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Introduction

Jesse and the Bandit Queen is a funny, entertaining

and touching look at the difference.between the myth and the
legend of desverado Jesse James and the infamous Belle Starr.
Jesse was transformed into legend through his daring bank
robberies, especially his unsuccessful attempt in Northfield,
Minn. Belle, heroine of the lurid dime novels of the 01d
West, was often billed as the female Jesse James.

In his fascinating look at these two American folk
heroes, playwright David Freeman has used an ever shifting
balance of documented historical truth and compelling dramatic
fantasy. Many oi the events which take place in this play
are true: Jesse was for a short time a member of Quantrill's
guerrilla army and it is possible he could have ridden with
him into Lawrence, Kansas. Cole Yéunger did ride with Jesse's
gang, but the popular legend that he fathered Belle's child,
Pearl, has no basis in fact.

Jesse did have both a wife and mother named Zerelda,
and the latter did have her arm blown off by Pinkerton men.
Belle did meet the "hangin' djudge," Judge Parker, and negotiate
an arrangement for her freedom, but later did spend some
time in prison for horse stealing. And Richard Fox did

inflate tremendously Belle's popularity through his fictional
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accounts of her deeds in the Police Gazette.

One of the play's loveliest ironies lies in the fact
that although Jesse and Belle were contemporaries, history
shows their paths crossed only once, briefly, when Belle
was married to Sam Starr and Jesse hid out for several days
at the Starr ranch in the Indian Territory (Oklahoma). Yet
the American public has long mated them as ideal lovers,
justifying Jesse's persistant concern that, "You think you're
planning your life, doing what you want to, and everybody
gets it wrong."

The following paper is a summary of the analysis,

direction, and production of Jesse and the Bandit Queen at UNO.

It is arranged in nine sections. The first five concern the
background work done in preparation for directing the play.
They include script analysis and definition of concept, the
influence of Jungian psychological theories, structural changes
which deviate from the original script, -folk -hero patterns-
which are evident in the life of the historical Jesse James,
and relevant biographical information on Belle Starr.

The second half of the paper deals with directing
decisions made for this specific production. There are fou;
sections which discuss character choices and relationships;
technical choices regarding props, costumes, lighting, and
set; an explanation of the degree of aufhenticity used; and

comments on the success of this production.



THE ONE AND ONLY JESSE STARR

On Thursday, September 7, 1876, the celebrated Jesse
James met his greatest defeat when he attempted to hold up
the First National Bank at Northfield, Minn.l Each year,
on the second weekend in September, the reenactment of that
infamous raid regularly attracts 100,000 people to the
historic site. The American public's interest in the
legendary exploits of the James gang seems very much alive.
So on September 14, 1984, roughly 108 years after that

memorable event, we opened Jesse and the Bandit Queen in the

Studio Theatre at UNO. The play is an interesting, two-act
look at the historical figures involved and their corresponding
legends.

Jesse and the Bandit Queen provides a fascinating

glimpse into the lives of Jesse, who "invented the Train
Robbery',"2 and Belle Starr, his fictional soul-mate. It
first opened at the New York Shakespeare Festival on November 2,

1975.3

The critics had mixed feelings about the literary
significance of the script, but concurred that it was a
tour de force for performers Kevin O'Connor and Pamela
Payton-Wright, who played all ten roles.

In searching for a Final Project, I was drawn to this

script rather than to a more tightly constructed, classical



piece because this script presented a challénge. Certainly
thoughtful, innovative direction and staging, coupled with
technical ingenuity in lighting and costuming, would be
necessary to mold this presentation into an enjoyable,
informative and comprehensible evening of theatre.

The director's notes in the script state that the
play consists of seven Jesse/Belle scenes and ten biographical
ones which occur in a consecutive time sequence. They
supposedly begin at the moment Jesse realizes he will be
shot, and end as the bullet takes his life.4

Although that could form an intriguing and dramatic
scenario, a careful reading of the play left me unable to
fit the words and scenes of the écript logically and cleanly
into the literary structure describedyby the original director,
Gordon Stewart. There were many incongruities, the most
glaring being Jesse's awareness of the public's reaction to
Bobby Ford's betrayal of him. ("It'll have to be a bullet in
the back son, and there'll be no praise for you. No glory,
no honor for little Bobby Ford.“)5 How could Jesse, at the
moment before his death, know that Bobby Ford's own life
would be threatened because of his infamous deed.6

Furthermore, if the action of the evening is basically
a flashing of Jesse's life before his eyes at the moment of
death, why is Belle representing Quantrill, Zee, Bobby Ford,

and sometimes even Jesse himself? Why wouldn't Jesse recall



those incidents in his own mind with the actual individuals
visualized. And why wouldn't the playwright choose to have
them portrayed realistically by different actors?

This rejection of Gordon Stewart's explanation of
the script led me to pretend for a moment that I was an
audience member watching these two characters, and to ask
myself the question, "Who are these people and why are they
telling me this?" I felt the answer would form the basis
of my concept for directing the production.

One explanation which seemed able to serve as a
framework for the scenes and ideas to be presented, without
having to change or distort them, was that at the moment
the play opens, Jesse and Belle exist in an afterlife on
a plane other than our own. The time is sufficiently
after their deaths to give them an historical perspective
on the strength and veracity of their own lasting reputations.
It followed that the time could be the present, and they
could, therefore, address the audience directly.

Next, I asked myself, "Why would they want to?"

What drive would motivate them to break the silence of

108 years to reach out to these playgoers? I looked to
the script and found a core concept to be the exploration
of the fine line between myth and reality, legend and fact.
One of the major contrasts between Jesse and Belle, as

author David Freeman paints them, was that Jesse actually



performed daring deeds which were the well-spring for his
legend. His focus was directed toward increasingly risky
acts of bravado in a constant attempt to outdistance

his own feats. (Belle says to him, "So busy all the time

trying to be famous.")7 By his actual accomplishments he
hoped to earn a place in history.

Belle, on the other hand, was willing to gain her
legendary status by supplying the details of her personal
exploits to Richard Fox, fully aware that he would greatly
exaggerate and glorify them. ("I gave my name to everybody
only nobody wanted it except Mr. Richard Fox of the Police
Gazette and he just made up a lot of garbage. I guess I
added to the confusion but at least it was something. It
was more fun being written up in them magazines than never
being written up at all.")8 Her fame spread quickly with

the subsequent exposure in the Police Gazette, and her

notoriety rivaled Jesse's.

Through her contact with Jesse, Belle becomes the
catalyst for Jesse's increasing concern with his image and
how history will remember him. ("There are so many stories
about you nobody's ever going to get it straight.")9 One
of the major threads of character development for him involves
the change from being content to do the daring deeds. He

progresses to concern for how his legend will be recorded.

("It matters what they say in these things about me. I can't



let this Fox junk be the record of me.")10 Next he moves

to try to document his own actions. ("I'm going to write me

a whole goddamn book about me. Up to now I ain't had much

control over my life, but from here on in, I am in charge

of me.")ll
Finally, Jesse succumbs to the "reality" that his

story will inevitably be distorted. He decides that the only

chance he has to govern his own legend is to personally parti-

cipate in the inescapable misinterpretation by knowingly

altering his autobiography to read as he would, ideally, want

to be remembered. ("If Richard Fox can say whatever he wants,
so can I. I'm going to put in how I only stole from the rich
and give to the poor when they needed it. How the railroads

were the robbers stealing land from homesteaders and how I
set it right, how I was a man of the people and how they
loved me.")12

The major premise of the script I decided to emphasize
was the delicate balance between myth and reality. Jesse and
Belle needed, therefore, to develop their personal character-
izations to show the shifting importance of fact vs. legend in
their individual lives. Based on this primary theme, it seemed
to make sense, structurally, to have Jesse step out of time
and out of his legend (represented by a sepia-toned photograph

of him which could well have come from a book on Western heroes)

and speak directly to the audience. He confides, "Fat now,



yes fat. But once, Oh, once. Actually I never planned to
be no bank robber, but a soldier. It just happened. That's
the thing, you think you're planning your life, doing what

you want to, and everybody gets it wrong."

This speech was constructed out of lines from several
later places in the script.13 I felt it did not alter Freeman's
character's thoughts or concerns. But in a confusing script,
the audience had a better chance to follow the plot if
they heard Jesse's position clearly stated at the first.

They then could watch the biographical events unfold and
make more sense of the evening in light of Jesse's opening
statement.

Belle needed to similarly step out of her myth to

represent herself saying, "When I wasn't pretending to

be a desperado of the stage coaches, I wore a crisp white
blouse and me and Venus and little Jesse, we took in the
races, the circus and the county fair. Except for the gun
I always tucked into the folds of my skirt, I was one first

class lady."14 This speech existed, intact, at the end of

the script. We merely used it at the beginning as well.
In keeping with the myth/reality theme, we hoped to
convey that Jesse and Belle each had an overriding concern
for posterity. The fact that an American audience today
is more familiar with the movie and pulp fiction versions
of their lives than with any authentic accounts of them

could then produce a strong enough motivation for them to



want to step out of time and address us directly. This
became the form we chose for our interpretation of the
piece.

A close look at the mercurial nature of reality
seems to be Freeman's point. Jesse and Belle don't present
reality, only their own individual points of view. For
example, Belle has a cynical perception of Quantrill as a
leader. ("You was the only one who ever believed that soldier
crap Quantrill dished out. At least all the others knew

what they were: bunch of thug outlaws. Nothing more.“15

"Instead (of King of Montana) he made you Queen of the night.“)l6
Jesse, on the other hand, regarded his idol, Quantrill, as

a God. ("Billy Quantrill was the truest, most amazing man I

ever knew. When the country tried to crush him down, he

just talked to God and went out and started his own country.“l7

"You're talking about a true hero."ls)

The structure of the script consists of unrelated
scenes which combine to show the major incidents which have
been formative for Jesse and Belle. Since the opening
scene portrayed them stepping out of their own personal
myths, at the end I had the two characters retreat toward
the plane of their legend (their self-portraits) and once
again repeat their beginning speeches. Belle's speech
was already there, we just added Jesse's. This time, however,

rather than addressing the audience directly, Jesse and Belle

said the lines to one another in the context of the scene.



It was as though, in their last words to one another, they
wanted to summarize the important themes of their lives
so that at least one person would understand them.

At this point we hoped the audience would have new
insight into the meaning of the lines, and a sense that the
purpose of the evening was for these two folk heroes to have
one final chance to represent themselves. The viewers,
ideally, would leave with a sense of the disparity between
the legendary heroes and the historical individuals. They
could compare how Jesse saw his own life; how others, such
as Belle, saw him; and then contrast these more factual
views with the folk legends they carried with them when
they arrived at the theatre.

The next question I addressed was, "Who is this show
about?" There was the possibility that it was only about
Jesse James, only about Belle Starr, or that it had a divided
focus on both characters. 1Initially, I decided that it was
about both people, as both seem to be mentioned equally in
the title. Later, I was to end up with a much different
point of view.

After the first few readings of the script, enough
to propose it as my final project, I came away withvseveral
clear ideas about what was necessary to transform this from
a fascinating, but potentially muddled, script into a clean,
succinctly presented sequence of ideas. The first order of
business seemed to be a structural face-lift involving the

minor script alterations already recounted. There needed to



be tighter focus achieved through technical means such. as
lighting, props, and costumes. These suggested:_an__overall
formalistic approach to the interpretation.

But, since Jesse James is a Western hero, it was
obvious that a close look at the mythological components
underlying the script and close scrutiny of archetypal symbols
used would probably be very productive. The unusual closeness
of Jesse and Belle for a man and woman in that time period,
plus the author's obvious merging of characters (both by
having them verbally change roles and physically change
clothes) led me to look closely at Jung's animus/anima
theories for an interpretative concept. Jung says that
every person has both a male side (animus) and a female»
side (anima). In the process of individuation, psychological
"growing up," or fully maturing to become a well-functioning
adult, it is vital not only to acknowledge that opposite

side of oneself, but to accept and embrace it.19

According to Jung, the human psyche is bisexual,
though the psychological characteristics of the opposite
sex in each of us are generally unconscious, revealing
themselves only in dreams or in projections on someone
in our environment. He gives the anima a feminine desig-

nation in the male psyche, (in the female psyche this
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archetype is called the animus,) pointing out that "the
'anima-image' is usually projected upon women. It is the
'soul-image,' the spirit of man's elan vital, his life
force or vital energy. In this sense, anima is the contra-
sexual part of man's psyche, the image of the opposite sex
that he carries both in his personal and his collective
unconscious."20

Such figures as Helen of Troy, Dante's Beatrice,
and Milton's Eve are, by Jung's reasoning, personifications
of the anima. He suggests that any female figure in literature
who is invested with unusual significance or power is likely
to be a symbol of the hero's anima.21

Certainly in the 1880's it was not as socially
écceptable to embrace or exhibit the feminine side of one's
self as it is today, in an age when Boy George is a teen
cult figure. However, Jung says the animus/anima division
of the personality accounts for "love at first sight" and
subsequent passionate and faithful unions. A man who may
not even be aware of his own feminine half may instinctively
recognize an affinity for a woman who reflects his own
feminine patterns. In other words, he is drawn to a woman
who is what he would want to be if he were a woman, or who
mirrors the feminine attributes he has subconsciously embraced.

Despite the reality that Jesse James and Belle Starr

met only briefly and had no known sexual involvement, the

22
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romantic novelist and film writer have long paired them as

the perfect lovers. Playwright Freeman follows this tradition,
and so it seemed fitting to see Jesse and Belle's mutual need
and admiration as an outgrowth of their being an anima/animus
reflection of one another's hidden half. Both Jesse and Belle
have scenes where they take on the personna of the other sex.

Jesse looses the feminine side of himself to serve as a decoy

for Quantrill (a socially acceptable excuse for donning
women's clothes,) and Belle first dresses as a man to rob
the Indian (a necessity when women's status and clothing

did not aid in illegal terrorizing and provide for quick
escapes on horseback.) Later Belle plays Jesse, himself,
both in the Wild West show and at the moment of his death.

