. My objective was
to convince Michael of my commitment to his release. This objective is instantly
presented with the obstacle of Michael’s dismissiveness. Which in turn leads to my
defensive response and dismissive exit.

| considered my opening monologue for act two to be a direct presentation of Ellen’s
beliefs about Michael’s situation and how the government should, and does, handle
hostage situations. | believed her initial presentation of the background of the types of
people that become involved in holding hostages was true to her own beliefs with an
undertone of propaganda. Her adamant determination to convince the listener of the
government’s commitment to anyone effected by hostage situations forced her to skew

the identity of the captures to her advantage. | used her need to covertly control her
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listener to inform, convince and manipulate throughout her speech. Initially, | delivered
the monologue straight on without much movement. However, Erick suggested we try a
little more movement which then led to a very specific blocking | was to follow. Even
though it was not my initial approach to this scene, | was excited about the challenge to
make each movement intentional and meaningful. Every rehearsal allowed for me to feel
comfortable attaching my actions not only to my words but to my movement.

In my next scene with Lainie, | was convinced Ellen would be very upset with Lainie
and that’s just how I played it — very upset. It did not work until | increased the intensity
of the emotion. After one of the complete run rehearsals, Erick expressed his captivation
with that scene and that was the same time | felt I was fully committed to being infuriated
with Lainie and I allowed that emotion and Arielle’s response to that emotion to guide
me throughout the scene. There were a couple of times throughout the run I experienced
that same connection, however, it was a challenge getting there every night. | often
thought about the cause of this inconsistency and | realized that sitting on stage for the
entire performance was a contributing factor. Even though I could mentally prepare for
my next scene, there is still an awareness of being a player in the play even though you
are not the main focus. This awareness conflicted with my ability to fully commit to my
preparation process because | still felt the need to be present on stage.

Scene three allows me to contrast the emotional state | was in during my last visit with
Lainie. In this scene, it has been a long time since we have talked. | am coming to tell
Lainie about Michael’s life being in danger. However, | do not use a candid approach.

Instead I, very hesitantly, inform Lainie of the recent events that have taken place. This,
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in turn, allows her to formulate her own assumptions which I then dismiss. This
evasiveness allows me to achieve my imposed obligation to Lainie while also not
candidly telling her that it is highly likely that her husband will be killed. At the
beginning of the scene, | am apprehensive and my objective is to efficiently give Lainie
this bit of information that | have and easily leave the situation. As the scene progresses,
it is clear that Lainie will not allow me to weasel my way out and | am forced to tactfully
explain Michael’s diminishing importance to the government.

This diminishing importance is validated in my last scene. | have come to tell Lainie that
Michael has been killed. Walker pry’s and pry’s until [ am forced to disclose the truth.
“We miscalculated. We valued Michael’s life below a chance to make an international
point. We increased the danger for all the hostages. We chose to” (Blessing 46). |
considered two effects this revelation could have had on Ellen. The first one was it was
the truth and, because of that, she did not feel any regret. The second one was, even
though it was the truth, having to admit to it and say it out loud had an effect on her. It
brought to life the reality of the families affected by these situations. I chose the second
one because it gave me an opportunity to make a turn at the end of the play. | could go
from a dismissive government official to a compassionate human being. This turn

validated Ellen’s final line “I wish I could take your pain away” (Blessing 47).
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PROJECT EVALUATION

Self-Assessment
Initially, 1 wanted to say this process was different for me, however when | considered

all of my experiences with creating characters, I realized they all were ‘different’. What |
was trying to convey when | used the word different was that there was an element in this
process that was not present in all of my other experiences. This process was a lot more
challenging than any of my other experiences. When | am offered a role in a production,
my first instinct is to do whatever | can to be prepared for rehearsal. Rehearsal is where it
all happens and, for me, it is imperative that | do all of the work that | need to do in order
to be completely available to my fellow cast members and the director. It is challenging
to work in an environment where this same work ethic is not shared. This was the
missing element in this process that was present in all of my other experiences. There
were times in rehearsal we had to spend the time allotted rehearsing scenes with the
purpose of learning lines as opposed to finding moments. This was very frustrating
because we were given our off book date the first day of rehearsal. However, the good
thing about it all is that | was challenged to still continue and fight for success.

When | think about my work in rehearsal and performance the most persistent things
that plagued me were time management and clarifying moments, actions and tactics.
When approaching a character, | have the tendency to instantly listen to my intuition and
just go from there. This often leads me to an underdeveloped character, a very emotional

one, but underdeveloped nonetheless. As with Ellen and many of my previous characters,
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the detail about their lives and the intricacies of their purpose in each scene is not
discovered until the last few performances. This is a weakness in my craft | would like to
strengthen. As | was writing my thesis there were so many things | discovered about
Ellen that would have added even more dimension to her character if | would have taken
a closer look during the rehearsal process as opposed to after it was all said and done.

This takes into account my need for better time management. Even though a lot of time
Is put into rehearsal, there are still a lot of other things going on in life that require
attention. Therefore, sometimes | get into robotic mode whereas | show up to work, to
class, to rehearsal and do what it is that needs to be done and then move on to the next.
However, the most beneficial thing would be to show up prepared for each obligation,
dedicate your whole being completely to that one moment and then allow some time to
evaluate what you discovered and what’s left to discover so the next time you can bring
more to the table. These are two consistencies I’ve noticed about myself as an actor that
can be strengthened.

Overall, | feel I have grown as an actor since first beginning the program. In this
performance, | used all of the techniques, readings, rehearsals and forged them all into
guidelines on how to approach a production. | gauged my success by the connections |
made with my fellow actors. There were times when it felt like it was only us on the
stage. These moments were fueled by a confidence in the work we did during rehearsal
and a commitment to our objectives and emotions. The audience did not exist. Those are

the moments | will most remember and strive to experience in future performances.
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TWO ROOMS received its world premiere at the La Jolla
Playhouse (Des McAnuff, Artistic Director; Alan Levey, Manag-
ing Director), Ia Jolla, California, on June 21, 1988. It was
directed by Des McAnuff;, the set was designed by Marjorie
Bradley Kellogg: the costumces were designed by Susan Hilferty;
the lighting was designed by Peter A. Kaczorowski; the music
was by Michael S. Roth; the sound was by Serge Ossorguine;
video production was by Dennis McNabb: and slide photogra-
phy was by Harry Hendrickson. The cast was as follows:

T AINIE WEILS ... Amanda Plummer
WALKER HARRIS Brent Jennings
EILEN VAN OSS wereereJ© Henderson
MICHAEL WELLS = Jon De Vries

A revised version of TWO ROOMS was produced at the Cricket
Theater (William Partlan, Artstic Director) in Minneapolis, Min-
nesota. in October 1989. It was directed by Jeanne Blake; the set
design was by Rick Polenck; !helighungdeﬂgnmsby'rma
Charney; the costume design was by Annc Ruben; and technical
direction was by john David Paul. The cast was as follows:

MICHAEL WEILLS ...Terry Edward Moore
LAINIE WELLS.. ..Camille D'Ambrose
WALKER HARRIS Steven Hendrickson
ELLEN VAN OSS 5 ...Shirley Venard
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CHARACTERS

MICHAEIL WELLS ...covvvaraerecrrannenns . 305, educator
LAINIE WELLS. ... ceciicicasasssnanes 20's, educator, married to
Michacl
WALKER HARRIS....ccvsuvae - 30, reporter
ELLEN VAN OSS ..vieeranrercsacceacemceens 40's, representative of the
State Department
PLACE
Aroom
TIME

The recent past, the present
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TWO ROOMS

ACT ONE

Scene One

Lights rise to reveal o dull-colored empiiness. A narrow mal
lies on the floor. The sense of an entry upstage, but mo more
than that. Michael lics on the mat. He has an unkempt beard,
wears a t-shirt and pajamss. He also wears handcuffs. He

is blindfolded. |
« LacsAr T A .
MIGHAEL. Mathison had 2 gun. Under his jacket. A little
automatic pistol or something — I’d never seen it before.

Silver. I remember it gleamed in the sunlight when he pulled
it out. It was just as they were forcing us both into the car —
just as he put one hand on the roof of the car. He was right
in front of me, there was nowhere I could go. And suddenly
this shining little fantasy pistol appeared. Can you imagine?
I taught for two years with the guy and never knew he carried
it. As though that was supposed to save us. As though that
pitiful gun — that absurd, miniscule tribute 10 one man's utter
lack of realism . . . I mean, he had to know what the world can
do — if it just faels like it — to 2 man. To any man. And 10
carry 2 gun? The size of a cigarctic case? In Beiru®® (He staris
to laugh, stops because it hurts.) He didn’t even know what to do
once he pulled it out. I think he really believed all those
kidnappers would ake one look at this mighty weapon of the
West, drop their AR-47"s and flee. *Run! It'sa trap! He's got
a tiny gun!™ (Starts to laugh again, stops.} God, Lainie, I love
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vou. | wish thiswas arcal letter. (A deal.) What Mathison forgot
was these people have been taking hostages for thousands of
years. They know how to do it. He yelled, “I'm armedi”™ I
remember, and that same instant one of them shot it out of his
hand, along with some of his fingers, and they slammed us into
the car, did the old Kalashnikov-to-the-forehead routine,
wrapped Mathison's hand up with his own shirt, blindfolded
us and drove us . . . wherever this is. No one spoke. The only
sound was Mathison weeping. [ wasn’t paying that much
attention. I was busy counting my own fingers. And toes. (A
beat.) Ok, thisis a digression, butI’m suddenly thinking of your
toes. Really. I'm remembering them on the beach at the occan.
First few dates — somewhere in there. You had a bathing suit
on — which could have been the first ime I saw you in one —
and we were lying on towels and you dug your tocs down in the
wet sand. You dug them around very slowly, and suddenly I felt
overwhelmed by this powerful image of . . . a sea turtle, coming
ashore, digging in the sand and laying millions, or hundreds
— you'd know — of cggs. And it’s stupid, but it made me feel
connected in away I'd never felt before, toamphibians. Imean,
there they are — forever faced with the choice: go on land and
risk their life to lay eggs, or stay in the sea where it's warm and
safe and eventually die out. And it occurred to mec in that
moment that marriage is exactly the same proposition. And 1
looked at your toes in the sand once more, and . . - marricd
you anyway. (A beat.) I wear a blindfold. I can take it off, but
if 1 do they beat me. Or if they come in and it looks re-tied,
they beat me. Sometimes it doesn’t look like I've taken it off,
but since I'm an Amecrican they’re sure [ must have, and they
beat me anyway. Their voices are so young- I'm surc it's 2
delusion, but sometimes 1 think I've had onc or wo of them
in my class. (A beat) Now I'm in theirs. (The lights fade quickiy
to black. When they rise again, Lainie is glone in the room. She stands
staring at the empty mat. The room is much brighter — light from an
unscen window surrounds her. When she speaks, she addresses the mat

atﬁfst,i]lznmcmsd'ﬂumm. She does mot address the
audience.) ‘WV:JT o ) s
LAINIE. I’'m talking to'myself. All last night, taking the