A principle motif for the characterizations of Jesse
and Beile was drawn from Jung's theory. We viewed them as
compatible halves who, together, formed the whole of the
great American hero and, also, the whole of an archetypal
mature, loving and interdependent couple. All subsequent
character choices were made to}fit into this major image.

Such an interpretation gave new contrast to the scenes
between Belle and Jesse and the ones with Zee and Jesse.

Zee became more of a nag and whiner, not only because
Belle was impersonating her and coloring her version with
envy and Jjealousy, but because Jesse and Zee were not content.

We chose to play the Jesse/Belle encounters as the times when
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Jesse found intellectual and sexual fulfillment with someone
who also understood and needed the same excitement and action
he craved.

There then became a thread of plot which we wove
to connect Jesse and Belle from the first anima/animus
attraction at the Inn throughout the rest of their lives..
Although both married others, they remained bound by mutual
love and need. As Jesse says simply, but profoundly, "I
married Zee, but I never left Belle. I couldn't live with
her and I couldn't live without her."23

This approach also changed the color of the Jesse/
Belle scenes which, other than the one at the Inn, we played
as pre-sex oOr post-sex scenes. It served to diffuse some of
the anger and irritability which could conceivably be read
into the dialogue. Instead, the repartee came out as routine,
razor-edged humor, familiar teasing, and comfortable direct-
ness which Jesse and Belle consistently employed with one another.
The tone of their conversations showed the security and depth
of their longstanding relationship. Belle tells Jesse that
even though they are not married they have a union that remains

24

as "regular and permanent” as the one he has with Zee.

With both the major theme of Jesse and the Bandit Queen

and the individual characterizations heavily rooted in the
concept of myth vs. reality, I next looked for universal

archetypal symbols that could be germane. I decided that
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the Yin-Yang concept related closely to Jesse and the

Bandit Queen on many levels. Yin~Yang is an ancient Chinese

symbol représenting the union of opposite forces of the Yang
(masculine principle, light, activity and the conscious mind)

and the Yin (female principle, darkness, passivity, the
unconscious).25 Several dimensions of the script revolved
around the exploration of two opposing forces which fluxuated
within the confines of a whole: anima/animus, reality/myth,
actual deed/fictional account, guerrilla heroes/outlaw renegades,
security/adventure, love/dependency, violence/compassion, and
dominance/submission.

I decided to use the Yin-Yang symbol both as a psych-
ological concept for characterization and as a visual background
to the symbolic horse and rider on the posters and programs.

On the printed poster the dividing line on the circle was
erroneously placed in front of the Jesse and Belle figures.
It was also, inadvertently, left off the art work for the
program. Ideally, however, Belle, the party symbolically

in control, mounted on Jesse/Venus, was to be bursting forth
from the pages of a reproduction of the original cover of
one of Beadle's Half Dime Novels to attempt to alter their

legends as recorded therein.

* * * * *

By this point I was ready to seriously reevaluate

the question, "Who is this play about?" I decided it had
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the most concise dramatic focus if it was about Jesse James
and his process of individuation. Belle Starr was an integral
part of that development. Without her, there would not have
been the same Jesse, and because of the impact she had on
his life, he eventually becomes "Jesse Starr." She is the
archetypal woman who represents the Great Mother and the
mysteries of life, death and transformation. She also

is seen as the Soul Mate, the incarnation of inspiration

and spiritual fulfillment.26 Jesse seemingly rejects her
ideas, but subsequently uses them as his own. He would
never willingly admit, however, how heavily influenced he
was by her.

Jesse and the Bandit Queen is significantly not named

Jesse and Belle Starr. The bandit queen of the title could
refer to both Belle and her formative influence and to
"bandit queen" as Belle's teasing label for Jesse, referring
to his stint as a lure for Quantrill. ("Lock up your
daughters, hide your wives, here comes Jesse James the
bandit queen.")27
With this approach, the random scenes take on a
clear structural form. Each is about Jesse and someone
who was influential in his life. Even the scenes which
seem to focus on Belle show episodes which change her in

a way that eventually affects Jesse. The scene with Richard

Fox leads to her fame through dime novels. This ultimately
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motivates Jesse to write his own book. The seduction’
scene with Eddie ends with Belle saying, "Pearl and Ed went
away, and I went looking for Jesse...I married Henry Starr
and John Starr and Sam Starr and my babies run off together
and I was never happy till my Jesse Starr come back."28

Another structural tightening I used was to acknow-
ledge that even if the scenes were not a moment of death
flashback, the dramatic action of the script did, indeed,
unfold between the first threat by Bobby Ford and the
eventual gunshot. I felt the momentum of the show should
build to Jesse's death, certainly the most familiar part
of the script to the audience. Then the story is over.
Jesse and Belle have finished their appeal for understanding
and head back to their platforms to wrap up their philosophies
in their final speeches.

However, the script inserted a scene, with Jesse
as Belle and Belle playing Eddie, after Jesse's death. 1In
it, Belle/Eddie stabs and kills Jesse/Belle. It was, no
doubt, originally intended to show Belle's death as a parallel
to Jesse's. But Belle's death at the hands of her own son
has no basis in either history or legend. Belle was not
stabbed by Eddie, even in rumox. Once having presented the
historically fictitious, but dramatically arresting conveéntion
that Jesse and Belle were lovers, the remainder of the script

had remained relatively accurate. At least the important
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biographical information had some wvalidity. It seemed
unnecessary to introduce this new, blatantly erroneous
material.

If the plot were being drawn as a study of parallel
lives, Belle's death would be a necessity. But since I
had chosen, rather, to make this Jesse's story, it seemed
superfluous and confusing. Forthermore, it was anticlimactic
and detracted from the peak of the action: Jesse's death.

So, I left it out.

Biographically, Jesse's history fits very accurately
into the script and very neatly into the archetype of the
American hero. Briefly, he was a product, and later a
surrogate representative of the middle class. Standing
5'10" and weighing 165 1lbs., he had ordinary brown eyes and
dark hair. The only distinguishing physical mark on him
was that the first joint of the middle finger of his 1left
hand was missing, a noticeable feature on a left-handed man.
Jesse, a Missouri farm boy, had a limited education and
could barely read and write. We tried to capitalize on
that bit of knowledge whenever he read anything other than
his own writing. Contempories of Jesse credit his older
brother, Frank, with the strategy for the gang. Jesse's

claim to fame was for his bravery. They say he "delighted
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in deeds of violence," and that there was "not a trace
of mercy in his nature.” He was variously described as
29

revengeful, sanguine, impetuous, and almost heedless.
Miss Zerelda Mimms was Jesse's cousin. They were
married in the autumn of 1874, and had one little boy
and a baby girl at the time of Jesse's death. He was,
indeed, treacherously gunned down by Bobby Ford.30
In keeping with the mythological/archetypal inter-
pretation of the script I had chosen, I found that folklore
specialists have isolated four cumulative steps in the
transformation of an ordinary criminal into a legendary
folk hero. Jesse's life neatly follows this pattern
typical in the process of the heroization of deviant
behavior:3l
1. He had basic personality traits, physical
attributes and the striking activities of a hero. (He
was colorful, eccentric, charismatic and did things with
a flair.)
2. There was the imputation of traits and activities
to the hero that he did not necessarily possess oOr engage
in in real life. The hero is the embodiment of what the
group members of the culture most highly prize in behavior
and values. He must conform in those areas to the group's
standards if they are to accept and revere his behavior.

(Jesse was reputed to have been brave, skilled, and self-

respecting; he loved his Mother, had a sense of fair play
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and displayed manliness rather than effeminacy.)
3. The biographers who left a record of the hero
and his deeds were less than scientific. (There were many
different accounts of Jesse's exploits, including Richard
Fox's. There was both a printed and an oral tradition.)
4. There were villains, the scapegoats, the hate
symbols for people who were oppressed and deprived; they
were a negative model to be feared and hated. (Jesse repeatedly
defies the banks and the railroads, consistantly winning
over the Eastern/Union conglomerates which his followers
despised. (Belle portrays Jesse in the Wild West show
as saying, "You sir have an excess of earthly riches and
there are homesteaders and little people who have not at
all. I am here to set that aright. Now. Stand and‘deliver.")32
Dr. Michael Owen Jones, an expert in the field of folklore,
ﬁas outlined typical life histories of such celebrated
public figures as Pretty Boy Floyd Collins, Bonnie Parker,
and Clyde Barrow. 'He also includes Jesse James as an example
of a renegade who exhibits a biographical pattern common to
all American outlaw heroes:
1. Absence of father during childhood. Jesse's
father, Reverend James, left the family to go to California
and look after the spiritual needs of those looking for gold.

There was some speculation that it was also to escape the
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sharp tongue of his wife, Zeralda, but he wrote her loving
letters once he arrived. However, he did not return, and
eventually Jesse's mother remarried.34

2. Notable childhood. experiences which shaped or
revealed his character (may have happened to other family
members.) Jesse was sixteen when he "took to the brush"
with his cousins and brothers. Their hiding for safety
was prompted after Federal militiamen, led by Captain James
Walley, murdered his cousin Cole's father. He joined
Quantrill's band to seek revenge when his mother and
younger sister were unjustly jailed.

3. Factors allegedly precipitating deviant behavior.
Missouri was a border state during the Civil War, but her
sympathies were pro-Confederate. She was, further, a slave
state. Kansas and Nebraska, the bordering territories were
ready to vote for statehood. It was commonly assumed that
Kansas would be a slave state and Nebraska a free state.

However, as the elections neared, the abolitionists
began to recruit anti-slavery families to settle in Kansas
in an attempt to sway the election to the free state side.
Missourian slave owners became concerned with their potential
losses should a slave need only to slip a few miles away
and over the Kansas line to be free. In this political

climate, Missouri guerrilla bands like Quantrill's began
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border wars against their Kansas counterparts, such as
the group led by the famous John Brown.

Union troops were sent in to try to suppress the
fighting, but Army leaders tended to side with the abolition-
ists, and reprisals were especially harsh for Missouri
offenders. With their own crops, livestock, businesses,
and the lives of their families threatened, residents across
the countryside were quick to offer aid and a quiet hiding
place to the groups of their sons, cousins, and neighbors'
boys who were striking back at the enemy on their behalf.

In fact, these young men became heroes.35

4. Justification of deviancy. Once the war was
over, the guerrilla skills were easily transferred to attack
a new authority based in the North, the banks and railroads.
The gangs continued doing the same deeds they had done during
the war years. Then, the raids had gained them social status
and the grateful admiration of the people. The same farms
and farmers continued to give aid and shelter to the same
boys, even though the law rather than the Army was after
them. Whether they were running from soldiers, enemy
guerrillas, or deputies, Missourians saw no reason to deny
sanctuary to their own.36

Quantrill originally fought on the Union side in

Kansas, but once captured, he managed to convince his

oppressors he had only been spying and his true loyalties
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rested with the South. Cole Younger and the other Younger
boys, as well as Jesse's brother, Frank, were part of the
infamous Quantrill's raiders. Jesse did ride with him for
a short time, but he may have been a little young to have
joined them for the raid at Lawrence, Knasas. Historians
can't document his participation.37

5. A series of escapes in which the hero played
a major role. Notable crimes, escapes, and assistance
to others. Jesse gained fame as a member of Quantrill's
Raiders, for the James gang's bank and train robberies,
and' particularly for his own almost miraculous escape
from the Northfield, Minnesota ambush. Most of the rest
of his gang was either killed or captured .and sentenced
to lengthy prison terms. Playwright Daniel Freeman supports

and emphasizes the importance of this point in the creation

of a folk hero. In Jesse and the Bandit Queen, Belle as

Jesse says, "Only I am Jesse, golden Jesse. Hunt for me,
pursue me, chase me across the prarie and I will f£ind you.
I am your one true hero and you will love me more when I
am dead because this country's greatest fear is not for
its heroes, but of them."38

There are many archetypal legends of Jesse's good
deeds floating through the word of mouth family histories
of Missouri families. To hear the accounts, one _would

think that every resident of the state between 1865 and

1882 had a personal encounter with the outlaw. One of the
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most common tales involves Jesse stopping for a meal and
shelter with a widow. She gladly takes the gang into her
home, although there is little to share. While there, Jesse
learns that the bank is about to foreclose on her house.
He gives her the gold to pay off the mortgage and hides :
while she invites the banker to her home and clears her debt
in full. Jesse and his gang ride off, while the widow
stands happily and gratefully clutching the deed to her
ranch. Down the road, Jesse and his men stop the banker
on his way back to town and relieve him of "their gold."39
6. Death by treachery with or without a Judas
figure. Bob Ford met with Governor Thomas F. Crittenden
at a Kansas City hotel and agreed to "go after Jesse" if
the State of Missouri would dismiss certain charges against
his brother, Charley, and if the reward of ten thousand
dollars offered for Jesse would be paid for taking him dead
or alive.40 Missouri politicians were being criticized for
the lawlessness allowed to flourish freely in their state.
It had become an election issue, and Governor Crittenden
willingly agreed Ford's terms. ("You know the governor's
making speeches about me? A whole speech just about me.
How I'm a menace to the community of free peace loving
people, or some crap like that.“)41

In October, 1881, one month after his only known

contact with Belle Starr, Jesse made a brief visit to his
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home in Kearney, Missouri, where he met Charley Ford and
agreed to shelter him from the law. No doubt he was keenly
aware of how often he had been similarly aided by total
strangers. Zerelda, Jesse, and their son and daughter,
calling themselves the Thomas Howard family, moved to

St. Louis, Missouri in November, 1881l. Charley and Bob Ford
were their house guests. Biographer Glenn Shirley recounts,
"On the morning of April 3, 1881, while the renowned outlaw
was standing on a chair brushing the dust off a wall picture,
the 'dirty little coward' Bob Ford entered the room and sent

a pistol bullet crashing through Jesse's brain."42

Belle Starr had an equally interesting life, even
before it underwent "literary enhancement." In fact, it
is necessary to consider even more of her detailed biographical
information than Jesse's, because more of it specifically

relates to an understanding of Jesse and the Bandit Queen.