8
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furniture out of this room, [ was talking to myself. It’s not the
worst habil. Besides, for the last year, what clse have I been
daing? (She regards the mat critically, slides i loward one corner of
the room, silently appraises its new position.) Talking to everyonc
in power — which is, of course, the definition of mikKing to
yourself. T don’t know about it here. It'd probably be in a
corner, but this one? Which one? (Shding i lo another corner
of the room.) It's hard to know which was worse: talking to
Moslems or talking to Christans. Talking to Lebanese or
walking to Syrians. Going across the Green Line to beg, or to
Damascus — or Washington. (Suddenly nods her head decisively.)
Washington. Definitely Washington. The Arabswouldn’t help
me, but at least they'd respect the pain. In Washington, I wes
the pain. (Of the position of the mat.}) This is absolutely wrong.
(She mowves it to another cormer, staves at :2.) The head of the
University said they'd do everything humanly possible to get
you back. So did the head of Amal. So did the Lebanese
President. So did the Syrian Foreign Minister, our embassy in
Beirut, our embassy in Damascus, the Undersecretary of State,
the President, and everyone running for President. Thisdoesn’t
work atall. (She moves the mat Lo the center of the voom again.}) This
iz just going to have to stand for all the corners of the room.
Why not? It's ... nol an exact science. (She siares at the mal)
You'll be here. (She moves towards the source of light from outside,
mimes pulling down a shade and lights dim. She goes to the mat, sits
on one side of it, then lies on it, allowing space as though another person
were lying on it with her. Tentatively, she reaches out as though
stroking the cheek of her ‘companion.’) From now on, I'm only
talking to you. (Lights fade to black. When they rise again, Lainie
sits om the floor @ few feet from the mat, staring al . Walker stonds
dﬂiﬂg al hcr.) | %

WALKER. How 18‘6’&‘ “this room been like this? (A beal.)
Do you redecorate often? (A beat.}) Rest of the house looks real
nice. Very normal. (A best) This room, though. This room
you seem to have done somcthing to. (A dess) Lainic? Can
I call you Lainic? (A begt.) [ want to thank you for letting mec
come. 1 know a lat of other reporters wounld like to be here.
I'm glad vou chose to talk 1o me. (A begt.) Lainie? (A beal)

9

W

44



So — what is it you'd say you've done to this room?
LAINIE. 1 cleansed it

WAILKER. Clecansed it? (Alempling to break the mood.) Is that
2 new thing? In decor? Cleansing? (A becl) lainie? (A beat.)
IT’s hard to ask the right questions if you won't —

LAINIE. I scrubbed and painted all the walls. T rook all his
things out

WAIKER. Was this his room? I mean — is iC?

IAINIE. [Ilis office. His things werc hcere.

WAIKER. Where arc they now?

LAINIE., In the basement.

WAILKER. ‘What if he comes back? Soon, I mean.
LAINIE. I painted everything. Walls, ceiling.

WAILKER. A lot of consistency. What’s the mat for?
LAINIE. 1 look at it

WALKER. Why? (A 2eat) Do you mind if { open the shade?
(A beat.) Lainic? (Withou! allempiing Lo open the shade.) So —
does the government keep in contact with you?

LAINIE. She's coming today.

WAILKER. She?

LAINIE. The government Her name is Ellen. She's been
attached to me. My case. (A beat)

WALKER., Ellen. What Gme is she coming?

LAINIE. T liked your voice.

WALKER., Whar?

I.AINIE. Your voice on the phone. I liked it

WALEKER. Why?

LAINIE. It took its ime. (She staves steadily gt the mat.)
WAILKER. When is Ellen coming? (A beat.) Did you want me
to meet her? Is that why I'm here? (A beal.) The government
hasn’t always told the truth on this issue. You do know that
(A beat.) I could write about this right now. With whatI've got
Just having been here. I could write about this room. What
you’re saying, what you're not saying. But I won’t — if you'll
just look at me. (Again, no response.) What is it you're staring
at?

LAINIE. His hands. (Lights fade to black. Quickly they fade up
again. FEllen now stands wherve Walker did. Lainie remains in the

| | 10 |
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ELLEN. Woe think they've moved hxm. Not far. A different é
section of town, perhaps. Or cven just across the street Wc Te <O
LP:J‘L L~_.“ _:'.._ -
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WAIKER. Here you go- ‘

ELLEN. Thank you.

WALKER. (Settingitdown férh:r )} I'm getting your tea. Lainic?
LAINTE. Nothing. (Walker exits U.)

EILEN. Why is he here? |, 1 e TM'«\,_,

LAINIE. Shouldn’t he be here?.)

ELLEN. He'sfroma ncwspaper What have we been talking
abourt for the last vear, Lainie? L{ s hnn

LAINIE. It's better to be quictl.

ELLEN. We have no way of knowing what public statements
by hostage relatives may do. No way at all. It could make it
cven harder for us to, sccure a safe return. I'm disappointed
that you called him.
LAINIE. He called me.
ELLEN. I'm disa e's here. It's absurd for you to

talk to newspapers. Besides, one doesn't talk ?;\mrs in
any case. One lights their fuse. PleM' id o 1.
LAINIE. I can't do that.

t ELLEN. (Starting lo go.) THen'T'Il ga.

LAINIE. No. y

ELLEN. I won't J‘Jb e 1o be free with information.
ITAINIE. When is there ever info Gon?

ELLEN. (Sighs, sits.) When M to do something
about this room? (A beat. ) ‘Where m

11
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LAINIE. You said they were moving him. Or maybe they
weren’t. &l %ﬁ
55 ELLEN. The mostifpSriant thing o rcmcmberzsthatwcu
, not speaking of a country of terrorists here. We're bar
speaking of a country atall. We're speaking of factions. Som.
44 friendly to Iran, some to Syria, some to Israel, some to
They're all ﬁghnng for power. For all we know your -
‘husband — .« - . \,, & (.‘_ TP ll oA 00 OO i

IAINIE. Michac E E:‘ g
ELLEN. Michacl iberated bya faction that favors

Something like that could happen at any time.
LAINIE. What are the c

. | ELLEN. The important fhang is o tain cautious
M mum.“ﬂy)scdhoge,lcﬂ it crch %reaﬂ
. We're not unintelligent. We recognize the reality of the sita-
A ) WSS adon, then we inject hope. Into that reality. Because witho
) hope there can be no foreign policy. {Walker recniers with e
tray-igble. On it ic & lea sel. He sets it all down next to Ellen
pours.}

WAILKER. I letit steep in the kitmw :
ELILEN. Thank you. (A beat) I* vervone m
Washington pumps down coffec all day as fast as they can.

B then there’s me — with my little cup of tea. I fegl like
' forcigner. (She studies the tea ¢ moment.) T'heﬁﬂ.‘té{'—
| crucial thing — is knowing that hope is a and p
= possibility. Men have disappeared in Beirut, men have re:
peared. '
WALKER. So when's Michacl Wells going to reappear?
ELLEN. Well — that is what I mean by opc. (A beat.) |
' WALKER. Sorry? "¢
ELLEN. I mean, for example; cre are pu.‘inres. We ha
pictures of Michael. Taken just a month ago. Pictures of h
alive.
J, WALRKER. He had the shit beat out of him. e was
recognizable.
ELLEN. The pz‘nt g:.'&\'c s a.‘ltve.s. 1 L" \

WAILKER. He was alive the
FELLEN. And hope keep %%45

e
y

ve, nght up to the
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moment. That's why we use hope. Hope enhances our power.
LAINIE. When will my husband be released?

ELLEN. We can'tsay-1s oo Z—x;L wl fal L
WALKER. What do you mean can’t say? . )—’
ELLEN. I really should go. I dldn t come here For 2 news
conference. (Ellen moves lo lecw)’t‘,, L s ‘.b

LAINIE. Elen. (Ellen stops.)

WALKER. It's our Middlc-East pohcy that’s keeping your
husband hostage. Nothing else.

ELLEN. That's ridiculous. taViwe L {*

WAIKER. In terms of prioritics, Michael comes below oil,
below U.S.-Soviet relations —

ELLEN. Fc'sto Uninformed — :
WAIKFER. Below -lsra?l_n_rclanons. U.S.-Syrian relations —
ELLEN. Ldnﬁgé LN

WALKER. U.S.-franian rclations ——

ELLEN. (7o Lainie) You’d BEwelladvised to reflect on your
relations with the press.

WALKER. Can I quote you? (7o Lainie.) Have you cver
wondered why other governments can get their hostages out
and we can't? :

RITEN, | Thes pay ransotn:

. WALKER. And it works! .

ELLEN. ’I'hisgovcrﬁ:ﬁmmtvctyethtcal mea.nstobnng
your husband back to you. '~/ oA s 1A

WALKER. This govemment wouldn't care lfyo\u' husbend
died.

ELLEN. M%;?ns' <

WAIKER. Because then hc s not a problem anymore- ,
ELLEN. Either he t now — or I do. <04
WALKER. (7ToElen.) How does she geryou to come out hére,
anyway? It's a thirty-minute drive.

ELLEN. I..aini?.?tv 2L ,z..

LAINIE. I won't talk to her on the phone.
WALKER. Really?

I.AINIE. 1 hang up thc minute I hear her voice.
WALKER. How .

ELLEN. Lainiec. d_x_,w. o &

13
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l LAINIE. Idon’twantto be alone when I hear about Michael.
I want to hear it fn§n her face to face.
ELILEN. I come causc 1 wish tol

[ LAINIE. I told t.he m I'd chain myself to buuldmg-
ELLEN. We have ?hcr scriously. AN v

, WAIKER. You're here " ¢ e

' ELLEN. The Departmentfee tﬁgtsa.nce Lainie doeslive dosc
by, and is only asking for one personal vxsu per week +— . |
LAINIE. T want two next week. )" VA
ELLEN. One or two visits pcr week, 1S & srriall price to pay
for keeping her — | L PaM

WALKER. Quiet? B a4 0e
'  ELLEN. From embar);lﬂs#g'ﬁ'emlf. You’'rec 2 newsman, Mr.

Harris. Certzinly you understand the degree 1o which media
can adverscly affect a sensitive situation.