Belle's age and birth date vary with biographers,
but the most reputable scholars seem to place her birth
on February 5, 1848. This would make her 17 in 1865, and
set the scene at the Inn in that historical year. She died
on tebruary 3, 1889, at the age of 41, having outlived Jesse
by roughly seven Years.43

Belle's family was a successful one. Her father,

John Shirley from Louisville, Virginia, married Elizabeth
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(Eliza) Hatfield, who was related to the feuding Hatfields
of West Virginia and Kentucky.44 Belle was born Myra Maybelle,
the fourth of five children, and she was affectionately called
"May" by the family. It was a nickname she hated. Although
Belle did not actually meet Jesse at her father's Inn at
Carthage, Missouri, the Inn was a reality.
One of Myra's schoolmates, Mrs. James Brummet, tells
her impressions of the girl and substantiates Freeman's
characterization of Belle:
"Myra was inclined to flaunt her prominance as a
little rich girl of Carthage. She grew up a hotel
child, always with an audience. Many flattered her
accomplishments beyond their worth, others encouraged
her with small gifts and requests for recitals on the
piano, and teasing strangers sparked the last bit if
fire in her volcanic temprament one minute and spoiled
her the next, just to pass the time. Two_interests
obsessed her: horses and the outdoors."45
We enjoyed playing that the Jesse/Belle at the Inn
scene showed the first time Myra substituted the more glamorous
"Belle" for the hated "May" when asked her name. She was out
to impress the young, good looking stranger. As Belle later
admits to Jesse, "I was so hot to get out of Carthage and that
goddamned hotel, I'd have gone off with any dog that asked."46
In 1863, the Shirleys moved to Scyene, Texas (at
that time located ten miles southeast of Dallas) to join Belle's
eldest brother, Preston. Being 16 years older than Belle, he

was married with a family of his own which he had moved south

earlier that same year. All the rest of the family soon
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followed him in order to escape the battles of bloody
reprisal prevalent in Missouri. Belle's third brother,
"Bud," had recently been killed in such a skirmish, and
John Shirley's business had been ruined by post-war theft
and destruction.47

Within three years, Myra, now 18, married 20 year
0ld Jim Reed. They were wed on November 1, 1866, in Colin
County, Texas. By the end of the year 1867, they moved
quietly back to Bates County, Missouri to live with Jim's
family and to escape the law in Texas.48 Jim continued
his illegal activities, mostly robberies, and "holed up"
often with a notorious Indian outlaw, Tom Starr, at his
ranch a short distance from Muskogee (Oklahoma).49

Belle's daughter, Pearl, was born in 1868. Her
given name was Rosie Lee Reed. But the doting mother called
the new baby her "pearl," and thus she gained the nickname
which was to follow her for the rest of her life.50 There
is no reason to suspect that this was Cole Younger's baby,
as suggested in the script. ("When my father found out I
had Cole's baby he tried to kill me.“)51 A popular legend
does, however, link Belle and Cole romantically and mention
that he fathered her daughter. On February 22, 1871, Belle
had a baby boy. He was named James Edwin for his father and
énother slain brother of Myra's, but he was called Eddie from

the first.52
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Eventually, John F. Morris, a former peace officer
and distant relative of the Reeds, was authorized as a
special deputy from Colin County and was sent north to
capture Reed and his gang. They were sorely wanted for
a San Antonio stage robbery. Reed was killed as he tried
to escape.
Belle next married Sam Starr, old Indian Tom's
son. The wedding took place in the early summer of 1880.
Belle was 27 and Sam was 23. But as Glenn Shirley puts
it, "Belle came out of the ceremony 5 years younger. Now
Belle had her most noted appellation."54
Sam and Belle had a ranch at Younger's Bend, and
many outlaws took advantage of their hospitality until
they were less sought after by the law. There is reason
to believe Jesse James could have visited Sam and Belle
after the Blue Cut robbery in September, 1881, but there
is no suggestion that Belle, married just over a year, had
any romantic association with him. This is their only
known contact and it probably lasted no more than three
days.55
Belle's love for her horse, Venus, is historically
substantiated. ("I had a horse that I loved more than any
man. A mare, a brown and white mare. I called her Venus.")56

In fact, she allowed no one to ride the animal except herself.

Once Sam Starr "borrowed" Venus without Belle's knowledge
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and rode her in a hold-up. In the ensuing chase, Venus
was accidentally shot and killed, but Sam.escaped. . through
a cornfield; Several weeks later, however, both outlaw
and lawman appeared at a party together. Belle had been
so upset over the loss of Venus that Sam approached John
West to reprimand him for shooting the horse. An argument
followed, and Sam Starr was shot and killed.57
Belle found that, as a woman alone, she would not
be allowed to keep title to the ranch at Younger's Bend.
Furthermore, since it was in Indian Territory, she needed
an Indian husband if she intended to retain her property.
In 1887, Belle, now 39, married Jim July Starr, 24. He
was Sam's cousin.58
Although Belle's name is connected to Blue Duck's
in the script, ("You are my Indian boy. Blue Duck, my own
cruel Cherokee.")59 she was never married to him. Blue
Duck was an Indian boy charged with murder. Since Belle
had achieved considerable notoriety, and had boasted two
Indian husbands, the accused's attorney asked her to be
photographed with him. The picture of the two was published
May 24, 1886, to renew attention to the convicted killer's
plight and his attorney's efforts to obtain a presidential
commutation to life imprisonment. It was granted. There
is no proof that Belle was acquainted with Blue Duck before
she met him in the Fort Smith jail, and she did not see him

afterwards.60
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Other script anecdotes have more factual support.

The Judge Parker scene was virtually accurate. Belle did
later serve some time in the federal prison at Detroit.
And there is an interesting basis for the Rosa McCommas
line. (Belle tells Richard Fox, "and in the evenings I
became Rosa McComus (sic) =--the spitfire of the plains,
Queen of the dance _hall._")61

In order to savor the irony of that line, one must
understand some background details. The real Rosa was 18
when Belle was 26. Biographer Burton Roscoe says, "Rosa
McCommas" was "a schoolmate of Belle's at Scyene" whom Belle
disliked because of her superior position "as the daughter
of Elder Amon McCommas; pretty, while Belle was little more
than plain."62 -

Later Belle had even more reason to dislike Rosa when
her first husband, Jim Reed, had an affair with the younger,
more attractive woman. Jim often allowed Rosa to accompany
him on raids. Belle was especially incensed when Rosa, who
was a less daring, less skilled horsewoman, was mistakenly

assumed to be Belle herself.63

With these pronounced geographical backgrounds, the
dialect both characters used was a Missouri drawl. Both

Jesse and Belle make grammatical errors which we isolated.



Many of them were appropriate for the time and social
class from which these personalities sprang.

Specifically, Belle often uses nothing instead of
anything, no rather than any, ain't, and the colloquial
"this here." Jesse's errors are more frequent and more
glaring: whyn't, don't need no, seen us, that don't mean,
his self, and they wasn't. As the story unfolds and Belle
presents an increasingly tough image, her swearing increases,
both because of the desire to shock and because of her long
association with Jesse and his cursing.

These speech patterns fit with biographical information
to justify character choices in which Belle becomes the
smarter, better educated party from a higher social class.
The Carthage Academy education can be historically substan-
tiated. Jesse was inferior, intellectually and educationally,
and acted more on impulse.

This polarization of intelligence and schooling set
up a hidden sub-plot substantiating the concept that Belle
was a crucial part of Jesse's development. The motif we
played was that Jesse was aware that Belle was smarter, but
his masculine ego wouldn't let him admit it. So Belle would
give advice which he would angrily and loudly réject, but at
the same time he would adopt the ideas as his own.

Belle quickly learned how to plant ideas in Jesse's

mind. One of the best examples is the shaving scene. Belle
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says, "Me and a few selected friends and that does not
include you, are going to stop us a train. A whole goddamn
train full of money."G'4 Jesse's competitive nature is
aroused, and with a "Now that's a first class A number one
idea. You don‘t’have many but when you do, it's A number
one,“65 which we had him throw off with only half a thought,
he arrives at his own brilliant idea. "Belle I think maybe

n66 He does not

I'm going to invent me the train robbery.
acknowledge in any way that it was identical to Belle's
idea which she had presented only seconds before.

Belle stands behind him in loving amusement. She
has accomplished what she set out to do, which was to divert
him from banks. They were becoming increasingly dangerous
to rob. ("Well now that every stripe suit banker in the
country's waiting for you, what're you going to do? Them
banks is nothing but great big mouse traps. (You) Squeakie
little mouse. Banks is all played out. Done.")67 This
scene shows her in her soul-mate role as the "incarnation

of inspiration,"68

and illuminates how influential she
was in shaping Jesse.

Out of this idea for character relationships we
further began to develop the idea that another Yin-Yang
fluxuation was in terms of who held the power at any given

moment. With Jesse and Belle the answer to that question

changed frequently. Tying this struggle for power into
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the earlier idea of appearance vs. reality, we analyzed

the scenes to decide, first, who seemed to have the power

on the surface of the scene, and secondly, who really had
it. Then we selected the exact moment at which the power
shifted, and further pinpointed when each character became
aware of the change. This was most beneficial in providing
a solid understructure for the acting in the seemingly
random scenes.

With the exception of the Quantrill encounter, Jesse
is usually in power in all of his scenes with secondary
characters. Likewise, Belle is usually in control of her
scenes. Even with Judge Parker, although he appears to have
the upper hand, Belle in reality is controlling what happens
to her own best advantage. Only when Jesse and Belle appear
together do they each have someone who challenges them and
is a worthy adversary in the game of power. Therein lies
another thread which binds them to each other.

Certainly the idea to plot the power flow of the
script provided the key to unlock the interpretation of
the horse/rider scenes. Those tableaus, which end both
Act I and Act II, are dramatically riveting, but somewhat
enigmatic. If my initial, self-defined goal was to present
a clear, coherent story to the audience, I felt it was
imperative to motivate those scenes logically. As they
were obviously focal points at the end of each act they

had to culminate something.
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We chose to have them be an insight into the progress
of the power struggle. At the end of Act I, Belle has been
picking at Jesse verbally, suggesting that with all the
publicity Jesse has lost track of who he really is. He
takes it for awhile, seemingly engrossed in the Police
Gazette, until she strikes a nerve. Then he grabs her wrist
and says, "I know who I am Belle. It's other people
including you who have trouble figuring it out."69

Soon after, Belle regains the upper hand with the
help of the straight razor. But Jesse is physically stronger,
and is able to take her over to the bed and mount her 1like
a horse. 1In a flamboyant show of power he says, "I am the

n’0

real Jesse. The only one. Only I am Jesse... But Belle

has the last word, "Starr. Jesse Starr. The only Jesse
Starr."7l‘ She means that although he can overpower her with
brute strength, he is only the other half of a relationship
in which she is dominant. (Symbolized by the man taking
the woman's last name at marriage, rather than vice versa.)
This struggle for power seems to be the only unresolved
dramatic tension which flows across the intermission to
await final resolution in Act II.

At the end of Act II, we reprised the initial speeches
Jesse and Belle used to establish their characters. The

glaring difference this time was that they spoke them directly

to one another as a part of the scene. When the partner
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finally understood , Jesse and Belle's driving need to
represent themselves to the audience was dissipated. They
turn to head back to their polarized extra-terrestial planes
to spend the rest of eternity separately. But Belle,
significantly not Jesse, takes control and says, "Come,
Venus." Jesse knows what she means and willingly comes

to join her center stage. He voluntarily becomes her

horse, Venus, and allows her to mount.

For his last words, he chooses, "Jesse Starr," and
by that he admits he knows she has been the formative
influence in his life. He acknowledges that in the union
of horse and rider, he is indeed the horse while she is
the one who holds the reins. She has always controlled the
direction both of them would go. Jesse has given Belle a
most precious parting gift in that he has finally said what
she has always wanted him to say, and finally realizes the
one thing she has always wanted him to know.

For her last words, Belle returns the gesture by
saying the one thing that Jesse has longed to hear from
her lips. She lovingly and graciously says, "The only
Jesse Starr." She is saying that. although she was a
part of what Jesse became, he is nonetheless unique,
spccial, and mcmorablece.

Both of them have won, because they have stopped

trying to hoard power, now seeing the happiness possible
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by sharing it. They combine their different but equally
valuable strengths to form a whole as a horse and rider.
And sO they are able to escape separate, lonely eternities
and are, instead, able to live together as one in our
memories. We have joined them as the perfect lovers and
the wholeness of Yin/Yang and the myth of the American

hero is completed.

The only question left is that of the relative
strength of reality vs. myth. The author clearly resolves
the script to make the point that what people want to believe
is infinitely stronger and longer lasting than truth. I
felt the play, though intriguing, had some glaring problems,
and I found concurrance from some of the New York critics
as they evaluated the original production. Many spots
are "interesting" which is a euphuism for unclear, confusing

and structurally weak.

If one directs Jesse and the Bandit Queen honestly, {f”
it necessitates sitting down and pinpointing specifically .
where each character transition occurs. Many places are
extremely obvious; others are maddeningly elusive. A second, .
and even more frustrating task is to decide line by line ~
what time frame the character is in and who he is talking \\S55

to at any given moment.
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The playwright sometimes has Jesse and Belle address
the audience directly and set up the up-coming scene with
an explanatory monologue. But the device lacks consistency.
With the addition of the beginning and ending speeches and
careful dissection of confusing, poorly notated diatribes,
we were able to use a semblance of the author's pattern
throughout. I think that the structural clarity we attempted
was instrumental in helping the audience see more than an
entertaining blur of costumes, props, and acting virtuosity.

After the initial tidying of the form, I tried to
supplement the literary framework through technical means.
As initially written and performed, according to Samuel
French's staging notations, the props were moved about the
stage in a rather random fashion. For example, while talking
about the business at hand in Scene 3, Jesse might arbitrarily
be instructed by the script to move costumes and props about
the stage in order to set up for the following scene or other
subsequent scenes.