WAILKYR. Sare. That' swhy 1 investigate every goddamn story
I can. (A beat) /\A,.‘[

ELIEN. We encotinter a /(I'{ sorts of emotional responscs in
these situations. This we are prepared for. My Job B to h.el;g
victims learn which responses are appropriat L

") L‘\INIE You thxnk th;s is an act o

EILLEN. No. Butitis...as remote. {Starting out agc:n.) 'l

be back next Wednesday.

LAINIE. Monday.

ELLEN. (A glimpseof srrilation crossing her face.) Monday. (Ellen

exits U}

WALRKER. [(Oncesheisgone.) You wonder why the government

can’t do anything. Right there —— thar attitude. That's the
: reason.

LAINIE. ‘Walker, goodbye.

WALKER. Goodbye? What do you mean?

LAINIE. Goodbye.

14
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WALKER. We've just gotten started.

LAINIE. Goodbye. (A beal)

WALKER. When can I come back? (No response.) You know,
I've got better things to do than chase down stories of unco-
operative people. (A beat. He staris to go, stops.) Do you want
me 10 leave? 1°ll do what you want me to do. {A beat.} lLainie?
What is it you want me o do?

LAINIE. Bring back my husband. (fe stares at her, then leaves.
Lights quickly fode to black. When they rise again, Michael 1s alone
onstege, Gs he was at the beginning.) 5
MICHAEL. I have new guards now. Mxen‘t'norc than a year,
hasn’ti? They don'ttell me exactly. I've discovered some things
here. For example, your hands can become friends if they're in
handcuffs long enough. (A beal.) 1 once sawa hand justlying in the
streel. You remember that day I came home, afler walking past a
car-bombing? I didn’t tell you at the time, but [ sawit. Justa hand,
lying there, unclaimed. It wasn’t even horrible so much as . . .
werrifyingly loncly. (A deal) I ask myself all the tme, “Why did we
stay here? Why did we stay here? Why?™ (A beat.) I look back now
and can’t believe we stayed. Can’tbelieve weactuallysat thereatthe
University and said, "One Iast term. Then we'll lcave.”™ One last
term. i wonder if wewould've lefteven then. [ wonder if somehow,
some part of us even liked the danger. Orwas inawe of whatwe were
witnessing. 1 mean, why does anyone stay? This city’sin the hands
of boys. Teenagers roam the streets carrying AKA 7 sand somebody
stays? Idon’t know if there's ever been a city that has for this long
been such a horror. That's taken itself apart brick by brick, life by
life. And =0 many of us stayed. We walked down the street, through
the rubbie, past the checkpoints, past the bombings— we had days
full of ordmary moments. Amid — what? — devils from licll. Boys
who might shoot you the next moment. Cars that might dreive up,
park and explode. (WilA a growsng tension thal finally breaks through )
And nonc of us scemed ready o say, “Leave 1t Let us out of here!
Please, Cod anything but this! Stop i2//* (A beat, He recovers himself.)
And none of s was ever quite ready 10 leave. (He moves lowards a
wall. Lainic eniers and sits nextto the mat, reaching cut as though stroking
Michael’s hair. Michael is oblivious to her.} g 4 &i

LAINIE. Michael? This bothers me. Here on this side, just below

15
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your mouth. It’s a inec here. A little tuck, almost. A wrinkle. It's
not on the other side. I don’t mind you growing older, but you
should do it all over your face, evenly. Don't you think? (A beat.)
This, though. Here at your temple. I like this. The way the hairs
i glide alang the side, over your ear, into the tangle in back. Just
these-hairs on the side, running straight back, like they're in a
hurry. (With a slight laugh.) Butall this car-hair. This hasgotto go.
(Quister.} Abeard. I can’timagine it. (A bect.) I suppose you don’t
gct enough sleep. Or maybe you do. Maybe all you do is sicep. 1
hopeso. ITwish you counld sleep from first to last. Thatyou'd never
open your eyes again, till I was in front of you. Your eyes are so
. Why do women love cyes so much? They say it’s men that are
SYEE (Adeat.) Michael? "(Lights fade to black )

| Socne’rwo i L
© Aslide appeers om the U wall It:cpwqufahmmlydamagu
! building in Beirut. We see Lainic and Walker silhouetted on th

| - ﬂoorlaokmgupctd.

‘ LAINIE. 'l“htsuahqurLquutnwwhcmwe!md It wa
? destroyed in some shelling 2 couple of months before . . . before he
was taken. (We hear the sound of a slide projector. The grcture changs

the site of a car-bomb explosion.) A car bombing. Michacl used to take

pictures as he walked along. He wasn’t looking for these kinds o

things. You just couldn’tavoid them. Pcople at the University tolc

him it was dangerous. It made people notice him. Even more, |

mean. And he did stop a few weeks before . . . (Anofher siide: «

Lebanese youth, perhaps 15, uilh an aulomatic weapor.) This gm

2 commandcd 2 whole block. He liked Michacl. Ilcwanted to pose

{Another slide: the coast. A few indistinet figures of the shove.) Michac

heard thar people had started fishing with grenades. They'd jus

10ss a grenade in the water, and . . . fish that way. (Another slide

{ chanese woman, weeping kellerly. ) Michaclsaid he could've taken thi

picture 2 hundred times. I'm not sure what it was about her. Hi

didn’t know her. He saw something differentas he passed. Mayby

the sun's shining on her in a different way. Maybe it's something

16
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about the way she's standing, or —whatever it is, all the values just
scem o . . . hold you. (Sudda&bwmthﬂ The image
disappears. Blackness )

WALKER. What's wrafigd™* O

LAINIE. Iwanttostop now.

WAILKER. We just started. -
IAINIE. I'm sorry.
WALEKER. I'll getthe lights, :
LAINIE. Don’t =

WAILKER. Youwant 1o sit in the dark?

LAINIE. Do you think they still blindfold him? .

WALKER. They might Who can know? -

LAINIE. Do they chain him? L
WALKER. Theymight (Walker flicks o the lights. He stonds at the
Ul wall. Iarmie still sits on the floor.) Those are good pictures. He's
a good photographer.

LAINIE. He'sagood teacher, too. I'm sorry. These pictureswere
harder than I thought. 1 shonldn’t havé agreed to show them 10
you.

WALERER. It'sashame. They'd go awfully well with an intervicw.
If you'd cver gmc me an interview.

LAINIE. Ican’t decide.

WALEKER. It'sbeen two months. (A 2ear)

LAINIE. Why haven't you written anything up to now? You have
more than encugh without me talking.

WALRKER. T guess ['d like 1o have your permission. (Wizh a self-

laugh.) My cditors think I'm crazy, of course. Butthat's

why. (A beat ) Iwon'twrite anything if you don"twantme to. That's
a promise.

LAINIE. What's a promise?

WAIKER. You were teaching, weren’t you? After you got back
here? (Lorrae nods.) Bul recenty you took a leave of absence?
[AINIE. You've been asking about me?

WAILKER. Why'd you leave?

LAINIE. Ir'shard toteach natural sciences when . .. (She tvails off.)
WAILKER. When what?

ILAINIE. When nothmg's natural. (A beal )

WALEKER. So. Do you sit in here all day?

17
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LAINIE. No. I'mworking on 2 project. It’s sormnething [ couldn™
do in Beirul

WALKER. Whatisit?

LAINTE. Twatch birds. I go down to the marsh a couple miles away
and. ... Warblers, mostly. I'm working on them.

WAILKER. Deoesitrelax you?

LAINIE. Itteaches me.

WAIKER. And the rest of the ime you're in here? Not much o
a life. (A beat.)

LAINTE. Michzael’shere. 1 can'texplain it, but for me he is. In thi
room. The momentl come in, I feel. .. thewarmth ofhisbody. The
rest of the house — everywhere else — is cold.

WALKER. You nced to talk to people. Away from here. Atwork
Cead

LAINIE., 1workina marsh.

WAIKER. You should @alk 1o frends, How about the othe
hostage families?

LAINIE. It'slike looking in a mirror.

WAILKER. Then talk to the public. That really hasn’t been triec
enough. We could start with an interview. In depth, about —
[LAINIE. My pain?

WALKER. Among other things. We could run it in the paper
Two, three installments. Maybe more.

[AINIE. We could run my pain in installments?

WAILKER. If's better than hiding in a marsh. (A bezt.)

LAINIE. Ellen says that won't help anyone but the kidnappers.
WALKER. Nooncknows whatwill help. That's the first thing. Nc¢
cnec knows. All we know is what we've done, and what hasn”
worked. Keeping silent hasn’t worked.

[AINIE. Whydoyou care about this? You don't have anyone ove:
there.

WALKER. Icarcaboutpeople who are going through what you're
going through.

LAINIE. Butwhy? Why our pain? There’s so much to pick from
The world is full of terrible . . . cutcomes. Why did you choose this:
Iz it because you can win an award?

WALKER. An award? Whar are vou talking about?
LAINIE. Intense suffering. A long serics. Lots of installments. A
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Pulizzer prize.
WALKER. Is that what you think I'm here for? I've been waiting
for months! You think that’s how I °d go after a Pulitzer prize? You
think I'd wait for you to ask me here? 1'd be on your doorstep every
day. I'd be out in the marsh with you.
LAINIE. I'm sorry.
WAIKER. I've stared into too many faces —yours included — of
peopie who've been told, “Your husband’s gone. He may be dead.
There’s nothing you can do.” (A Seat.) The reason I'm here is
becanse more than anvone this has happened to — any family, 1
mean — you understand what's really going on.
l LAINIE. What's really going on?
WALKER. Whar'sreallygoingonisthatthey'lllethun die. They've
already made the value judgment on him and the others. To this
administration, it's more effective to use his captivity — and even
his death — to push a bunch of policy points, than itis to use every
. means 1o get him back.
‘ I.AINIE. You really think that?
WAIKER. [knowit. Sodoyoun. The day he’s reporied dead, do
vou think they’ll be taking any responsibility? They'llbeall over TV,
pointng the finger at every terrorist in the Middle East and saying,
“These are barbarians. Don’t try to understand them, just let usdo
what we must do.” And we'll let them.
LAINIE. What do you thank I should do?
WAIKFR. ['ve said. Speak out. Do interviews. Go on TV if you
have to. (She considers this.)
WAIKER. Whynot?
LAINIE. (Shakes horhead ) IUs too public forme. Ifstoo. .. public.
WALKER. Well. Fear of speaking. Right up there with — what?
Fear of falling, fear of loud noiscs —
LAINIE. That's not fair.
WALKER. Oh, i"'m not being fair? Sorry- You're right. Loud
noises can he preny rough. (Hesuddenly claps his hand loudly behind
ker eay. She pulls away from it, holding her car in pain.)
LAINIE. Stop thaz!
WAIKER. That's probably going to be the last thing Michaci cver
hears. Only it won’t be iwo hands clapping, 1711 be a gun.

- —— oy o e
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LAINIE. Getoutof here!
WALKER. Carecaboutyour husband.
LAINIE. Ido!
WALKER. Do somecthing!
IAINIE. I am!
WAILKER. Do more!
LAINIE. Noll (A beat.} You knowwhat will get him back? Nothing
we can understand. Whatever took Michael, whatever will bring
him back isa power so incomprehensible we'll never understand it
And zll the running around screaming about injustice won't
changea thing. Allwe can do—all anyone can do —istake pictures
of mourning widows. Write stories about mourning widows. Be-
come fasanated with widows of men who aren’t even dead yer. But
nothing — nothing — will make a difference.
WAIKER. ILamie, I'm only —
LAINIE. Cetout IfIwantioseea scavenger, I'll go 1o the marsh.
(A beat. Walker hesitates, then exist. Lights fade to black. When they rise
aguin, Michael sits alone on the He is blindfolded. )
MICHAFEL. (A beal ) Wari in the fabric of things. itis the
fabric. If earth is our mother, our father iswar. The chief priority
“we have on earth is 1o vie with each other for 2 place to stand. Does
any of this make sense, Lainic? I'm uying to explain why this has
happened to us. Americans fight all the time — lots of wars., But
always far away. We haven't had to fight for the soil we stand on in
= century. We've forgotten that level of sacrifice. These people
haven't. Everyone in this country — Christian, Sunni Moslem,
Shi'ite, Palestinian, Istaeli — everyone is fighting for the ground.
The ground itsclf. They stand here or nowhere. So it’s casy for
them to gwe up their lives. Small sacrifice. it's casy for them o kill,
1oo. Small sacrifice. You know how being here, being swallowed up
by it, makes me feel? Like I'm finally part of the real world. For the
first ime. Lainie, something in me never feft . . . affected . . . untit
this happened. You know what it makes me think of? Shiloh.
Vicksburg. The Wilderniess. What those places must hayve been Jike:
suffocating, endless, blecding disaster. Stacking ofbodics tenrdeep
fora fewleel of ourground. Don'tyou see? We're not differentfrom
thrcse people, we've just forgotten. We think this urpe doesn’t exist
anymore. We abstract everything, we objectify. We talk about
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global politics, how all this affects the balapce of power. Do you

knowwhat a twenty-vear-old Shi’ite thinks of the balance of power?
(Lights fade to black.)

Scene Three

Lighbfdeuptomlﬁﬂznmmadwir I airnie sits on the

ﬂwr!amtghﬂ QM,‘
C
ELELEN. o\m l .)N f—d , ,’\

LAINIE. Aboul WchmE
\ ELLEN. Notexactly. About Walker. Hc s been visiting you now
and then, hasn’t he?
L} LAINIE. What's wrong with thar?
\J EIIEN. Nothing. He was here about a week ago. You looked at
shides, I belicve.
: LAINIE. How do yon know tha?? Did he tell you?
" ELLEN. Walker? Ob, no. (Laughs slightly.) No, no, no. Sometimes
we watch your house.
LAINIE. Youdo?

IILEN. Ofcoursc. You're on the list
T AINIE. Whart List? g

I . ,
i ELI.EN The Watch Your 2 Y:n}fc made :hmts You re

LAI’\TIE'. What shc donc’ — dy flta :
T7ELLEN. Oh, that's right. You don’ zknowyea’ Thatcall I go@? 1e%
| “was from one of his editors. Walker's writlen a story. About you.

l 3 ill he our tomorrow. Not an interview. He docsn’t quote you

I ‘\5‘ directly.. But he details the Kidnapping, and all your WATIOUS

“ meetings with prople during the early months, an

c

T
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. - also this room.
LAINIE. He'd never do that without telling me.
l ! EN. That’swhatl ht That's I"'m in To
A L 5nd outifhe really has done this behind you- Back {A beat.) Is that
the case? CAM

LAINIE. Can we get them not to print the story? Wt

EIIEN. No. Butl’ :.snggesbonortwoxf!oo
LAINIE. Whae "-""6*3:«

ELLEN. Ifyou were to make's ptxblxcnwm:ngthc
article, that might help. Perhaps having a different reporter, from

= newspaper we could recommend, come in and sce this room in
2 more normal statc —

LAINIE. N WALALY.

ELLEN. ¥ youlike., Perhaps om-zpbcr Justa
picture of you sitting in this room with furniture, the window opc:p‘,ﬁq.
we - (Lasmicis alau.,’b“'ell. Let’ssee what is done bd’orc e [y
Jutions:, (A beat. Ellen rises.) 1% o,

e '
I care very . you know that.

If you did, you'd thing. T
I told you, t 3 we can do about Walker —
LAINI .Not.nbo ut W : about Michael.
ELL rdo t?ume. Every day. We just can’t tell
about them.
Nothing happcns. >
Sometimes somethm}ﬁa - do get released.
Not because of myl{{;ng ir u
You can’t know thar

LAI . I can’t know much, gn-cnhowhuicydhtenme.
‘ELLEN. Agovernment must have secrets.

LAINIE. Why? o\? 'hz
EIIEN. I'mnot conductmg ucoumb £ chn.w {A at) We
ncedsilmcc. From you, fi a!lthc s. And a

let us do our jobgIti t.caqfo:you we know that. ‘
s Bulmkmg with pcople hke Walker doesn’t help anyone, and ax

. we've learned today, iCs xuownpun.uhmﬂu. lhﬂim ’
T == SR AN R
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EILIEN. Hope.

LAINIE. Ilope doesn’t come from you, does it?

ELLEN. What do you mean?

LAINIE. Itcomesfrom God,doesn’tit? Or Allah? jehovah? Fate?

A higher power — isn’t that right? Certainly not the government.

The government doesn’t dole out hope. It's not an entidement

PrOgran.

ELTIEN. Idon'tscc how this —

LAINIE. Istudyhopeall the ime. You know where? The marsh.
1 watch the warblers there, nesting. 1 know their whole life cycle.

L Liule, friendly I-won’tboreyou-with-the-Latin-name warblers.
Thousands of them. Coing about their business. Not too many

predators, plenty of insects to eat. They wouldn’t need hope at all

\ if it weren 't for one thing.

ELLEN. Which is?

LAINIE. The cuckoo. A much larger bird. Fewer of them, but .

EILTEN. I'm notsurclsce the mnnecuon\’df Lo 2L 1

LAINIE. You're right. Cuckoos don’teat warblers. They also eat

msccts. But cuckoos don’t build nests. Instead, they wait 63l the

warblers are away from theirs. Thcn they lay their eggs in the

middic of all the warbler eggs eh’ Camouflage.
I-_LI.B\. Sounds...cff ‘lnAf,—-
I AINIE. Oh, it e warblers return, and

because they have — htcra!hr — bcrd brains, they don't seem to
notice the great big cgg among the little oncs. They sit on them
all. And whatdo you think happens? 1 mean, what's evolution for?
Thecuckoo hatchesfirst. And there he is—nearlyas big as his step-
parents, demanding an inmense volume of food, and waiting for
the warbler eggs= to hatch one by one. And when they do do you
know what happens thcn’ J
ELLEN. Inform meXy g o 15 20 ¥ vid PA e
LAINIE. They crawl arou d — blind, as !hc cugkoo chick is blind
—in the nest, waiting for their parents to return with food. Butas
they do, one by one, they encounter a miracle of natural selection:
the back of the baby cuckoo.
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EITEN. The back?

LAINIE. Its back, unlike other birds” backs, is indented. There's
2 hollow. And you know what it's shaped like? What it's just big
cnough for? A baby warbler. And yet another miracle of nature:
the baby cuckoo hasan instinct. Todowhat? Push againstanything
that touches its back. Push and push until that thing is not there
anymore. And with great effectiveness, one by one, this blind,
newborn, totally innocent bird murders cach of the blind, new

born, totally innocent warblers, by pushing them out of the nest
where they'll starve or be eaten by rats and crew

ELLEN. Thank you for sharing such 2 wo g
LAINIE. I'mnotdone. Warbler Mom andDadcomc ome. What
do they find? One baby — which is as big as a Buick, and doesn’t
chirp like them. What do they think? Who will ever know? What
do theydo? Feed meonlybabvdhcyham. Untlonec dayitfliesoff,
fullyfledged, a different species. And Cod or Allah or Nature or
Fate — which we’ve already agreed is the author of hope — looks
on with sormething more than indifference. With approval. (A4
beat.} The indentation in the cuckoo's back — that is the face ol’ﬁ
God. That is the chance ofhopc in the world.

'ELLEN. Not every nest is visited by a cuckoo.r_).‘,,,,*v\“]L_
LAINIE. Mine was. Now offer me hope. (Lainie '
UL FElien sighs, siarts o follow after her. Bq'msheam reach the door,
Michael enters, :nhandfuﬁ Hezs blindfolded. Ellenis unsurprised to ser
hsim.) A l)\-h

MIGHAEL. They take m¢ to the bathroom once a day. 1f'm lucky

I can shower once a month. Pardon my ce.

~ EIIEN. That's perfectdy all right mmnm
MICHAEL. T imagine you dream about all {ostagcs\

EILEN. Justyou.

MICHAEL. Really?

ELIFEN. Well 1 masngnéd toyou The State Departmentisy
big. Other hostages are dreamt about by others.

WCH.&.L (AMS.) Ah.m f\} &[ -
EIIEN. Don’t misunderstand. drumsdon t bother me
MICIIAEL. They don't?

A
ELLEN. Whatdoyou . (SRl &houz all day?
MICHAEL. Ithink abou( a man as & stored object. Asz
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3 broom closet. I think about brine shrimp in the Kalshan, 4+ /
ELLEN. Brine shrimp? 35l | se, , -
MICHAEIL. Tiny shrimp that live in the desert, in Africa. 12
told me about them. They can live for years in suspended anih.
ton in the mud of 2 dry lakebed. When rain comes — if it comes
— they wake up, and swim 2round, and procreate as fast as they can
and get eaten by everything around them, Then after aweek or two
the lake dries up again, and the lucky ones hit the mud for another
- - - decade. Ninetynine percent of their life is spent waiting for
their ife. You get out of the United States, you see a lot of that,
Whole cultures waiting to be alive. khf o \'é. adsdar
ELLEN. You're sympathetic to yout cabiors’ \cause. 'ﬁ:c tock-
holm Effect. A common smdrome — it’s documented.
MICHAEL. Ir'sconvenient. You're sure your dreams don’t bother
you? , >

ELLEN. No more Eé&ﬁ? Us dream of being late 10 the
exam bothers the student. There's some real anxicty at first, but
ultmately — )

MICHAFL. Indifference? m?} l P |

ELLEN. Irealizeit’'s notreall

MICHAEL. 1 zam real. N \'

FELLEN. Ofcourse. Butl'm nof required 1o treatyou thatway. (She
exats quickly U. Lighls fade to black.)