As both an actress and a director, I find myself more
comfortable as things approach realism. Particularly with
a wandering script, I felt any landmarks of logic I could
provide for the audience would help. I hoped to leave their
minds free to watch the story rather than to be preoccupied
with trying to figure out what was goihg on.

So we worked within the frustrating, but challenging,

guideline that although props for future scenes must, indeed,
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be set up on stage in full view of the audience, we would
realiétically motivate all prop and costume handling. We
wanted to make it appear‘£o be a necessary and believable
part of the scene in which it occurred. The logistics were
mind-boggling (no doubt the reason the problem was side-
stepped in earlier productions,) but I think the show's
ability to hold interest was aided by the convention in
which the audience never saw anything pre-set, yet everything
was at the actor's fingertips when he needed it.

Similarly, the costume changes in the published
script took place at distracting moments. For example,
it is all well and good to have Belle portray Quantrill
by adding her shawl, but if she spends the last Qf the
preceding scene at the Inn draping herself in a "baldric-
like manner” the audience might well spend the time thinking
about her actions rather than listening to the importan#
plot points of the scene.

Stretching our imaginations, skill, and sense of
timing, we sought to make each costume change occur unobtru-
sively. Our goal was that each character would have a
specific costume to identify him, and he could be visible
in it only at the moment the actor transformed himself into
that role. Any onstage, visible changes within a scene
had to be realistically motivated.

Furthermore, our costume choices were affected by

the script which pointedly emphasized that people relate
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to legends found in their collective unconscious more
easily than they do to historical accuracy. As a model
for the appearance of Jesse and Belle, we chose the look
of the cowboy moview of the 1950's. That would, no doubt,
be the source of the audience's preconceived. ideas_about
Western men and women in the 1880's. Authentically
costumed, Belle's hosiery would have been black cotton
stockings held up by garters. That did not give us the
glamorous image we sought and the garters would have made
lumps under her close fitting riding skirt, so we unself-
consciously used black nylons.

Similarly, Jesse would have worn a brown or black
wool coat when he had his picture taken and a long "Union
soldier" looking overcoat or a poncho for riding with his
gang. But we needed one costume piece that said cowboy
hero and could be appropriate for both the picture and
the scenes when he comes in off the trail. It had to
identify Belle as Jesse in the Wild West show and in the
role switches at the end of Act II. It also had to be
equally appropriate for Belle to wear in the "Rain robber”
scene and for Jesse to use for Judge Parker.

We chose a brown suede jacket similar to the one
traditionally worn by the ranch foreman in the old cowboy
movies. That seemed to correspond best to what the audience

might picture on Jesse James, despite its historical inaccuracy.
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Ideas from numerous pictures of authentic cowboys were
combined to give us the inspiration for the rest of Jesse's
outfit. We even looked carefully at the way they stood when
they posed for their pictures and attempted to recreate a
common stance for Jesse's photo.

Richard Fox needed to be easily identified as an
Easterner, so we used a plaid coat, a derby, and had him
smoke a big cigar to again tie into the RKO or Republic
image of the wheeler-dealer from the East. Scarvey McCargo
had outrageous fringe on his jacket to instantly trigger
a show business image. In the same scene, Jesse, played
by Belle, was costumed with a theatrically oversized, .crimson
satin neckerchief.

The script called for Jesse to wear chaps, but the
technical difficulty inherent in his getting them on and
off quickly and easily led us to abandon them. Had Jesse
established his image in chaps, Belle would have had to put
them on each time she portrayed Jesse, and the size difference
between the two performers would have made that a serious
problem. The characterization did not seem to suffer in
any way because Jesse did not wear chaps. Although we had
to forego that touch of authenticity, we were lucky enough
to have a left-handed actor to play the left-handed Jesse
James. We were even able to find a left-handed holster,

which was what the real Jesse would have worn.
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With both Jesse and Belle, the speed and ease with
which costumes could be changed held equal importance with
design. Belle, especially, had to be able to layer all
her costumes over one another in order to change almost
instantly. Her wine velvet dress was chosen first for its

similarity to her illustration on the cover of Bella Starr,

the Bandit Queen or the Female Jesse James, but then altered

to give more of a film heroine image. Both the bodice and
skirt needed to be quickly removable, and large enough to
fit over all other costumes. The wine red color is an
archetypal symbol for blood, which seemed appropriate for
the lawlessness of Belle's character.

The costume plot called for Zee to be recognized
by Belle adding a "wine colored half inch velvet ribbon"
to her hair. That didn't seem a dramatic enough change
in her appearance to allow the audience to realize Belle
was now playing Jesse's wife, so we substituted a housecoat
type wrapper. It was designed to cover most of Belle's
vividly colored dress and also to tie into stereotypical
housewife imagery.

Several scenes seemed to need a costume not listed
in the script. "Rain robber," which showed Jesse and Belle
just after a holdup, if played at all realistically necessitated
a more practical feminine riding outfit than a wine velvet

dress. Whatever was chosen also had to be compatible with
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the brown suede jacket of Jesse's which Belle was to wear.
We added a dark green wool pant/skirt, a camisole
undergarment, and a riding blouse. Belle's riding clothes,
at least the culotte skirt and camisole top, were actual
garments from the 1880's. Belle is shown wearing a similar

skirt in a painting published in Belle Starr. There is also

a bronze statue of her in Bartlesville, Ohio that shows the
accuracy of the length and fullness of the culottes. A
divided skirt was a functional necessity for the scenes
where Belle gets astride Jesse's shoulders or back.

The corset attached to a camisole suggested by
the script became a separate boned costume piece in our
production. For the sake of the actress' comfort, it was
worn only in Act II. The addition of the trail clothes
élleviated any need for the terre cotta, cotton-eyelet,
knee-length pantaloons listed in the costume plot, so
they were cut as well.

Belle was to wear a floor .length cape over her main
dress, but we could find no pictures or written descriptions
which connected the real Belle Starr with capes. It was
an awkward garment to manipulate, and was used exclusively
at the beginning and the end of the show. When trying to
include the cape, the flow from scene to scene was disrupted
as the performer tried to find a way to pick it up or to get
rid of if. It was not possible to motivate its handling

realistically, so we cut it.
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Instead, Belle established the shawl as her trademark,
much as the suede jacket was Jesse's. It had a home atop
her piano, and was used for young Belle at the Inn and for
her impersonation of Quantrill. Later, Jesse made use of
that bond between the shawl and Belle when he assumed her
identity.

Colors chosen for Jesse and the Bandit Queen stayed

primarily within the color palette of nature: browns, beiges,
golds and greens. The neutral set blended well with these
hues, and Jesse and Belle had a character bond drawn by
harmonious colors. The exceptions to this color scheme
were the oranges for Fox and Scarvey which placed them as
outsiders or characters in conflict with Belle.

Other deliberate exceptions were Belle's wine dress
and her purple dance hall garb. By choosing vivid and unusual
colors for a woman of that period, we wanted to make a comment
on the brazenness of Belle's character. The final deviation
from natural colors was in Zee's wrapper. It was originally
intended to make her appear drab compared to Belle. However,
it ended up with pink ruffles which made her appear to be
a sweet, feminine mistreated wife. That costume worked against
the characterization of a whining, nagging mate who drove
Jesse back to Belle again and again.

A third technical device I attempted was to distinuish

between three types of scenes with lighting changes. My
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re-shaped script fell neatly iﬁto scenes in which Belle and

Jesse do monologues directly to the audience, scenes in

which they are together playing themselves, and scenes in

which they interact with secondary characters. Those in

the tirst catagory were blocked to fall in the throw of

tightly focused specials, for 'a spotlight ‘effect. The

second type of scene was lit with realistic, apparent

white. Character scenes called for a distinct amber cast.
Behind these specific lighting choices lay the concept

that the speeches to the audience were attempts to communicate

directly. Jesse and Belle, at those moments, needed to be

free from the distractions of time, place and set. A spot-

light effect, illuminating only their bodies, was selected

as a way to help isolate them. When Jesse and Belle did their

biographical scenes, we hoped to convey that somehow we were

able to look in on their lives as they were actually in the

process of living them. These portions of the play, therefore,

called for the most realistic lighting. By contrast, the

episodes when Jesse and Belle portrayed important people

in each other's lives illﬁstrated occasions when we, in

essence, looked into their psychological scrapbooks. In an

attempt to capture that mood, the color changed toward that

of a sepia-toned portrait to suggest the flashback in time.
Technical limitations made the implementation of the

lighting design less than ideally effective, but I. think with
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more sophisticated equipment it would be a valuable enhance-
ment to the acting transitions.

It was never our intention that the subtleties of
meaning underlying the lighting changes would be fully compre-
hensible to the audience. For the actors, however, accenting
the character shifts by visual means other than their own
physicalization and costume adjustments gave them a more
precise way to time the transitions. It also helped them
select the acting focus for the scene, i.e., speaking directly
to the audience or to another character on stage. In amber-
colored scenes the acting style could be broader for the
secondary characters, but it had to return to a more realistic
interpretation for the Jesse/Belle meetings. Disciplining
ourselves to minutely pinpoint a lighting structure forced
us to make clearer acting choices. This, in turn, enabled the
audience to follow more easily. Even without being a party
to the subtext of the lighting decisions, they knew they
were being cued that a new scene was beginning when the
lights changed.

The fourth technical attempt to clarify the stage
action for the audience involved careful arrangement and
use of the stage. Jesse's area lay to the stage right half
of the set. His desk and rocker were permanently down right
and his "eternal plane," or "Jesse platform," as we more

mundanely labeled it, was up right.
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When Belle played Quantrill, who imprinted himself
strongly on Jesse's life, she stood on Jesse's series of
platforms on the second level. (R-2) When she made the
transition from her amateur actor impersonation of Jesse
in the Wild West show to realizing that to many people
her side show version was their only contact with Jesse,
she moved from her own second level left platform to Jesse's.
Then as she assumed the role with more believability, she
moved to the up right plane which represented Jesse in his
ultimate place as a legend. Jesse and Zee played their
scenes with his space opened out to include the "Howard
platform." (USC) This also became the Howard house when
Belle came to visit in Scene 15, and when Bobby Ford shot
Jesse.

Belle had the left side of the stage designated as
hers, and the piano was her most important piece of furniture.
She is there in the scenes when Jesse visits her at the Inn,
it is her bedroom for the shaving scene, and it becomes her
dance hall in Scene 18.

When Jesse and Belle met for their mutual scenes,
they came together at the bed center stage or in the neutral
area down stage center. Jesse assumed a position of power
as Judge Parker behind his own desk, and Belle took the
witness stand against him, strongly and confidently, from

the piano which was her own home ground.
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The Wild West show occupied center stage, both USC
and DSC, and included both the Jesse and Belle series of
rising platforms. That became the "acting" area. As a
result, Jesse used the identical area to act out his own
version of "the death of Jesse James."

The potentially confusing transition toward the end,
when Jesse became Belle to tell about his own death, proved
easier to bring off when the actor could put on Belle's
shawl, mount Belle's platform and stand in front of her
larger than life portrait. Few audience members should
have had trouble figuring out, "he's suppose to be Belle."
Conversely, when Belle put on Jesse's jacket and stepped
up to the picture on the Howard house platform, and Jesse
pulled a gun and reinacted the identical staging of the
earlier scene in which Bobby Ford threatened him, the repeated
staging hopefully helped ease and cla:ify the character switches.

Parallel staging for effect was also deliberately used
for the first major scene, "Belle at the Inn," and the last
major scene at Belle's, "Dance Hall." We hoped to make clear
to the audience the cyclic nature of the relationship, and

that the characters had "come full circle" in the plot.

In Jesse and the Bandit Queen, the author attempted

to make use of two major symbols with varying degrees of success.
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One was boots, the other was the horse/rider sexual imagery.
Both Jesse and Belle have boot monologues. Jesse says,
"Boots are the thing. High ones, hand tooled and with
silver heels. Boots make the difference. Billy said to

me, you got to have the boots or you don't travel with

Quantrill."72

Belle echoes, "Riding boots, marching boots.
All hand tooled. Boots are the thing. Boots make the
difference. The first time I even put on man's clothes,
I done it to fool some damn Indian...“73
This is a thinly disguised attempt to say, "clothes
make the man." Moreover, the author's final conclusion
supports that message because he decides that appearance
is far more important than reality in the long run. But
the boot imagery ends with these two speeches, and we were
unable to find much of a way to enhance it. We did make as
much as we could of Jesse's coming into the Inn carrying
his boots, clapping with them, and showing his lack of
social breeding by putting them on Belle's piano. Belle
throws them on the floor and Jesse rushes over to pick
them up to be sure they're not scratched. When Belle
wants him to leave, she holds out his boots.
In the parallel scene at the end, the boot business
was identical, up to Belle's reaction to the boots being

placed on her piano. She still notices, but as a mark of

character growth and as a commentary on the mellowing of
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her personality, she shrugs and lets them stay without
comment. When their confrontation occurs, Jesse immediately
heads for his boots. However, despite all this focus, the
boots seemed less than organically connected to any meaningful
boot symbolism.

We were able to make more meaningful use of the
horse/rider imagery. There is the obvious sexual imagery
we hoped to capture in, for example, the sensuality of the
shaving scene. The scene ends with Jesse physically over-
powering Belle and mounting her. I have already discussed
the idea of the rider having power and control over the
animalness of the horse. There is wildness and freedom
symbolically associated with horseback riding. But more
specifically, this was a better integrated image-than the
boots because it is already a part of the American wild
west imagery.

The common picture of horse and rider joining as
one is used as an analogy to the sexual union of man and
woman Jjoining as one. It is deliciously enhanced here
because the horse's name is Venus, Goddess of Love. And
a further interesting layer is that Venus was, indeed,
Belle Starr's horse's name.

This sort of authenticity was important to us, so
in choosing music I looked first at the Ozark folk tune

suggested in the script, "Bright Morning Stars Are Rising."
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However, the recommended rendition from the National

Geographic Society's Music of the Ozarks album, even

though it was authentic and recorded on location by old-time
folksingers, seemed too rough and jerky a version to allow
the lyrics to be heard.