Scene Four
Lights mise to veveal Lainie and Walker The chair is gone.

Whet | Z— . ~
WAILKER. [wanttobe sble o gwve you my side of things. (A Seat )
Lavant to show you that what I did —
LAINIE. You promised me. (4 bear)
WAILKFER. Thatwhati did —
LAINIE. You promised me.
WALKER. Lainic —
LAINIE. Thicroom. You put this room in 2 newspaper.
WALKER. It’s in a newspaper every day. It's Michael’s room. Is's




the room they're 2l in. Hell, everyone’s in it We can’tget o :
LAINIE. Pcople callme. They've been calling all week. ane
o know if this room really exists. They want to know if they cam
come over.

WALKER. I'm sorry.

IAINTE. You're sorry?! My life hasn't been that different, you
know. I've had friends take advantage of me before. I've had thes
hurt me, betray me. I know what it’s like. But I never thousse
someone would come into mylife now-——asitis now—and do s
WALKER. ILainie — e
LAINIE. Why!?
WALKER. ‘Cause you were smothering, that’s why. You wess
siting in here and pumping the air out, and for all Washingmes
cared you could do it forever. Your husband, the men in Lebar
the people in this country need you. They need you to say “I
— in public. They need you ro say, “I don’t believe my govemn
ment,” and *We have to try new ways.” They need to hear vou s
it aver and over. ;
LAINIE. That's for me to decide! That's my choice! You took w2y chesse
{A silence.) You think that just because you've been in thisroom,
understand it? I’s the one place I can go and find Michael. Whe
I can feel — however imperfectly — what he's experienci
barrier between us. No one coming between. No one. T don 't b
o hear about him framagovexnmentspokcspcrm. OT & repories
or concerned friends — I have him here. He's mine.
WALRER. (Quierly.) It's an illusion.

LAINIE. Whatisn't? How doyou want me to experience Mick:
On the news? In the faces of all the sick human beings I've had
beg for his freedom? Holding handswith howmany other help
relatives? You're a great one to talk about illusions — that's _
whole business. If T can have Michael — no matter how I do i —
I"m going 1o have him. Do you understand? -
WAIKFR. Lainie —

LAINIE. Do you understond®! (A beat. Walker nods, turns to 2
People are calling me. Reporters—other reporters — want to
articles about me and this room. What are we going 1o do abe
that? -4
WALERFR. TIdon’tknow. I'm sorry. (A beat. e starts out T4 e
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LAINIE. I'm going to give you an exclusive interview.
WALKER. Why?

LAINIE. Because now that you've written what you've written,
talking to sonicone is inevitable, Unjess I Just want to be thought
of as, . . odd, I'll have to speak out. A lot of reporters would work,
Isuppose. Butwithyou there’sa special advantage. I know how far
I can trustyou. (Walkerexits. Lights fade quickly fo black and quickly rise
agein. Lainic is with Michael, who is biindfolded.) k‘utf’»’

MICHAEL. Some days] g around a room at home. v room.

kepl. Todayit'smyoffice. | Iy toremembereverything aboutevery
picce of furniture. Where T boughtit, what it was like that day, the
smells in the air. It's really very sobering, how much the mind
recalls when it's forced to. Iremember my chair, my filing cabinet
— and not just my filing cabinet, but the cxact order of files:
househoild, course-plans, medical, automobile, retirement—all of
it. Asif] took a picture. I remember the smellof my desk. And cach
day. I think I remember each day in my office — all of themn. Cold
days, wet days, days of incredible Iight. (A Beat) Did I tell you [ was
making a new country? On the wall. [ feel the tiny bumps. They're
mounlains, of course. And the cracks are rivers. I'work on irall day,
sometimes. Every mountain has a name. There’s Mount Freedom
— of course. There’s Mount Hope and Mount Sense of Humor,
And Mount Forgiveness. There’s Mount Forgiveness. Most days
though, T fill up with the people we know. You, mostly. (Lainie
canefully removes Michael’s blindfold. He smiles at her.} You know that
child we thought about having? We had him. He'sum . . . almost
six months now. I'm aging him faster than nermal so we can @mlk
togethersooner. Hisname is Andrew. BecauseIlikeit. He hasyour
hairand eves, and .. . I can’t tell abont his nose yet. We may have
adaughter Iater, I'm notrulingitout (A Aezt Tqucrzatmdotha.)
Who can predict the future? (T3ghts fade quickly to black.)

END OF ACT ONE
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ACT TWO

Scene One

Aﬁghtapdmupmm.ﬁ&gmgcha&:?zmm,

smzles. A . l\'_‘iM ‘\J ,')(‘ M )

| JonaT 1+ C:QLL\A;\,\..\,»!/ E A
ELLEN. Whatdoesitmeantobe an American? Well, he St e
— for most of us — “to be comfortable.” Elsewhere in the v orld
means to be punished. To be punished justly, some would say, for
the crime of having been born here and not there. {We sudderdy s
@ slide of @ young Ski ite terrorist on the same wall Lainie’s slides ¢ e
#m.Ad One) Thisis one of those who does the punishing. FHe mas
be collcge-cducated. He may well be 2 graduate of the Armerie

~ University in Beirut. He may be a shepherd, with no educatios
}-’.‘ whatsoever. He may speak English, or on]y He ma
-

devout — he may not. He may be utterly committed to his. —
or only doing this because it provides work and food and =
measure of security. Perhapshe likes the excitement. Perk: ps. Ik
mmﬂybemonsmms. (Another sliide — anothe : ¢ "
Serorist ) Here's another one. (Another stide - another young Sk
fovomist ) And another. (Another shde— anothrryoung Ski‘ite <
Shem Senral more in quick succession. She speaks as they flash past ) Am
another, and another, and — thousands in this country. 2 . v

ami:eniyonc country. Think ofit—enormous numbers
.Wiﬂmrmeworldha&ngmaiuns. Iating other Weste,
€13 oo, of course, but particularly Americans. Willing 10 kil ew

the most innocent of us. Tomake an example of our men, wome
chaldren, infants, of the aged, the infirm — of any Ame ican. 3§
smprison us without inial. Foryears. Why? {Another siide — = s
Poume SEi e lerrorisl, complete with rocket-lzuncher.) They wate!
telesisnn, you know. Sce our films, wear our clothes, drive our es
lsten t) our music. They use our technology — what thes |

4 i They lcarn in our universities. Whar do they e
2 o5t addident; They have been born in a part of

= e _ihu:h has v power. That to be an uneducated > —
el county. spe king a bypassed Ianguage, worshipping =

N
_: -~
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~

fashioned god is worse than death. Thar to be such a person
without a revslition — or promise of a revolution — is 10 be shut in
@ room, blindfolded, with a chain around your ankle for Life. (Mone
%_MWOIW Welliam Budkley, Peter Kilburn and

3 e ¢“dead. They were American

were not killed for who they were so much as for who they might
have been: that is, any of us. They were our representatives in
death. Their lives were erased by those whose lives otherwise rmigrht
never have beenwritten. (Anotherskide— Shi Uemilitiamen erlcbrating
in a Beirut strest.) Men-whose only reality is to reject and destroy
what they can of the Western world — which floats before them
as an unreachable illusion, both detested and desired. Infinitely
powerful, infinit In a real sense, the Crusades are here
again. We hﬁ%mexzt understand that (s our jobto
be ready to sacrifice the few for the many when necessary, and we
do. If's our job to lock down the road, to ascertain what is and
isn’t likely to happen, and form our judgments accordingly.
For example. (More sfides- Americans who have been kdnapped in
Lebanon since 1984.) These men, all kidnap victims, are of course
undergoing dchuw condmon‘s m their false imprison-
ment Noone denies Theyare being held by men who would
as soon kill them as anything else. ?é‘t,'siﬁce 1§84'out ofthe_ total

thirty have been released. WcinStatcf:mwbcﬁcvcdutthe
kidnappers are no more interested in dead hostages than we are.
WERARE to believe that time is therefore on one side, not theirs.
Thatultimately the situation will be resolved — aftde & préGdential
clection here, or a shift # the military or political sitmation there
or whatever, A break will come., (ﬁesbuuslapmaﬁmazof?da-
Ralineree ) Buh d wrong, if these men in fact all suffer torture and

dic as a direct result of this country’s policy in the Middle East, I
must be ready to accept that 100. American citzrens have to realize
that when we take a risk, the U.S. govermment can’t always save us.,
That the time comes when we —. on an individual basis — will
simply have to pay. (The siides owl. Tolalblackness When Bohis rise
agwrn, Lairue and Afichael sit on the mat in the same posilion as at the
end of Act Onc.)
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LAINIE. Do they movée you very often?
MICHAEL. Nowand then.
LAINIE. Are the rooms ever different®
MICHAEL. It's aiways the same room. Whatever it looks fike.
LAINIE. Why do they move you?
MICHAEL. They're nervous. I'm a prize, remember? The :
could stcal me away, another faction could stezl me. Sortof like sea
gulls fighting over an orange rind on the beach.
IAINIE. What do you do all day?
MICHAEIL. Write letters to you. What do you do?
LAINIE. Weli, I...Idoalot of things. 1 do my work.
MICHAEL. And how's that?
LAINIE. Oh, you know . .. never-ending. -
MICHAFL. (With ¢ smile ) That's the trouble with nature. Whas
eise do you do?
LAINIE. Nothing.
MICHAEI. Sall?
LAINIE. I'm siill getming used to it
MICIHAEL. IUsbeena—
LAINIE. Iknow howlongit'sbeen—it’ sbeenlongcrthanmy&
all rghtr
MICHAEL.. Iknow.

 LAINIE. [ wish they kidnapped women.

MICIIAFL. Theydo. Sometimes.
LAINIE. They let them go. (A beal.)
MICHAFI. Does anything make you happy?
LAINIE. Sometimes Walker does.
MICHAEL. What's he like?
LAINIE. He'slikevou. Helikes to bewhere he's told he shou
be. (A beal ) T gave himn an interview.
MICHAEIL. Youdid?
LAINIE. I ulked aboutyou. I ralked about how little :
doing. All the standard things. | feel like such a fool when it's s
ower and nothing's happened. We all of us scem that way 1o
sometimes — 2Ii the ones who speak out. Going aroune
sountry, grabbing the whole nation by the clbow, saying, “Plea
Lan'tyou do somcething?” (A seat.) Doyou ever hear gunfire wl

- pom ars? Or shelling?
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MICHAEL. VYes.