I much preferred Judy Collins slower, more plaintive

rendition in her album Running For My Life. It seemed

more in keeping with the words, which suggest the folk
philosophy that the souls of the dead become bright morning
stars. I found this to be the perfect lead-in to the stars/
legends Jesse and Belle (Starr) stepping out of their
extra-terrestial place in the heavens to address the
audience. It was intriguing to note that the planet Venus
is also known as the "Morning Star."

At the end of the play, a repeat of the same music
provided an obvious auditory cue that Jesse and Belle's time
with us, their "day in the sun," was almost over. Judy

nl3 I felt the

Collins sings, "Day is dying in the west.
music set a mood for the show that would have been hard to
achieve by any other means.

All of the other pre-show, intermission and post-

show music was related. A major source was the previously

mentioned album, Music of the Ozarks. It is an on-site

recording of the folk songs of the Ozarks which would
have been very prominent at the time Jesse and Belle lived
there. The singers were residents of the area, living less

than 100 miles at the most from Carthage and John Shirley's
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Inn. They were either old enough to have been alive when

Jesse lived, or were born within a few years afterwards.

All learned these songs from their families and neighbors.
The second source for incidental music was another

theatrical piece about Jesse James, Diamond Studs. This

musical has several sohgs which recount the legend of
Jesse and elaborate on some of the exploits also mentioned

in Jesse and the Bandit Queen. With special permission from

Samuel French, Inc., I was able to use selections from this
show.

A further attempt to introduce authenticity was made
with the set. The limited space available led us to use
platforming which took the action up to the highest level
possible considering the ceiling height. Four pictures
were free-hung against black velours as a background.

In the script, only one picture frame is mentioned.
The New York production used only that single frame, and
it was empty. I chose instead to have it filled with a
picture of the actual Howard home where Jesse was living
when he was shot. As the representation of reality, it
was the smallest of the four pictures, consistent with the
author's theme that reality is the least important, least
significant facet of one's life when compared to myth and
legend.

The next largest set piece was the picture of the

Wild West show poster, representing the carnivals, dime
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novels, and books and movies which have perpetuated the
Jesse/Belle popularity. The poster was a copy of an actual
one used to advertise Pawnee Bill's Historic Wild West Show.
It was suitable to be used as it stood, with only one minor
change. In the phrase "Beautiful Daring Western Girls and

Mexican Senoritas..." we substituted so it read, "Beautiful

Daring Western Girls and Belle Starr, in a contest of Equine

Skill." An insert photo of an unidentified woman was already
there, and could easily be assumed to be a picture of Belle.
Focusing specifically on her "equine skill" was yet another
tie to the major horse/rider imagery already established.
From a similar poster of the day we added, "Genuine
Gauchos from the Pampas of South America." Jesse had read
from the Police Gazette that he and Belle were supposed to
be "riding the wild Pampas together." Having established
him as a character with little education, he pulled special
audience focus to the line by stumbling over the pronunciation
of Pampas.
The prop book used in the Richard Fox scene had a

reproduction of the actual book, Bella Starr, the Bandit

Queen or the Female Jesse James, by Richard Fox, for its

cover. We were even able to find the pulp novel story from
which Jesse reads at the beginning of Act II. "The masked
outlaws had spread themselves along the line of the train.

'Well Frank, everything seems to be working all right,' Jesse
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remarked. 'I was sorry we had to shoot Jack Farley,'

75

said Frank." The actual story printed in Jesse's day

read, "The masked outlaws had spread themselves along the
line of the train...Well, Frank, everything seems to be

working all right, Jesse remarked...I was sorry we had

to shoot Jack Farley."76 Even the "Stand and deliver"77

of the Wild West show was authenticated in the Police Gazette.78

The final two pictures were the most prominent, as
they were deliberately bigger than life. They were the
portraits of Jesse and Belle, not as they really were, but
as the modern audience wants to see them. Belle, for example,
was large-boned and particularly ugly. Belle says of herself,
"say Belle Starr's got a face like a hatchet, a son who won't

nw’9

listen and she hates the sight of mirrors. But we wanted

a young, pretty Belle who brought to life the picture of

the legend the audience secretly envisioned.

I was very pleased with the success of this production.
If I were to do it again, I would like to add more movement
of light so that characters could be subtly preceded by light
as they moved to a new scene. I think greater lightipg
control could add additional focus to monologues. Scenes
which were especially difficult were those where one sepia-

toned scene abutted a second. We attempted to differentiate



52

by starting with a lower level, but distinguishable amber
cast, then suddenly and noticeably intensifying it for the
second transition. A better solution, if technically
feasible, would have been also to change the size and

shape of the area being lit and the direction of the illumin-
ation. The low angle of throw necessary in the UNO Studio
Theatre and the small number of dimmers available, plus the
limitations imposed by the board, made those techniques
unavailable this time around.

The proximity of Jesse/Bobby Ford to Belle/Jesse

made it advisable, after experimentation, to cut the use
of wadding in the gun. With a larger stage I would prefer
to use a more realistic gunshot. For safety's sake, the
actress playing Jesse wore a suede coat over several layers
of costumes and a protective corset. She further took the
shot in the back to avoid any danger to her face or eyes.
Although Bobby Ford was really only 8' from Jesse when he
shot him, Jesse turned his head when he heard the pistol
cock, and the bullet hit him over his left eye.80 For
stage use I felt the shot in the back was equally effective.
I would prefer more width to the acting area so that
more forceful and vigorous crosses could be added. Also,
more height for the platforming would be advantageous.

But the intimacy of the Studio was most appropriate for the

size of the production.
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I was proud of the performances of Bill Lacey, who
portrayed Jesse, and Laura Marr, who portrayed Belle. Their
acting abilities brought the show alive, and more than made
up for any technical limitations. The two of them formed a
cast which was a director's dream: inherently talented,
well-trained, reliable, hard working, creative, and ideally
receptive and responsive to direction. A gigantic portion

of the success of Jesse and the Bandit Queen is tied directly

to the skill and commitment to the project Laura and Bill
brought to each rehearsal.

Bill's command of dialects and the ability to alter
the physicalization of each role was most effective. He was
able to capture the voice and movement changes of a young
Jesse and have them grow consistently to become the more
mature voice and body patterns of Jesse in his 30's. The
switch from the Missouri drawl to the Eastern seaboard speech
pattern of Richard Fox was impressive. Fox also had a new
and unique set of gestures and internal body rhythm.

In a brilliant bit of acting, Bill made a distinction
between the embarrassed young Jesse playing a woman of the
night when he was Quantrill's decoy, and the character of
Belle which he assumes near the end of Act II. Both were
women, but the real one was quite different from the parody.
Judge Parker had yet another accent, speech pattern, set

of unique personal eccentricities and body rhythm.
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Laura was equally creative and effective in portraying
her range of characters. Quantrill's vocal level and accent
pegged him instantly as a Southern politician capable of
swaying Bill's eager young Jesse. Using a different body
stance, she became the grizzled o0ld Union soldier. A most
challenging task was to make a distinction between Zee and
Belle, especially since both women play opposite the same
Jesse whom they love. With a change of vocal tone, character
attitude, and physical gait, Laura made each woman unique.

Sly Bobby Ford, as Laura played him, was also very
threatening. But he was believeable, as were her appearances
as Jesse. She was even able to consistantly show the fine
line transition between a bored Belle playing Jesse as a
caricature in the Wild West show and Belle getting truly
swept up in her own impersonation.

In addition to their outstanding performances as
multiple characters, I will always be grateful for the
unflaggingly positive attitude Laura and Bill brought to
each rehearsal. There was no script point too obfuscated,
no character transition too elusive, no costume change too
challenging, or no prop movements too complex but what their
position was that together we could solve it. The assumption
was always that there was a way to surmount any obstacle.

Both Laura and Bill were able to take last minute

costumes and props and make the handling of them appear
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as effortless and natural as if they had been rehearsing
with them for days. They worked long hours on their own
to achieve the easy, totally believeable relationship
between Jesse and Belle which was so effective in the final
production. Never once did they come in without the assigned
section of the script virtually letter perfect. Each provided
costume pieces from his own wardrobe and gave freely of his
time to shop for, or locate both final and rehearsal costumes.
They helped to assemble rehearsal props from their own things
and contributed hard to locate items for actual use in the
production.

It was a pleasure and a joy to work with these talented

performers whose dedication to Jesse and the Bandit Queen

equalled my own. As a result of their hard work and that of
the set designer, Dennis Vesper; the costumer, Janet Sussman;
the prop mistress, Jane Keller; the stage manager, Lin Holder;
the lighting technician, Rod Freeman; the program compiler,
Robin Lewy; and the poster designer, Sharon Grady; all parts
of the show came together. I felt the evening, as a whole,

was very successful and well-received by the audiences.



Although the eventual outcome was very good,
the project was not without its problems. Many of them
were unique to this particular production and would not
necessarily happen in other attempts to mount this script.
For example, the set designer was contacted and given a
script in April, and early meetings were held. We didn't
want to make any definite decisions until I was sure of
the concept I had for the show and he had had an opportunity
to look at the script more closely. In the intervening
months, however, we both were thinking of a set whiéh
would ultimately be a specific rendition of general plans
we had made at those first meetings. Specifically, that
it would be a series of platforms with two high stands
for Jesse and Belle. The treatment of the platforms would
involve rustic materials, be fairly neutral in color and
use four picture frames hanging along the back to enhance
individual scenes.

When it was time for the detailed set meetings,
the set designer's wife had a baby. We were delayed in
arriving at a final floor plan for a week or so. Meanwhile,
rehearsals began. As we had been asked not to use more than
a six week period for rehearsals in order to equal the time
other graduate students had had for productions, it was not
possible to lose that week waiting for a finalized floor plan.

Therefore, I sketched out a rough plan which seemed workable



within the requirements set forth by the action in the
script. When the designer brought in his final plan, we

had minor adjustments to make because the height, number,
and size of platforms changed. We made those adjustments
without much problem. By that time I had worked enough
with the script to see that the Jesse/Belle photos, the
Wild West poster, and the Howard house photo could represent
important parts in the script. The set designer was happy
to agree to those.

A second inconvenience was the late arrival of
the props. There were unusual items involved, such as
a live gun and a left handed holster. Since the University
in Lincoln had done the show the semester before, we could
rent many of the hard to locate props from them. However,
it was necessary to wait until school opened down there to
gain access to thier storage area. Once those became
available, props were quick in arriving.

Lighting presented yet another problem. An outside
lighting designer agreed to do the project. He also held
down a full time job so it was difficult to find a time that
he could see the rehearsals. He had a script about six weeks
before the production and designed his lighting plot from it.
Since Laura and Bill had very tight schedules due to their
involvement with work, school, and other theatrical productions,
our rehearsals had to occur when they did.

As time drew closer and closer to add the lights, I

became concerned because the lighting designer had yet to see



a rehearsal. We had blocked scenes into such specific areas,
and since each scene needed to be 1lit with both clear and

amber I was worried that it would be impossible for him to

know how to design the areas. So I attempted to write out

each scene, the portion of the stage we used for that scene,
and lighting changes that occurred as we changed from character
to character, and any specials or unusual effects that seemed
necessary. I hoped the designer could use that knowledge

to do his plot and cue sheets even though he was totally
unfamiliar with our production.

When the time came to hang and focus the lights, he
discovered that one of the portable dimmer packs was not
operable and he had only 18 dimmers instead of the 24 for
which he had designed. He made that adjustment in conjunction
with me, because I had to déscribe the action of the play and
suggest possible ways to group instruments. We hung and tried
to focus, but one of the dimmer packs was smoking badly. We
added time to the schedule and came back to finish hanging
and focusing, finishing in time to do the regularly scheduled
rehearsal with the actors.

As we went into the cue to cue tech, I discovered that
the lighting designer had no cue sheets or notes in which he
had planned the lighting cues. Never having seen the show,
he had little way to begin to create the lighting on the spot.
I began to try to talk the lighting board operator through

some sort of a slow progress through the script so that the



designer could see areas and set lévels or make other
technical adjustments to the lights. We took a break
and he did not return. Eventually I called him at home
and he said he was not coming back to the show.

The only thing to do was to try to finish the
dry tech myself. The board operator was taking notes
in the booth and trying to run the lights as well. It
was a less than ideal situation. We did finish teching
the show, however, and the operator was going to come in
the next day and practice the cues. Just before dinner
the next day I received a call saying he could not make
out his notes and could not run the lights from what he
had. I called Michael Brooks and an outside board operator
and we went into the studio on a night when we had not
scheduled a rehearsal.

During that evening, I tried to call out lighting
cues which Michael subsequently recorded. He also had
suggestions for what would work best, look best, and be
the easiest to run. I set up a time before the next
rehearsal to go through the cues with the board operator,
and afranged for the stage manager to stay in the booth
during performances. I took over her management duties.

We did have the lighting rehearsal before the
next acting rehearsal, but the operator felt the cues
were too difficult. The next day, I rewrote the cues

to be easier but tried to sacrifice as little as possible



in terms of the concept of the show. That evening we
ran lights with the show. The operator still felt the
cues were too taxing, but promised to come in the next
day and practice them.

The next day, I arrived at the theatre several
hours before curtain and found out that the operator
had misplaced the cue sheets and they were not to be
found. Ordinarily we were Xeroxing them every night,
but the preceeding night the operator was late for his
ride and could not wait to have them duplicated. I sat
down and rewrote the cue sheets from scratch, making them
as simple as humanly possible. I color coded them for
operation by two people, the operator and the stage manager.
They were as simple as they could be unless we totally -
dropped the concept of changing to the amber light for
the flashback sequences and merely turned the lights on
at the beginning of the Act and off at the end.

We did do the run of the show with the amber
changes, but the lighting never ran as smoothly as it
might have had we not had such unusual and unigue setbacks.
I see no way that these problems could have been anticipated
and avoided without the knowledge gained from hindsight.