LAINIE. Close?

MICHAEL. Close enough. I fantasize sometimes that the place
gels hit. A hole opens up, and 1 run out of it  Like someone
¢scaping from a crashed plane. About the same odds, I suppose. 1
like the room this way. Thanks.

LAINIE. Ellen always want me to open the window.

MICHAEL. Maybe you should.

LAINIE. You think so?

MICHAFI. You know what I'd give for 2 window?

LAINIE. Yes. (FHerises, mouves towards window. He makes a gesture

exits U., leacving Lainie staring out. Lights fade to Black. When they rise A “
agmn,&knandlmnwsemdaawthemﬁvnwd;oﬂxa: Thelight 7 /.

. inmmm@wisawmmmm@mmb@ﬁ: ) L4
'/ ELLEN. Well. Thisis certainly an improvement. \ 7
' J_LAINIE. Thank you. R Ty Mre. o
1] ELLEN. When did you start opening the window? R 2 TEP
i',/‘&.i’.AlNIE. A couple of weeks ago. Right after you were here ast. A€
f , ELLEN. Rea?jy. I€s much more pleasant. Maybe I should stay away y :
\ longer next time. i
"LAINIE. Ifyou do, don’t come back. ’

ELLEN. Don'tbecross. YonknowI've had tobe in theofﬁcceve:rg" —_—
minute lately. That's the whole point of A crisis, isn'rit? Keepthe .
burcaucrats in their place. f Y000 o,/ A
LAINIE. Flow's the crisis coming? Yoy O ] P
ELLEN. You should know. You're Somg cnough to intensify it
LAINIE. That's not what I'm dei L 2
ELIEN. Itisn’® Let me rc&% ofyour phone call tome -~~~

' ( \

vesterday. - /
LAINIE. You don't have to — Iz
ELLEN. From memory — perfectly, of course.} Walker says I should -

L& put pressure on people.

LAINIE. [ didn’t mean you. B A

ELIEN. Of course you meant me. You meant the Stale
Department.

; |
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LAINIE. All right, so I did mean you. So what?
-~ _ELLEN. Lainic, this crisis has been manageable so far. Butthere's
*  no telling what can happen. We have a lot of Americans trapped
al with some exceedingly dangerous ferrorists in * very cramped
" charter terminal in Crete. If vou and other hostage relatives start
sumping onto TV screens now, God knows what effect it will have.
LAINIE. Maybe 2 good effect.
ELLEN. Idoubtit. Lainie, there arc twenty-three American lives
P _ in that building. We can’t break in, they have the building rigged

w cxplode. We have to bargain. Fast. t's important that no other
ssue gets involved.
LAINIE. You mean Michacl.

! ELLEN. We'rc speakifig of t lives here.

i LAINIE. What's Michael? Guilty?
ELLEN. (With a frusirated sigh.) There’s a dead serviceman lying
twenty feet from the door of that termunal. At ure moment they
won’t even let us take his body away MY | Vs T
LAINIE. 1Iknow. PPy
ELIEN. He just thought hewas cg:rmﬁon. He wasn't even in
uniform. But he was unfortunate enough to have 2 military 1.D,

TAINIE., 7Jhknow (A beal) n’t we just wait them out? Can’t
wc_? &N 1,":- -‘I L

e :
EI1EN. This group likes to die for what they belicve in. They're

_ potlikeabunch ofbankrobbers. AsE I ed,when
" they die, they win.) (A beat.) hw%‘gﬁmmi:a They

‘ want some fcllow terrorists released. Those tj:g{:c{; arc being
. smdicd by various. .. governments, andj'nsf’g'e n you and me,
L\’Yﬁc may be able 10 come to an agreement. Or somebody may._IUs
| rather complicated, you can imagine. But belicve me, when
; terrorists take a group as large as this, everyone understandsit’s a
shori-term projecL
.' LAINIE. Projece® Is thathowyou sec it? What'sMichael —along-
EIIEN. Sadly, in 2 sensc, ycs.
LAINIE. Because he wasn’t lucky enough to be abducted in an
airport? With 2 bunch of other people?
FEILIFEN. Lainie, there arce physical realitics,
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2 0y LAINIE.  What about maral realities?
‘ AN T~ ELLEN. Please —don’tmix 2pplesand oranges. Ifyou go public,
E if you make demands, you'll only delay matters and increase the
? danger for everyone involved. And frankly, no matter whatyou do,
) we won't ask for Michael’s release.
LAINIE. You won'e?
ELLEN. It's not his time. | A I [

' ‘o normal. (A beat) Iamsorry it can’t be now. (Ellen exits. Lights
Jadeto black, Mq'ana‘:lyriteaguznon Walker enteving with a photograph
Belichandlic. ~ pyuiate NP}
(Calling out loudly.) Lainic! This is great! This is
fantastic! Thank you!
LAINIE. (Entering) It's Just a picture,

- WALKER. Areyou kidding? Michael and Jim Mathison together
at the University of Beirut® You never told me you had this,
LAINIE. Ididn’t scc any reason o —

| WALKER. Lookatir. They've got their arms around each other,

they look warm, human, vulnerable — it’s perfect.

LAINIE. Waiker —

WALKER. We'vegotto bring thisalong. They'll want 1o use iton

the show, I know it

LAINIE. You think so?

WALKER. They'dkill forie It's goleverything you'd want: simple,

' affecting — this"ll communicate,

1AINIE. [ don'twantto bring it

WAIKER. Youdon'ts

IAINIE. Ilookatthat picture. T don’twantit flashed ail over the

couniry.

WALKER. Whynot? That's exactly what you want to do. It's the

perfectone. Iraffectsyou. 1ol 2ffectother people. (She takes it  from:

him. }

LAINIE. I'll find another one.
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WAIKER. No.

LAINIE. No?

WALKER. Either you're going to do this oryou're not. You have
a chance to make a statement here. But it’s only going to be heard
if you make it as strong as possible. *Quictest Hostage Wife Speaks
Out” is a headline. *Quictest Hostage Wife Sort Of Speaks Out”
=n’t

IAINIE. Butthisisa picture.

WAIKER. Doesn’t matter. it's all imagery. The pictures we
choose, the copywe write, the interviews you give — i's all 2 matzter
of giving the proper image. That'show people think. Images—mnot
idcas. Images.

IAINIE. (Of the picture. ) If I give this up, I give it up. 1 won’t be
able 1o look atit. {A beal. She gives i to him.)

WALKER. Good. Thanks. They'll pick thisup everywhere, believe
me. They'll run it all over — all the networks. This is the perfect
time. Couldn’t be more perfect. 1 was afraid this would all be over
by now, I rcally was.

LAINIE. Have they let anyone go? Women, children?
WAIKFER. Nobody. Nota onc.

LAINIE. What if they decide to ... 1o —?

WAIKER. Kill more of them? It's passible. Butit's not all that
likely. They ve already made their pointwith the soldier. Weknow
they're scrious.

LAINTE. Theycouldgetnervous. Someone could make a mistake.
WAIKER. No one's going to make a mistake. These things are
rituals. Everyonce knows the role they’re playing. Ourroleisto get
Michael into the deal. We can, too. We're going to help him —
starting with this . . . (Indicates the gicture ) and one very intense
intesview. Come on — let's getyou down to the studio. (fe moves
to leave, fuvns, sces that she’s not moing.) Come on.

LAINIE. What happens after the interview?

WAILKER. Anotherinterview. Maybe a lot of them.

LAINIE. And after that?

WAI KER. Everybody. Everybodvwhoasks., 7 o'dock, 11 o’clock,
late-night news shows., You name it

LAINIE. And after that?

WALKER. 1don'tknow. Threatening phone calls from the State
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Department — or the White House, if we're Tucky.
LAINIE. Andfrom the familics of the new hostages. They're going

WALKER. Do You care?

dasingﬁz’:%)

LAINIE. Al nght

WALKER. (Tab‘nghebyth:hand, exiting. ) Come on., Belicve me,
you'll get used 1o it (They exzt. Mdadsuddeng&ksmmght%

sound of them shoving him out, and then my door opened. Two
guards came inte ™y room and beat me, They never would admit
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Be'd been there. But [ knew. I heard him. He heard me. (Lights
Jasde ouet om Machael.)

Scene Two

champagne. ont.

He
WAIKER. Hm\(}&m in herel What are you doing?
LAINIE. (Off) I'm getting some coffee.
WALEER. Coffce?
LAINIE. (Off) We need to sober up.
WALEKER. Why!? Wedidit! We got the message out! We put those
Sastards on the spoi. They're going to have to ask for everybody —
I knvow !
LAINIE. (Entering with & cup of coffes.) 1 can’t remember the last
ame I had alcohol.
WALERER. (Holding his glass towards her.) Have some more, I'm sure
' 2 very good month.
LAINIE. No, thanks. This’ll be fine. (Cradually g silenicr surrounds
e, They look at each other, can't help a smile and a slight lough.)
WALKER. Youwere fantastic. Fantastic. Fverybodyin America felt
#0r you. And that picture. Was I nght or what? The cameramen
were tearng up.
LAINIE. Theywere not.

. WALERER. Theywere. Isaw tears. Sixtyyear-old union guys. Men

who've scen every disgusiing, pitiful amrocity that ever happened. 1
Bet they haven't cried since the doctor hit ‘em. But they cried
somight For Michael. For you.

LAINIE. No onc has to cry for me.

WALEER. Theydo. That's the point. That's the power. You have
wisstcver ittakes. You have authoritly. People feel what you say. You

| =am't belp 3t They look at you, and they trust what you say.

LAINIE. What if what [ say isn’t for the best?

WALEFER. They'll believe itanyway. Right now—not a week ago,
=t = week from now — but now;, this instant, people believe what
pou say. They're moved by it. They may even acton it How doyou
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think things happen in the world? They happen because every
once inawhile enormous numbers of people become ready to hear
something. And if you've got what they're ready to hear, then
you're a very powerful person.

LAINIE. Walker —

WALKER. Usecit. You have to use it. You have to push at the ones
who are pushing you.

LAINIE. No onec’s pushing me.

WALKEFR. Nothing in thisworld happens because it oughtto. You
have to push people into it Rightnow, you have a quality that Iets
you push. You have a thing to say, and the means tosayit. Ifyou're
lucky, when you look back on it, it’ll have been moral. If not. too
bad — you made your best guess.

LAINIE. When did you first decide I had this . . . quality?
WAIKER. First time we talked.

LAINIE. And that's why you've kept at this? With me?
WALKER. Lainic —

LIAINIE. I mean it Is that all this has been? You've just been
waiting for me to . . . blossom into some kind of spokesperson for
you?