At the time we just did the best we could.



Unusual circumstances also surrounded the design

and construction of the costumes for Jesse and the Bandit

Queen. The original costumer was contacted and given a
script in April. She was quite excited about doing the
show. We had further meetings in August and fabric was
purchased. Due to budget problems at the university, the
personnel involved changed and a new costumer did my show
as her first assignment in Omaha.

We had several very detailed costume meetings
in which we drew up written lists of the costumes needed,
colors, how they must function, and special needs due to
the action of the script. I explained the concept of the
show, stressing that we were not after historical realism
but rather movie fantasy. I had later meetings in which
I saw costume sketches, watched any changes drawn in on
the sketches, and then approved them.

From that moment on there were problems. Costumes
did not match the sketches, nor were they similar enough
to serve the same function. They were inexcusably late.
This was an unusual show, and the actors needed the actual
costumes very early to practice timing and to make sure the
~ changes would work. I stressed this repeatedly to the
costumer, but the costumes were never completed. On opening
night I came in several hours early and finished the sewing.

Earlier I had shopped and purchased many things on my own.



The actors brought things from home, and the day of the
performance Bill finally went out and purchased his own
hat.
On her behalf, this costumer was more familiar
with Opera than theatre. Her previous experience had been
with that sort of performance, where costumes can be added
up to curtain time because they only enhance the production.
Our situation, where the costumes are a vital part of the
action of the script and their function crucial to the
success of the evening, would be difficult to believe unless
the costumer was thoroughly familiar with this script.
Despite all the technical concerns, we did not
'ever miss a rehearsal with the actors or change the original
purpose of any scheduled rehearsals. All the technical problems
were solved by my working individually with the crew outside
of the regularly scheduled times or by doing the work myself.
Fortunately, we were right on schedule with the perfor-
mance portions of the show and the actors could continue with
their work. I continued to give notes and work with them, but
I will never know if my contribution would have been greater
or if I would have been able to tidy tiny last minute details had
I not been tired and distracted by the costumes and lighting.
On the positive side, this graduate project was to
be a learning experience for me. By circumstances combining

as they did, I did much more on the set, lighting, costumes,



and props than usual. That means I learned more about each

of those areas than I would have had they gone flawlessly.
Looking back, I can honestly say that if I were to

begin the project again I would probably do the same things

I did the last time. Most of the time those procedures

would lead to a well-coordinated show with all members of the

technical staff fully aware of the concept we were all working

to present. But I've also learned that when your best efforts

to anticipate problems and set up good communication fail,

all you can do is pitch in and do the best you can.
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JOURNAL

JESSE AND THE BANDIT QUEEN

Tuesday, July 31, 1984.

First rehearsal. Read thru with Bill and Laura.
We talked about concept, structure and archetypal symbols.
Got their conflicts so I could make out a rehearsal schedule.

Sunday, August 5, 1984

Second read thru. Discussed characterizations.
Broke script into scenes and named them. Handed out
rehearsal schedules. :

Tuesday, August 7, 1984

Blocked scenes 1 through 3. After initial blocking,
ran it for continuity. The amount we planned to cover fit
neatly into the three hours allocated.

Thursday, August 9, 1984

Blocked scenes 4 through 7, ran them. Went back
and ran 1 through 7 for continuity. All goes smoothly.

Friday, August 10, 1984

Blocked and ran scenes 8 through 10. There was
no time to go back and run through sceéenes from earlier
rehearsals, but we accomplished exactly what we were
scheduled to do for today.



ii

Sunday, August 12, 1984

Blocked and ran scenes 1l through 13. I'm keeping
all blocking in my own script as well as asking the stage
manager to rccord it.

Monday, August 13, 1984

Had a costume meeting with Kenda Slavin. Made a
specific list together of items, colors, etc. Blocked
and ran scenes 14 through 16.

Tuesday, August 14, 1984

Finished blocking the show with scenes 17 through
19. There has been a slight rearrangement of platform
levels which will necessitate some re-blocking.

Thursday, August 16, 1984

Changed rehearsal to 11:45 - 2:45 for the actor's
convenience. Re-blocked necessary parts of Act I, then
worked on character transitions and physicalizations.

Monday, August 20, 1984

Worked a few spots on Act I, then reblocked Act II.
All is going well. We have missed the stage manager who
went on vacation with the prompt book in her possession.

Tuesday, August 21, 1984

We ran scenes 1 through 3 off book, then immediately
ran them again for memory imprinting. Added rehearsal
props. Actual props were due today, but are not available.
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Wednesday, August 22, 1984

Ran scenes 4 through 7 off book, then ran them again.
Added props. Manipulation of costumes and props can make
or break us. We began yesterday using rehearsal costume
pieces, too.

Thursday, August 23, 1984

Off book on 8 through 10. Laura and Bill are
amazingly reliable about having lines down when planned,
and letter perfect. We need our actual props and costumes,
but are making do with fakes.

Friday, August 24, 1984

Off book on scenes 11 through 13. Props are partially
coming from Lincoln's theatre department. They cannot be
picked up until next week.

Sunday, August 26, 1984

Scenes 14 through 16 are now memorized and props
added. A few minor adjustments had to be made in the
transition from imaginary objects to real ones. If I
did this show again, I would use rehearsal props from
the first blocking rehearsal, and rehearsal costume pieces
as well. Few shows are so reliant on manipulation of
objects as this one, and it is virtually impossible for
three people to mentally place and move them with unfailing
accuracy.

Monday, August 27, 1984

The entire show is off book. All prop and costume
blocking is complete. Physical distinctions between
secondary characters become clearer each rehearsal. The
last week has reinforced my belief that the department
needs a movement class. My performers are agile and
quick to learn, but are not equally experienced in "stage
choreography." However, we did get the physical business
worked out satisfactorily.
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Tuesday, August 28, 1984

Went over rough spots which needed special attention.
Ran Act I for continuity. Worked on internal pacing of the
act. We need actual costumes badly for timing purposes. We
can't get any secure flow until we know whether the costume
manipulations which occur on almost every page or two, need
to be tightened or stretched.

Thursday, August 30, 1984

Run Act II for sequence and flow. We are right on
schedule in character growth. The music underscoring for
the end of the act will need to be added before we can
finalize the timing there.

Sunday, September 2, 1984

Running the show with no stops and no prompt on
Act I. The real props have arrived and are marvelously
helpful. We worked clean-up, especially guarding against
making the Jesse/Belle scenes all anger.

Tuesday, September 4, 1984

Act II today with no stops, no prompt. No problems.
Worked on weak spots, especially making Zee bitchy, not an
appealing victim. It is increasingly frustrating to meet
such passive resistance from the costumer.

Thursday, September 6, 1984

Ran the show. All goes well. The lights are not
completed because the board has six dimmers inoperative.
The design for 24 must be reduced to 18. We can't test
because the board isn't installed.



Saturday, September 8, 1984

No actors. Lights hung and focused. Board smokes,
sO we can't test too long. Bob says to go ahead and use it.

Sunday, September 9, 1984

Dry tech was lengthy. Lighting designer came in
with no design, no cue sheets. Actors had a fast line
through in a dark room. We tried to do a cue to cue for
lighting, but operator asked to stop until he could practice.

Monday, September 10, 1984

No actors. Board operator could not decipher his
notes from Sunday. I came in with Mike Brooks and an outside
board man and re-designed the cues from scratch. Designer
has resigned.

Tuesday, September 11, 1984

Board operator felt the cues were too hard. I
re-designed them to be simpler, and for more help from the
second person in the booth, the stage manager. Color
coded the dimmer movement so each person could easily
distinguish his own plan.

Wednesday, September 12, 1984

Board operator lost the only copy of the lighting
cues. This is technical dress rehearsal. I sat down
and spent four hours rewriting them. "Curtain" was 30
minutes late. Costumer has yet to finish costumes. I
will take over. Bill will buy his own hat. Technical
problems are keeping me from final direction of show.

I am working cue to cue with the lighting people before
and after shows. The lighting will not be as'hoped, but
we need to strive for adequacy.
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Thursday, September 13, 1984

Dress rehearsal. The show is technically weak in
the area of lighting due to operator errors. It throws
the actors off when they have to walk into darkness or
have light changes occur out of sync with character transi-
tions. Had the lighting gone smoothly and not pulled my
time from directing, the show would have been even better.
I almost wish we had done it with lights on, lights off.
The acting is too fine to spoil with sloppy lighting.

Friday, September 14, 1984

Opening! I went in and spent the three hours before
curtain personally completing the costumes. The show went
very well. Bill and Laura were outstanding. The audience
seemed to follow the show well, laugh in the right places,
and enjoy themselves. Afterwards, people were most compli-
mentary.



Barbee Davis,
Director, Jesse and
-the Bandit Queen
September 4, 1984
List of Sound Cues

ALBUM ORDER - MUSIC OF THE OZARKS

Side One
Bunker Hill (Inst.)
Down In the Arkansas (Vocal)
Flop-Eared Mule (Inst.)
Harrison Town (Vocal)
Banks of the Ohio (Inst.)
Angel Band (Vocal)
Utah Carl (Vocal)
Wildwood Flower (Inst.)
0ld Bell Jones (Vocal)

Side Two
Bright Morning Star (Vocal)
Guitar Medley (Inst.)
Trail to Mexico (Vocal)
Run, Johnny, Run (Vocal)
Knoxville Girl (Vocal)
Cripple Creek (Inst.)
The Arkansas Traveler (Inst.)

PRESHOW

Bunker Hill (Inst.) 1l:14

Knoxville Girl (vocal) 3:09

Guitar Medley (Inst.) 2:00

Carry Me Back To 0l1ld Virginia (Vocal) Cut 1 on Diamond Studs tape

Jesse James (Vocal) Diamond Studs tape

Cripple Creek (Inst.) 1:15 ,

Bright Morning Star (Vocal) 3:40 Taped from Running For My Life
Add a break before the last verse

INTERMISSION

Wildwood Flower (Inst.) 1:32

Harrison Twon (Vocal) 2:32

Flop-Fared Mule (Inst.) 1:04

Angel Band (Vocal) 2:26

Northfield, Minn. (Vocal) Cut 9 on Diamond Studs tape. Use music
through "Been On the Job Too Long."

Bunker Hill (Inst.) 1:15
Cripple Creek (Inst.) 1:15
Jesse James (Vocal) Diamond Studs tape

END OF SHOW

Bright Morning Star (Vocal) Running For My Life. Under end of Act II

Arkansas Traveler (Inst.) 3:14 1st verse 35 sec.
Jesse James (Vocal) Diamond Studs tape to "Oh, where are
Wildwood Flower (Inst.) 1:32 our dear fathers,"
Guitar Medley (Inst.) 2:00 which is 5 sec. intc

verse two
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University of

Department of Dramatic Arts
Nebraska Omaha, Nebraska 68182-0154
at Omaha (402) 554-2406

College of Fine Arts

Dear Theatre Friend,

Preparations have begun for our 1984~85 University Theatre Season
and as a past supporter of the UNO-Dramatic Arts Department, we wanted
you to be the first to know about our season line-up:

Buried Child by Sam Shepard October 19, 20, 21, 26, 27, 28
Bums in Dumpsters by Douglas Marr December 7, 8, 9, 14, 15, 16
Under Milkwood by Dylan Thomas March 1, 2, 3, 8, 9, 10
The Robber Bridegroom with book and lyrics by Alfred Uhry
and music composed and arranged by Robert Waldman
April 19, 20, 21, 26, 27, 28

Our new brochure should be at your home soon, but in the meantime we
want you to know about our Pre-Season Special.

We are pleased to announce the opening of Jesse and the Bandit Queen
by David Freeman on September l4th and continuing on the 15, 16, 21, 22,
and 23rd at 8:00 pm in the Studio Theatre, Arts and Sciences Hall, Room 214.

Director Barbee Davis has cast William Lacey as the bankrobbing
Jesse James and Laura Marr as Belle Starr. Ms. Davis describes Jesse
and the Bandit Queen as a "'funny, entertaining and touching look at the
difference between the myth and the legend of desperado Jesse James and
the infamous Belle Starr." Jesse was transformed into legend through his
daring bank robberies; especially his unsuccessful attempt in Northfield,
Minnesota. Belle, heroine of the lurid dime novels of the old west, was
often billed as the female Jesse James.

The Theatre Box Office will be taking reservations for Jesse and the
Bandit Queen Monday through Friday 12:00 until 5:00 at 554-2335. Our
1984-85 season tickets will also be available at this time. We are happy
to offer this Pre-Season Special at no additional cost when you purchase
a new season ticket.

General Season $12.00

Faculty/Staff $12.00
Student $10.00
Senior Citizen $ 5.00

We look forward to seeing you this year at UNO: A Live Theatre!

Gt
gin Gayle Lewy;fW/

Business Manager

University of Nebraska at Omaha University of Nebraska—Lincoin University of Nebraska Medical Center



AUDITIONS!: AUDITIONS! AUDITIONS.

The UNO Theatre Department announces auditions for the fall Studio Theatre

production of Jesse and the Bandit Queen by David Freeman. They will be

held at 7:00 p.m,, Monday, June 18, 1984 in the Studio Theatre.

The play will run Friday, Saturday and Sunday evenings, September 14, 15, 16;

and also September 21, 22 and 23, Performances will be at 8:00.

Jesse and the Bandit Queen is a series of sketches about Jesse James and

Belle Starr and the myths surrounding them. The governing concept concerns
the perception of reality, Action takes place on several levels: there
are scenes which seem to be encounters between Jesse and Belle, but the
reality is that they never met. Their scenes are projections of fantasy

as to what the relationship would have been if, indeed, they had been the

famous lovers the penny dreadfuls made them out to be,

Each character plays a number of roles, but they are not merely the usual
switches of character. As Belle plays the other people in Jesse's life,
she portrays them not as they were historically, but as she imagines they
were from her understanding of the effect they had on Jesse's life. Her
own prejudices color her portrayals. Jesse also shows how he sees those

who have been a part of Belle's life.

If you are interested in participating in this exciting project which

will be done as a graduate project, please mark your calendar for auditions.,

Barbee Davis,
Director
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Jesse and

the Bandit Queen

A PLAY IN TWO ACTS

by David Freeman

No part of this book may be reproduced, stored in a retrieval system,
or transmitted in any form, by any means, including mechanical,
electronic, photocopying, recording, or otherwise, without the prior
written permission of the publisher.

SAMUEL FRENCH, INC.
25 WEST 45TH STREET NEW YORK 10036
7623 Sunser Bourevaro HOLLYWOQOD 90046
LONDON TORONTO



CopyriGgHT ©), 1976, BY DAvip FREEMAN
ALL RIGHTS RESERVED

CAUTION: Professtonals and amateurs are hereby
warned that JESSE AND THE BANDIT QUEEN
ts subject to a royalty. It s fully protected under the
copyright laws of the United States of America, the
British Empire, including the Dominton of Canada, and
all other countries of the Copyright Union. All rights, in-
cluding professional, amateur, motion pictures, recitation,
lecturing, public reading, radio broadcasting, television
and the rights of translation into foreign languages are
strictly reserved. In its present form the play is dedicated
to the reading public only.

JESSE AND THE BANDIT QUEEN may be given
stage presentation by amateurs upon payment of a
royalty of Fifty Dollars for the first performance, and
Thirty-five Dollars for each additional performance, pay-
able one week before the date when the play is given,
to Samuel French, Inc., at 26 West 46th Street, New
York, N. Y. 10036, or at 7623 Sunset Boulevard, Holly-
wood, Calf. 90046, or to Samuel French (Canada), Ltd.,
27 Grenuville Street, Toronto M4Y TAI, Canada.

Royalty of the required amount must be paid whether
the play is presented for charity or gain and whether or
not admaission is charged.

! Stock royalty quoted on application to Samuel French,
nc.

For all other rights than those stipulated above, apply
to Bridget Aschenberg, International Creative Manage-
ment, 40 West 67th Sireet, New York, N. Y. 10019.

Particular emphasis is laid on the question of amateur
or professtonal readings. permisston and terms for which
must be secured in writing from Samuel French. Inc.

Copying from this book in whole or tn part is strictly
Jorbidden by law, and the right of performance is not
transferable.

Whenever the play ts produced the following notice
must appear on all programs, printing and advertising
for the play: “Produced by special arrangement with
Samuel French, Inc”

Due authorship credit must be given on all programs,
printing and advertising for the play.

Anyone presenting the play shall not commit or authorize any act or
omission by which the copyright of the play or the right to copyright
same may be impaired.

No changes shall be made in the play for the purpose of your pro-
duction unless authorized in writing.

The publication of this play does not imply that it is necessarily
available for performance by amateurs or professionals. Amateurs
and professionals considering a production are strongly advised in
their own interests to apply to Samuel French, Inc., for consent be-
fore starting rehearsals, advertising, or booking a theatre or hall.

Printed in U.S.A.
ISBN 0 573 61108 4




“Jesse and the Bandit Queen” was presented as a
staged reading at the 1975 National Playwrights Con-
ference of the Eugene O’Neill Memorial Theater
Center.

“Jesse and the Bandit Queen” by David Freeman
was presented on October 3, 1975 at the New York
Shakespeare Festival/Public Theater by Joseph Papp,
associate producer Bernard Gersten. The production
was directed by Gordon Stewart with settings by
Richard Graziano, lighting by Arden Fingerhut, and
costumes by Hilary Rosenfeld, production stage man-
ager, Penny Gebhard. The original cast was as follows:



THE CAST

BELLE ............ Pamela Payton-Wright
JESSE .....cciiiiiiinnn.. Kevin O’Connor

The roles were later played by Dixie Carter and
Barry Primus.

The play takes place in Missouri, Kansas, and the
Indian Territories from just after the Civil War till
the early eighteen-eighties.

There’s been no attempt to write western dialect. The
characters are from Missouri and speak in the flat
accents of the western prairie.
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(Stepringdewn—stepping down_from the picture S
-and-onto--the- state.)~Actually, I never plan- £
ned to be no bank robber, but a soldier. It '
just happened. That's the thing, you think /-
you're planning your life, doing what you - N ‘_{hj«
want to, and everybody gets it wrong. \(Slts Py T
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BELLE. Jesse, When I wasn't pretending to M.’
) L be the desperado of the stage coaches, I "~ 5(,
[l res A LA wore a crisp white blouse and me and Venus — s
Y and little Jesse, we took in the races, the A =
A8 24 SIS SUT IS circus and the county fair. Except for the oA e R
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Jesse and the Bandit Queen [ .. .. o
ACT ONE :

As the house lights dim, we hear a recording of “Bright

Morning Stars.” The lights come up, faintly re-

SRR vealing a desolate place on the open prairie. 4
M , few platforms divide the Stage. A picture frame,

N ; I about thirty, sits at a small pmano, pitrgmg-so'ftly

N along with. the lastof-“Bright-Morming Stars”

She wears a long velour cape. BELLE s an attrac-

tive woman, but a little hard. A woman who has

kicked around a bit. On the other side of the

Stage, JESSE, a few years older sits in a rocking

chair, considering his stomach. He wears a hat,

leather jacket and -chaps- He has his feet up; he’s

~ L reading The Police Gazette. The sound fades out.
e e - BELLE continues to play as JESSE speaks.

T e Jesse. (Calling Off Stage.) All right Zee, 1 said T'd

S AU R C straighten the damn picture and I will. Whyn't you

ol e make us some more pancakes Zee. {BELLE stops play-

! - =tng. JESSE addresses the audience.) Why anybody who
J/z&\}_}(.‘—' o _lives out in the country needs a picture of the country

b e \ is beyond me. You could just look out the WlndOW.......,i
) L (He goes back to reading The Police Gazette as the

{/ e o \lzghts dim on JessE and brighten on BELLE.)

. LT» g talks to the audience.) I regard myself as a woman
/L L= { ’ who has seen much of life. I’ve learned from some of
g : ’ it, remained blind to much of it and I guess just
watched the rest lurch past me. I've always expected
the worst from people and I have rarely been disap-
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i v‘,\‘z A slightly askew, hangs above. On one side, BELLE, L1
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6 JESSE AND:" THE BANDIT QUEEN

pointed. The first, and the first is always the worst,
was an instructor in history at The Carthage Female
Academy, board and lodging, 4en dollars a month. He
taught history and we made«a little-betiween lessons.
Or at least it felt like making history. I was eleven.
He was, I don’t know, twenty, twenty-one. All he ever
B 'k/ sald was “I can’t keep my hands to_myself.” And he

ACT I

\ % 4 T couldn’t. He truly, truly could not. T had a horse that
A et I loved more than any man. A mare, a brown and
b white mare. I called her Venus and she was better to

~..me than I ever was to her. I was never proud of what
happened to my babies and when Pearl run off, and

‘ Little Ed come at me like that I just got on Venus and
MLCL, w_. rode away{ I wore my lavender dress draped in black
¥\ fringe and with a plume in my hat and a riding crop
=" at my wrist, dangling . there. (Rises and pulls a
),‘L" gun out of her cape.) Ewcept for’ the gun I always

ke ]

S I
1 &
g

cked into the folds of my skirt, I was one first-class % ¢ 7¢

N U/ *_{ " lady.’ (The lights fade on BELLE as—she-crosses—Hown——

S 1 ot _ Left-and come back up on Jessk still in his rocker.)
2 ~LL { JEsseE. Fat now, yes fat. But oh once. All right Zee,
' [ T’'m doing it now. (stzng, removing-hrshat, and walk-
L N ing to the picture frame, about to straighten it.) Could
t\’ / spend the rest of my life straightening up this house.
'L U/ _~Why anybody who lives out in the country needs a
plcture of the country is beyond me. (BELLE as Bobby

by

an
;1/

’

A~

.,,g,. gun being cocked jand turns to jace BELLE.) Little
Bobby Ford. TT1I have to be a bullet in the back son,
SN 7*#

})’t/ \¢, Ford points the gun at Jesse’s back. He hears the

and there’ll be no praise for you. No glory, no honor
for little Bobby Ford. (Jesse turns back_ touard the

= v, picture, presenting his back to BELLE..She moves
4;.,,*‘ { quickly Up Cenler toward Jussk, ”droppmg the gun
weoy to her szde JESSE spins back around as the lights
S change sharply. He has become BELLE'S son Ed,
P threatening her with a knife.)
<« BeLLE. (4s herself.) Eddie. Don’t. My little baby.

My only son, I'm so sorry. You have to go away now.
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acr 1 JESSE AND THE BANDIT QUEEN 7

You have to forget about all of that. Eddie, you mind

yvour mama and put that down. (JEsse hands BELLE

the knife as she hands him the gun. BELLE moves Down

Center into a pool of light and addresses the audience. _

JESSE puts the gun into his holster and turns back to_ !

the picture as himself once again.)i It amt fair. It ~Z7 0
aint true and it aint fair. Never with Ed. Never. With

a lot of them, oh lord, a lot of them, but never with .
my own baby. (Putting her knife into her scabbard.) < X CC
I might of made a mess . with my babies, but at least

I tried with Jesse. Just like my babies though, couldn’t

live with him, and couldn’t live without him. I gave

my name to everybody only nobody wanted it except

Mr. Richard Fox of The Police Gazette and he just

()

made up a lot of garbage. I guess I added to the
confusion but at least it was something. It was more
—_ fun being written up in them magazines than never
being wrote up at all, (The lights go out on BELLE

M
\./\ and come up on JESSE, still at the picture. BELLE

.~ crosses behind the piano, removes-ker cape-ard-bedice;-
ard-hamgs-tem-onher-coat tree’)

Jesse. (Addressing the audience.)(S‘;ceen years of

making history and little Bobby Ford was the best
they could do. All them Pinkerton men with their
squads and staffs and long guns and little Bobby Ford

was the winner. (Walking back toward the rocker——

area.) What the hell do I care about pictures on a

v+ wall. (Removing his jacket and hanging it on the

i~ U rocker.) 1 was dusting it or straightening it or some

N damn thing. (Removing his vest and hanging it on his
s coat tree.) Zee was cooking and getting ready for the

y v Howards to go to Church. (Sits in rocker.) That was
¥ our name, Howard. Zee was always worried I'd get
arrested if people knew our name. Course we had
. ~monogrammed everything. J.J. sewn into every damn
N + thing in the house. Bobby Ford. He used to work for
v me. Nice kid. Stupid. (Removes his boots.) I never

believed that story about the governor paying him

~ ~ "('(“"7‘ B
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810,000 or whatever. How the hell would that pimply
faced dodo ever even meet the governor let alone make
a deal with him. I always thought what he” wanted
was to get his sneaky little hands on my wife’s ass.
I was the same way with Belle when I was his age.
(Rusing, picking up his hat from the desk. At the first
mention of her name, BELLE moves into the piano
area, picks up the shawl from the-back-ef-the piano
and puts it on. She sits at the piano.) Hell, when I
: ) C got older too. Couldn’t keep my hands off her from the

R daﬂmet her; ‘-ﬂa“'” 20 r\*L,,x, JC; LIITE.
. SN - L/ FA(.

: /&/ (The lzghts dzm on JESSE and come up on BELLE at

— the piano. She struggles with a passage from a

Mozart sonata. It s sixteen years earlier and
BELLE s seventeen. She is alone in her father’s
/,2,1 77 Inn in Missouri. JESSE moves quietly toward
=~ “>  BELLE whose back is to him, carrying_his boots
and._wearing his_hat. He’s young and raw, about
her age. He Leeps his dzstance fora moment)
. { “ ) AU N L, : LGt
, st BeLre. (Still piaymg) Who's there? | (Pause.) Who
A is that?

o . JEssE. (Removing his hat.) Me.
S o MY BreLie. (Stops playing and turns to look at JESSE.) -
11t ij Who's me? (JEssE tosses his hat on the Down Center 7 B

,‘Cgfv’ platform. He does not answer.) Cat got your tongue? '
i v ‘JEssE. Your audience. (He applauds with his boots.)

= ; —L ‘*t’ BeLLE. T don’t remember selling no tickets.

’V‘JrLL JESSE. (Moving towards BELLE.) May el don

A need no ticket. T L

N Berre. Then again, maybe you do. f You don’t even
know what I'm doing. (She plays the same piece
again.)

S < JEssE. Then you aint much of a player, are you?

I\ 4% 1. .21 £ BELLE. (Stops playing.) You staying here?

L ; JEssE. (Crossing Down Left.) You seen us ride up.

At ol Broie, (Turning toward Jesse.) Well this here is
\J A - prlvate quarters. Guests stay in the parlor—

20 ;S e R SR
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act 1 JESSE AND THE BANDIT QUEEN 9

Jesse. (Imitating BELLE'S father.) Or in their rooms
or in the stables.

Ve 12 BELLE. (Giggles.) You talked to my father, huh?

4rssE moves closer to BELLE, enjoying the joke with
her. BELLE stops laughing, nervously turns back to the
mano, and continues playing the same piece.)

JEssE. (Moving Left of the piano.) You know how
to play anything but that one song? (BELLE plays a
different passage of the sonata. It is much faster and
louder. She plays it well, obviously showing off.)

BeLLe. (Still playing.) What happened to your
friend? LT ) da e sy R

Jesse. (Crossing behind thé pidno.) You probably
been watching for us since we was three miles up the
road.

BeLLE. So? ( En~T )

JussE. Don’t blagg 370}1;. ¢JEssE puts his boots on
the back of the piano.)

BeLLE. (Stops playing.) You make so much noise
what do you expect? Your friend’s a gentleman. (She
throws his boots on the floor Down Right of the
piano.) Not like some people I could mention.

JessE. (Quickly picking up his boots and carefully
placing them Center on the platform.)—Gentleman?
He’s my cousin Cole and a goddamn fool.

BeLre. Cole what?

Jesse. Cole Younger.

BeLLE. (Teasing Jesse--a little.) Well I like him.
He was real polite.” Maybe I'll just go and see if he
likes music. (She rises and walks Down Right as if
to leave.)