WAILKER. Not for me, for yourself. For Michael. How do you
think you're going to ger him back? ESP? You going to pray he'll
show up? He won’t. You'll get him back when you make this
government uncomfortable cnough 10 make some other govern-
mentuncomfortable enough to lean on somebody — that’s it (She
stares at her coffer. )

LAINIE. You'll write a lot of artidles now, won't you? No malter
how it comes out.

WALKFER. Yes, Iwill. That's myjob. That's how ] push. (A beat)
Solaok —in my business, when you make the government uncom-
fortable you drink champagne, not coffee. What do you sayr (He
offers her his giass. She doesn't lake 3L.)

IAINIE. Co home.

WAILKFR. Go home?

LAINIE. Idon'tfect like celebrating.

WALKFR. Why no®

LAINIE. Because foralll know, I haven'tdone anything more than
risk the lives of innocent people tonight. That's no reason to
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celebrate.

WALKER. That’s not what you were saying earlier.

LAINIE. EarlierIdidn’tthinkIwaswithsomeoncwho — (Shestops
- herself)

WALKER. Someone who what? Who what, Lainie?

LAINIE. Who makes fricnds just so he can . . . push.

WALKER. [ have to be able to do my job.

LAINIE. That'swhat Ellen says. It's probablywhat the Shiites say.
WAIEKER. What's wrong with that® It's a world of work, Lainie.
IAINIE. It"saworld oferime. We callitwork sowe can keep doing
L (A beat)

WAILKER. I'msorryyou feel thisway. IthinkI've been pretydamn
patient, all things considered. I've waited a year for a story that —
LAINIE. Michad’swaiting. Notyou. Not me. Michael.
WALKER. [Jhnow! That's why I'm writing about the stupid fucki! (A
long beat ) Lainic? (A beat. He lokes a hesitant step towards her, pulls
Sock.) I'll call you in the momning. (Fe exits quickly U. with the
champagne, is glass and her cup. Lairie sits on the mat thoughtfully for
& moment, then les back on i, closes her eyes. Lights change, isolating
Ber on the mat.)

LAINIE. Michael? c firstime [ saw you, time tarmed 2 corner.
1'd always thought of it as gray, impassive. But it wasn't. When I
marricd you, I felt as though time were our child. That somehow
wecould ... (Shestops, sits up.) We could shape itto our lives. {Lights
Sede hthcdm*m:wththa’svyia. When bghts rise, Lainie is
singin ¢ coner on the floor) | 4 a1 2

WAIEER. (Off} Lainic? It's mc, \J;lf'a{ Can I come in? (Off.)
Lamie? {Off) Your car’sin the garage; I know you're here. Off)
Laminte? (Afier a moment, Walker enters. Fe lnoks at Lainie with concern
St mol surprise ) It'snota defeat. IU'sa step closer. (No response. He
manes L0 her.) They released Mathison. Plus everybody from the
charter terminal. Thats a step. They recognized a linkage. They
Sargained. We can take credit for that. You're as responsible as
anyone that Jim Mathizon’s free now.

LAINIE. Why him?

WALEER. No one knows. (A best.) You haven't been answering
your phone.

LAINIE. Rcporterscall. (Ofthe mat.) I can’tsee him anymore. All
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morning I haven't been able 1o feel him. I can’t remember wha
ne looks like.

WALKER. He'll come back. I know he will. (She moves 2 the mat
on all fours, places a hand at its cenlrr. )

LAINIE. He may as well have disappearcd into the earth. Righr
here. On this spot. T would feel more hope.

WALKER. Lainie, he's. .. For God’s sake, we got Mathison back.
LAINIE. Didyou see the President® On the news? “We have them
back now, after eight harrowing days of capuvaly.”

WALRKER. Plus Mathison,

LAINIE. Ts that what they tell mothers of dead soldiers? “Your
boy’s dead, but don’t worry — the one right next to him was just
fine.”

WAIKER. TI'm justsaying that Mathison —

LAINIE. Ididntdo this for Mathison! HES NOT MINE! (A beat. She
collapses om the mat, cying. Walker hesitates, maoves lo thr door, stops,
moues Lo her Fle strokes her shoulder and arm awiaardly, tenderly. Sheis
on her side, facng away from him. e stares up and gway while she cries.
As her crying abales, his stroking moves to her hair. After @ moment, she
maves closer lo kim, so that her head rests on his lap. She slowly grows silent
as A comfinues Lo stroke her hair. Lights fade to black. Lights back up on
Michael sitting alone on the mat.) AT 22

MICIHAEL. Sometimes I wake up with the most intense desire o
knowwhat dayitis. Sunday? Thursday? I feellike I'm going to die
the next minute if I don't find ont. Other times I’ll wake up and
suddenly realize that months have gonc by— must have gone by —
since 1 last had a conscious thought about time. It makes me feel
like the astronaut who travels forty years at the speed of light and
then returns, no older. "What's happened 10 everyone?” he must
think. “Iime must be for them, not me.” | never thought of time
4% A coat you could ke off and put on again. Too cold o live
without it — so we all keep it on. We hug it 1o ourselves, because
ifwe can’t. .. (A beat.) Time ischange. That'sallitis. When there's
nochange. When there’snochange. .. Yesterday one of my guards
toid me I'd been here three years. (A ezt ) 1didn't know whar he
meant. {Lights fads to black )

39

74



Three

' e
ugmm%mgz é’a'u"dwoaom The window is open.
’3/4:‘.1*-.."\15.)._3\ AW AN E

LAINIE. (Off) Oh — Darjecling or English Breakfast® 1 can't
remember.
FIIEN. English Breakfast.
LAINIE. (Entering usth the tray-table and lec.) Good. That's what [
made. Imagine me forgetting. (She sets down the tray-table and pours
iea for them both. ) How've you been?
ELLEN. Finc. Justgot back from a vacation, actually.
LAINIE. Really? Where'd you go?
EIIEN. St Thomas.
LAINIE. You went there last year, didn’t you?
FLIEN. It"swhereIgoeveryycar. Ieven gotothe same hotel there
every year. It's the one my husband and | used to stay in when we
were marricd. We both still go there. Only he goesa month before
T do now.
IAINIE. That's an interesting arrangement.
EIIEN. If's notan arrangement at all. It's a2 circumstance. A
Beat) How are you holding up?
LAINIE. About the same. it’s been a long Gme.
ELLEN. We're aware of that —
IAINIE. Since I've seen you, I mean. ‘
EITEN. Yes well — SRR LA .‘: '
LAINIE. I've justgone back towork.
EIIFEN. Really?
FAINIE. Lastmonth. I'm teaching again. Everyone there is being
very considerate. No “What's it like?” questions.
EITEN. Cood.
IAINIE. Suange to be around so many people all day. I'd gotten
out of the habit. (A leat.) Have you heard anything new about
Michael?
ELIFEN. Not specifically —
LAINIE. I thought when you called —
ELIEN. No,itwasn’tthatwe’d heard anything newabout Michael,

precisely.
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LAINIE. What was it then?

ELLEN. Nothing, actually, Nothing official.

LAINIE. Isthere something you want to say to me?

ELLEN. Ofcourse. I'm here, aren't I?

LAINIE. Then why don’t you say it?

ELLEN. It’sjust a hittlc tricky, to be frank. It’s — well, I'd like to

feel I'm not here in my official capacity this time. That is, if you

could feel that way.

LAINIE. Why?

ELLEN. Could you feel that way? (A beat )

LAINIE. Al night

EITIEN. Cood. I wanted to tell you about somcthing that hap-
pened last might. It, um — well, it certainly took me by surprise.
LAINIE. What happened? g ) y 1+ YAl

EILLEN. We intercepted so&"oﬁeé A'terrorist. Nota Shi'ite, not

even Lebanese. But an Arab, and . .. we killed him. | . | R LG,
LAINIE. You what? : ~0d
ELLEN. He foughtback. He resisted. It made no sense — he was 1
completely surrounded, but . . . he resisted.

LAINIE. Where?

EITEN. Inasmall [ialian coastal town. Itshould be on the news
within an hour or so. We've managed to hold it back a bit, but —
LAINIE. What are you saying?

ELLEN. I think you know whai I'm saying.

LAINIE. Michael’s in more danger now?

ELLEN. Theyallare. (A beat.) Itwas bad enough for Michael that
we intercepted this man. But to kill him. I'm afraid it'’s a very
dangerous situation.

LAINIE. Not for you.

ELIEN. ILanic—

IAINTE. Whose idea was this® g
ELLEN. I couldn’ttell you if I knew. X
LAINIE. Whatwas the point? What did you think you had (o gain?
ELLEN. This man was implicated in the deaths of scores of
American citizens. lHe was behind at least three bombings.

LAINIE. So somebody at State said, *Kill him.”

ELLEN. They did not. They decided to capture him. If possible.
LAINIE. And it wasn’t So now Michael’s going to —

.
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EILEN. Nothing will haﬂ’)&\% Michael, fou- all we know The
risks were carcfully analyzed, and —

LAINIE. The President’s image — that's what was analyzed. Did
he neced to look forceful this week?

ELLEN. We can’tasume thatany of the hostages will be harmed
sumply because onc terrorist leader was mtercepted.

LAINIE. Killed! Usc English! (A &eat.)

EIIEN. Killed. It was the judgment of the Department that
Michael and the others would not be overly . . . endangered.
LAINIE. Was that your judgment® (A bect.) You never answer
questions like thar, do you?

3 ﬂ}\\

ELLEN. No.
LAINIE. Isntbecause you know ifyou started you' d never be able
to stop? (Am&)m\\_l_‘{iz&- ou T L1 r (J.{xu‘:-\(\

EIILEN. Early in the war betwecn‘lran and Iraq, thcrc was an
offensive. Iranian soldicrs — Shi’ites, like the people holding
Michacl —nceded a2 way to break through Iraqi mineficlds. They
chosc and all-out frontal assault, classic World War I stuff. Butwith
one difference. To clear the mine ficlds, the Iranian army—which
has some significant technical limitations — used boys. The boys
didn’tgo outand digup the mines. Theyran over them. The mines
Blew up, killing the boys, and the soldicrs followed afier, across the
newlycleared ficlds. These boys were fourteen, fiftecen — up o
mweniy. Some were as young as ten. They had . . . volunteered for
the duty. Theywanted to be martyrs. And their familics too, many
of them. freely gave their sons to this honor. The boys wore white
headbands, ran into the fields shouting “Shaheed”, which means
mzatyr. Some of them wrapped themsclves in blankers first, so that
when they were killed the explosions wouldn't blow them apart
quite so much, and their bodies could be . . . gathered more easily,
and returmed home to inspire other boys 1o lake the same path.
Their parents do not grieve. They are proud, and satisfied their
sons arc in hez — Lo them a place as tangible as this, without
pain. (A beaz ) *Theré'are times when it becomes impossible 10
negotiate. When the very act of negotiating legitimizes = philoso-

_phy that's . . . not human anymore. Those places where suich a

philosophy reigns have o be isolated. Those people who try 1o
extend such a philosophy must be stopped. At any cost.
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IAINIE. Any cost? ‘.CU LWIRU. Wi [z Y,
ELLEN. Anycost. (Lights fade to Hack. They come up quickly again .
on Lainic and Walker. Lainie is very agitated.) P =y #Wb.u_;_;‘-;"z
WALKER. 1 don’t think it means anything |~ o
LAINIE. Whatdoyoumean, it doesn’t mean anything? Theysaid =~ {
they were going to kill him!

WALKER. It’saradioreport They've been wrong dozens of times.
They're almost never right.

LAINIE. What if they're right this time?

WALKFER. ItUsatactic. That'sall itis, We hit them, they threaten

the hostages. Nothing happens. It's Just 2 pressure game.

LAINIE. Thisisn'tathrear. They said they were going to kill him.
WAILKER. That announcement didn’t even come from his
captors. It came from an entirely different faction. Theywouldn't

even know where he is, let alone how he is.

LAINIE. Oh, Cod —I can’t stand this. | can’t. Not knowing —
this is . . . oh, COD!!

WALKER, Lainic — (She moves away from him, pacing the room with

. ing agitation. )

LAINIE. Thereisacircle ofhell for these pecople. There isa circle

of hell so deep —

WALKER. ILainic, calm down —

LAINIE. Nott

WALKER. You know, there might even be an advantage in this.
LAINIE. Advantage!!

WALKER. Listen tome! A false story’s been broadcast. Michacl's
kidnappers may have to show pictures of him alive now. There
could be a video tape, or —

LAINIE. And if there’s nothing?

WALKER. Thardoesntmean anything either. They can play this

a lot of different ways. The peint is, they've kept him for three
ycars. And now they're just going to kill him? When they’ve got
nothing to gain? It's not rational.

LAINIE. What’s rational about KiIlng? (A beat) I want togo on

TV. Twant to talk to somebody. To everybody. Iwantto —
'WALKFR. You shouldn’t do that.

LAINIE. Why not!

WALKER. Northing’s known yet. We have to wait and find out the
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status of things.

LIAINIE. Statusl?

WAIKER. We killed one of their people. I don’t think Michael's
captors want to hear from any American right now — even you.
IAINIE. I didn’tkill anyone.

WALKER. We did. The countrydid. We have towait forsome time
1o pass.

LAINIE. Howam I supposed to sleep? Till we hear. How am |
supposed to live? Not knowing.

WAIEKFR. Tdon’tknow. But that's the situation we're in. They
can say he's alive, they can say he's dead —

LAINIE. Theycan say anything! They can do anything. . . to him.
(A Beat.) We should obliterate the city.

WAILKXFR. Lainic—

LAINIE. Why not!!? Don't you want to!? Lebanon, the Middie
East—let’s get vid of it (Walker grabs Lainie and hugs her to him tight.)
i want to kill them.

WALKER. It'sall night

LAINIE. I want to kill them.

WAILKER. Iknow. It'sall right

LAINIE. Iwantto kill 2 million people. (Fle continues o hold her.
Michael enters — handcuffs, no blindfold. Hecircles thews as he speaks, but

7 ¢ lock at them. Fe finishes has speech staving out the windour.)
—r%

El.. One night someone came to move me. Itwasno one
I knew —nonc of my guards. I was blindfolded, butl could tell by
hisvoice. Ticspoke English better than 2ny of them. He said I had
to be moved at once — that the Syrian Army might have learned
where I was. He was nervous, but there was a softniess in his voice,
too. I think he was young. (A seat) Some clothes were thrown on
me and I was husded into the back seat of a car by three men. All
the voices were new — not one of them was familiar. Itwasactually
a cool night. The [coling of being outside was incredible. I listened
for anything — any sound, uny voice — over the noisce of the car.
Not because I was planning to cscape. Just for the sheer, sensual
plcasure of 1. A sound, at random. A voice. Anything that was
compictely disconnccted from my being a hostage. That just _ ..
existed in the world. And I thought for some reason about all the
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things that always exist in the world simultancously — with or
without us. Innumerable parts of a system designed to not even
recognize itsclf asa system. Dogs barking in the streets, wind in the
shop awnings, people talking on corners, flowers letting go their
fragrance, people riding bicycles, pigeons mourning nobody we
know, pecople driving in cars, pcople buying oranges, distant
cxplosions, people carrying guns, people dying of poison gas,
oceansrocking on their stems, people making love for the first time
in their lives, people designing clothes-hangers, people designing
the end of the world, people in movie theaters, people singing in
languages we don’t understand, insects Blling the world — Siling
the world — people in restaurants ordering the best meal of their
lives. people using the phone, petting their cats, holding cach
otherin cach other’s arms. {A beat } All ofit, atonce. (A deat ) They
drove me 1o a quiet neighborhood and shoved me info 2 building.
1 was taken down, still blindfolded, to a small, cramped room that
smelled like . . . clay, and I was shot to death. (Michael exits, but not
{7, He passes through the wall’ of the room. Lights fade to black.)

Y i’fl 21 A -'..,, /
ELLEN. Do we have to be'in here? | |
WAIKER. That’s what she wants. (A beat.)
ELLEN. Thereare three reporters ontside. Theyseemed to know
I was coming. Did you tell them? it B DNe s 4 3 '
WAIKER. Not me. [ like exclusives. Maybe they're just here
because it's an important story. Then again, maybe they like
watching the State Deparmment deal with the consequences. (A
beat. ) So, when’s the phone call from the President®
ELLEN. He'ssending a letrer.
WALKER. A letter? No postgame phone call? No national
hookup?

“ELLEN. Not this time.

WALKER, Fave you done a lot of this kind of work? Bearer of ill-
tiding=? .
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ELLEN. Some. When I worked in the Defense Department.
WALKER. Now there’s a job.
ELILEN. It'snothing one looks forward to.
WALKER. What did you say 10 them?
EILEN. Whatcan yousay? I told them their men were heroes. 1
said, “Your husband, son, brother, fatherwasahero. Hedied of bad
luck.”} Not bad planning at the top, not tactical mistakes of his

) we . commanders. Bad luck.

‘ WALKER. And they belicved youw?
v .4 ELLEN. ORh, yes. (A beat. fie looks out the uindow.)

o/ WALKER. Isthatwhat you're going to tell Lainie? That Michael
died of bad luck?
ELLEN. ~No. Tainic gets the truth:
WALKER. Which is?
ELLEN. Offtherecord>=— % =~ A-J0T
WAIKER. Nothing's off the record. (Ellen shrugs, sits silently.
Walker sighs and looks out the mindow.) All right, aill right — off the
record. (AsEllen speaks, Latniz enters silently U. Neather of them sees her.)
ELLEN. Wc miscalculaied. We valued Michael’s life below a
chance to make an international point. We increased the danger
for all the hostages. We chose to. - >
LAINIE. Thank you. mmaﬁm>‘—"-m‘}“: =
EITEN. Ianie I...1Iwasnt—
LAINIE. Going to say it like that? I'm glad you did. (A beal) Is
that all your business?
EIIEN. The President is sending you a lctter.
LAINIE. Il burn it
ELLEN. Yourhusband’s remainswill arrive tomorrow morning at
Andrews Air Force base. If you have no objections, therewillbea
short ceremony —
LAINIE. I object
ELLEN. The bodywill be transported at government expensc to
2 funcral home of your choice.
LAINIE. I getachoice?
ELLEN. Simplyinform uswhere. {4 beaf} Allow me to take this
oppeorunily 1o convey the deep sympathy of the Secretary of State.
IAINIE. Gotohell
EITEN. And the President
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LAINIE. Why are you saying this?!

ELLEN. Its my job to say this.

LAINIE. Youdon't have a job. You have a license to manipulate.
{A &eat ) T want to be like you. Tell me how to be like you.
EILEN., Whatdovou mean?

LAINIE. Iwant to think like you. [ want to be able to put people
away, in my head. I wantto forget them there. | want to lock them
in whatever room you have for that.

WALKER. iainie —

LAINIE. Teachmel (A beat.}) Youwon't, will you? That'syour most
closelyguarded secret. That's where all the real weapons are.
WALKER. (7o FEllen.) You should go.

LAINIE. No. Notulllsay. Elien, I think you and government did
your best. I think cveryone did his best. Michael did his best,
Walker did his best, you did, the Shi'ites— even the ones that killed
Michacl. Probably everyonec has done his best Thart's what
frightens me. That"swhy I don’tknow if I'll ever be able to walk out
of thisroom anymore. Intowhat? Aworld filled with people doing
their best?

ELLEN. T wish I could take your pain away. .0 L0 0u0me—
LAINIE. Iwish you could remember it. (Ellen exits U. A beal)
WALKER. Do you need me o be here?

IAINIE. Not right now. Not for awhile.

WAL KFR. 1'd like to be.

LAINIE. No.

WALKER. Whynot? (A beat) I don't think you should be alone.
LAINIE. I'm not. (A beal)

WALRKER. Whatabout tomorrow? I'll drive you to the Air Force
base.

IAINIE. Thank you. You should go now.

WAIKFER. Arcyousure? {Shenods, stares af the mat. He looks around
the room.} 171l call you later. All right® Lainie? (A beat ) Lainic? (She
moves {0 the mat, kneels down beside it, staves al it. Walker studies her for
& momenid, then starts out U.)

LAINIE. (Pointingat the chazr.) Could you take that out? Too much
furniture. (Walker picks it up, staves at her, then leaves. She is aguin

Jocussed on the mat. Her hand strokes through the air, as though caressing
Mickael's face. At this point Michad enters U., stlently. He moves to the
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matcnd%\c;\mzu S That her hand mow strokes has hair.) I think my
favorite is the African hornball

MICHAEL. Ofall birds. Why?

LAINIE. After thoy mate, the male walls the female up, in the
hollow of a tree. He hiterally imprisons her. And 2l through the
weeks of incubating the eggs. he flies off and finds food, and brings
it back and feeds her — through a hule hole i the wall he's built.
After the cggs arc hatched, he breaks down the wall again, and the
whole family is united for the first ime. You see? Ithasn’tbeena
prison atall., It’s been - . . 2 forress.

MICHAEI. Their devotion, you moans

LAINIE. Their devotion. (e smiles doses his eyes. She conlimues Lo
stroke his hair. Lights fade to biack.)

& |

THE END
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