JEssE. Where’d you learn to play that?
BeLLe. (Stopping.) School.
JEssE. Bullerap.

Toen BrrLE. Watch your tongue.

JEssE. Where'd you ever go to school?
BreLLeE. Carthage Academy. (She starts to leave
again.)

1\’,_{ .
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Jesse. (Crossing Left of the piano.) 1 could play =
Fhis thatthing. 1w -
BeLLE. (Stopping.) Yeah, and you could probably S A
fly too. 1)
IRV Jesse. If you could play it, I could play it. , ., oot i /
o ¥ BeLLe. You don’t even know what itis. . é«»v‘-‘
&t L EssE. I do. Lo e e
}‘ - SH *BeLLE. Name it. 5\1& . ,;c A X
A~ JEssE. Piano. \,/ .
BeLLe. Nope. Wrong., sz {ez.6.3 \.,‘4 ST ‘f:?
Jesse. Bullerap. (BELLE wallcs-ﬂR%ght«e)f éhe«»pmm
keeping some distance from Jesse.) That’s a goddamn
piano. I seen one before. Better than tket:-too.
BeLLE. This here is a big bass drum. %\5
JEesse. Piano.
/BEeLLE. Can you play it?
Jesse. That don’t mean I don’t know what it is.
BeLLE. If you can’t play it, how do you expect to
now what it is. (-She—hﬂnds—hm—hwboets he ignores
her.)
JessE. 1 aint going to stand here and argue about if
a piano is a piano. .
ELLE. Can you? T S L S FEaRN
Jesse. I could learn it. Show me how (He sits at 4
the piano.)
BeLLE. Maybe I will, maybe I won’t. (JEssE bangs = . 3
on the keys. BELLE drops hzs boots on the floor.) Do . - N
it easy. 4 A TN N APE SN R S . ‘ P
JESSE. (Stops poundzng) You said it was a drum. 7 e« rer by Lo
(They both laugh.) A AR e e
eLLE. Easy. Play on it like you liked it. (JmssE
gy _plays randomly, more gently this time. BELLE inter-
( rupts him by taking his hand and placing his finger
Ju,bﬁ“"" on middle C.) This here’s middle C. (BELLE guides
_ JEssE’s finger over the keys.) Everything goes up or R
J,L«“‘“‘ down from that. Great. You’re a born genius. (JESSE 5 , ¢ T L et
rises, offering BELLE the stool. She accepts.and JESSE ="~ {re &
quickly sits mext to her. It startles BELLE, but she
proceeds teaching him the scale, again gquiding his Lbed -

« L :
f SA— /{ L G



actr 1 JESSE AND THE BANDIT QUEEN 11

finger. JESSE tries to put his arm around her. She I
resists but JESSE 18 persistent. He tries to put his hand 7 ‘
on her crotch. BELLE rises, hitting him.) You just cut NI SR oo .
that out. You don’t know nothing about it. You're just y ; AL

ignorant.
Jesse. (Indicating her crotch.) I know where to fc \—P“J fld
find middle C. (BELLE starts to leave again but JESSE e e
7 2t O ch /\#., B

i I

4 """(‘ o blocks her way.) What's your name? AL ¢l ALEET I

4 U;‘f"{, ?ELLE.YBGHIE%.  his olace? ﬂ'fﬁ AT I A N At qu

7 UA,Lf ESSE. You live 1n this place? = _ s

c BeLre. Do I look like a paying guest? "‘““"‘“”“”L’Lf'("“"

g L /J ESSE. You're a smart ass. > ,g AR Sy =
PR BeLLE. Well, you come into the living quarters where T

U,, '“’A §_you aint qupposed to be and then yell at me for being Y G
j@ where I live. (BELLE ¢ries to get by himJussE blocks S “oa f(

her again.) At
. JessE. I'm travelling. We're going to Kansas. h—LL e

¢ B BeLLE. So? Lots of people travelling to Kansas ; LT

#7"% . come through here. - / T
i JEsse. To join the army? /e

,.U“.; L f‘ .~-BELLE. War’s over. Slaves been freed. Or aint you ~ £

#7) =77 heard? B IVUE S . O

n b JEssE. It aint over for me‘/ There s still Yankees out ) /-

A ;"“ th%'e shocl)\t%lng at our people. You know that? /b_,.;-_gL

AT ABELLE. No i

> ol o4 Y JEssE. You ever eer of Captain William C. Quan- /',.éb*‘*’k

T e L

.2.& BeLLe. No. /
~"N JessE. Well you should have and you will. We're "LL"Q-’ Lyt
going to do some shooting back. (Hecrosses—to—his Ay P e
e beots—and~picks-them~up.) I'm Jesse James and I'm Jofe et

ti v going to set this country on its ear. P
J lL‘g‘v Berre. Then you aint going.to be here long. B .'L‘ Y]
(IR JessE. (Moving closer to her. "I:Urrg enough. , L
2w U Beuue Fgot to go. (She crosses Up Right and stands e oL
._C‘)}.“" A\ next tothe end of the platform.) ~tO 23~ wyel v N
< ¥ ¢ _ JessE. Hey Belle. Wait. (He follows her for a short "+ 1w
()\%’ distance then crosses back to the piano.) Well dmg
/dong bell. Drum? (He plunks middle C with his boot. )

.c

‘1“'
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Bullerap. (The zg&z_fs change suddenly, leaving JESSE

m a special Peownstage of the prano. He's older now.

In his early thirties again. He addresses the audience
while examining his boots.) Boots are the thing. High
ones, hand tooled and with silver heels. Boots make
the difference. Billy said to me “You want to ride
with me, you got to have the boots, or you don’t travel
with Quantrill.” (He sits on the piano stool, putting
on his boots.) The fighting was maybe over for the
rest .of them, but me and Billy, we kept up our own

said. Billy Quantrill was the truest, most amazing man

;( vwar, and to Hell with the army. That’s what Quantrill
't 1

A
1%
e

_~Fever knew. (Rises, crossing Down Stage.) When the

country tried to crush him down, he just talked to

God and went out and started his_own country.:(There
s a sudden change of lights. JESSE spins Up Stage and
snaps to attention. He is young again—the age he met
BeLLE. Simultaneously, BELLE crosses Right of the
Down Center platform, putting on Jesse’s hat. She
has tied her shawl in a baldric-like manner, becoming
Quantrill, fiery and messianic. She steps up_onto the

.\ platform, addressing JESSE.) = ——e"

*4 BEeLLE. Face the truth son, win and you're a God,

lose and it’s a license for ‘em to hunt you down like
a dog. We will rise up boy, like Lazarus gone from his
grave. Son, face it for the truth it is: the South is
lost— (Crossing Up Right on the platform.) but the
western empire is before us. Pristine and untouched.
(To Jesse.) Bluecoats tonight. You understand?

Jesse. (Saluting.) Yes sir.

BELLE. Smart, huh. Good. (Pacing to the Center of
\t‘he platform.). “He that walketh with wisemen shall
\be' 'wise:— (To Jesse.) but a companion of fools

§~ ++" shall.be destroyed.” Proverbs 13:20.

~JESsE. (Saluting.) Yes sir. (BELLE paces Up Left

“"on the platform.) The country is gone mad and only

you can set it right.
BeLLe. We will be as gods to the people. You will

/
Z {*'VG_J_,L,/”
d ) W



acr 1 JESSE AND THE BANDIT QUEEN 13

have a pair of riding boots, of marching boots, and
they will make you a man of mine. {She—crosses
Right:)

JEsse. Yes sir, Captain. I am ready for your order.
You are the leader and my only dream is to be your
lieutenant.

BeLLE. (To Jusse.) Sweet little Jesse. (Jesse as-

, b +~ sumes an at ease position.) You are so pretty. So very. . .

pretty with your pouty little mouth.\I know just how
you can save your country, in your own special way.
(BELLE steps off the platform walking toward JESSE.)
i JESSE. Yes sir. Thank you sir.

--BeLLE. Boy, you know what a decoy is?

Jesse. Like wiping out a Yankee?

BerLLe. Close enough. You ever play dress up?

JESSE I don’t think so. (BELLE puts her shawl on -
JESSE)\\»‘;«*( - f‘« T TP IR BN ST ,-uf

BeLLB! There. That’s dress up.

Jesse. Sir, I feel kind of stupid. (BELLE removes
her knife from her scabbard and hands it to JESSE.)

BeLrLE. That'll help you feel more like a man. We're
going into town tonight, and you’re going to stand in
the shadows smelling of perfume. (She ruffles JESSE’s
hair and starts to leave. JeSSE looks at the kmfe
a moment, unsure what to do with 1t.) /e

Jesse. Where'll T put it? Y

BeLLE. (Stopping.) Where ever it fits. \ NP2 S A

—_———

%/{l_;‘_ A LS N ,(éQ N VRS W v
w =

.

(BELLE turns and walks Up Center leaving JESSE -

Down Center as. the-lights fade to night-time.
LBELLE removes iESSE s hat and puts the blanket

g -="from the -platform arqund, her . .
shoulders. She crosses Down Feft ds'a Union

Soldier and squats down trying to keep warmg

JEsSE, as a Young Girl, notices her and turns
) away, disguising himself with the shawl.)

JESSE Hey. Soldier boy. Hey there. You.

Ko Ao s(/

/
-
A



14 JESSE AND THE BANDIT QUEEN  AcT 1

BeLLe. Well goddamn. What we got here?
JessE. Nice night fora walk. -
BeLLE. (Ristng.)~That aint all it’s a nice mght for
JEssE. Lonely night. Don’t have to be.
BeLLt. (She inches up behind JEsse.) Suppose you
Q\/St tell me what has to be.
JessE. Depends on what you want.
\ U‘w BeLLe. (Laughs, getting closer to him.) What are
\‘ you doing out by yourself, little girl? (BELLE pinches
w i JEssE; he pulls away, moving further Down Rght.) L
1)‘(' R J ESSE Just trying to earn a living.
/ BeLLE. (Staying close behind JEsse.) Well now, we
can’t let a sweet thing like you go hungry. (BELLE
tries to feel a breast; JESSE resists.) Let’s have a little
sample, then maybe we’ll buy the lot.
< JEssE. You don’t have to buy. I got a present for
. you.
—_ BELLE ;And I got one for you. (BELLE spins JESSE
Yoy around’ and realizes that he is a man. JESsE draws
‘ the knife and plunges it into her. BELLE screams and
A 7.~ falls motionless into JESSE’S arms.)
T Ty Jesse. By by, soldier boy. (The stab has driven

Rt

m;‘,f,'i,_— them Center Stage where they fall onto the Down

/

S
a0~
a }‘

‘..J

»

the kmfe out of BELLE as the lights bump to@morning>

RS @ . Center platform. JESSE is on top of BELLE. He pulls
. N

Tt 7s a few years later and both are in their early | |39

. ‘-‘ 0 LLtwentzes They are relaxing on the platform.) That’s

what Quantrill and me and the others done all over
)4/ q’ Missouri. He was dead at 28. But we did it. We surely
did it. No matter what anybody said though, I never
: took to perfume.
T . BeLrLe. The hell you didn’t. Dresses was the part
" You liked the best. You keep playing soldier boy, you
“‘won’t even live as long as Billy.
JEssE. I only did it because I was good at it and I
loved the surprise on their faces.
BerLeE. If I'd known you liked dresses back when

IR

7oAl .
ﬁ, L

J,__,
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acr 1 JESSE AND THE BANDIT QUEEN 15

you come through Carthage,

couple.

JEssE. I got what I wanted back in Carthage.
BELLE I didn’t know you was going off to fight a
wwar in a dress. Did you and Billy ever argue over who
“got to wear it? (She laughs.)

I'd have given you a

JesseE. Me and Billy was fighting a war. You was
off parading around with my cousin Cole not caring

about anything.

BeLLe. (Sitting up.) I was so hot to get out of
Carthage and that goddamned hotel, I'd have gone off

with any dog that asked.

JessE. So you went with Cole. Figures. You could

have waited for me.

BeLLe. And I'd still be waiting. I didn’t do nothing
but sit around that place all day and play the piano.
When my father found out I had Cole’s baby, he tried
to kill mel You should have come to me then Jesse.

You should have come.~}#/
" Jesse. I had a mission.

R NS
e and Billy was going to

change the whole country around. When we won I was
going to get Montana for my own. (Lays baek;-arms

ding—the-knife-straight-wp.) Billy was
going to make me king of Montana.

BeLLE. (

FPatirg—the—knife; laughing.) Instead he
made you Queen of the Night.
Jesse. (Sitting up.) Billy taught me to be a soldier.—— -

Right out on the prairie. Nothing for a hundred miles,
then all of a sudden this little wooden town of Law-
rence. We come in like devils off the desert. “Kill
every man, burn every house.” That’s what Billy said,
and that’s sure as hell what we did. It was in every
newspaper in the country. In Chicago, it said we killed

over two hundred.
BeLLE. (

Jesse. Billy must of done that many his self. He'd
be spouting the Bible while he was burning the Church.

i

Puttingthe kmife—back—inher-scabbard-)
You can’t even count that high. Did you?

AL e /kL

; /\2.}{4



16 JESSE AND THE BANDII' QUEEN  acr1

Quoting Shakespeare and raping the school teacher.
I seen him grab a little blonde headed girl. Nine maybe
ten years old. Ripped her dress off and yelled “I will
lead them in paths they have not known.” (Throws
the shawl on the floor.) And he done it to her right
there on top of her brother’s corpse. He kept screaming
“I will make crooked things straight.” When he was
done, he made that little girl say “Isaiah 42:16.” She

o /fnever even knew what it meant.

f

BeLLe. (Picking up the shawl, a little upset.) By

shawl on the back of the prano.)

Jesse. When we come riding in with Billy waving
his black flag, I could see the heat coming up from the
streets, like a vision on the prairie. We just leveled it.

BeLLE. (Standing Right of the piano.) You call that
soldlerlng'l—\There wasn’t even any soldiers in Law-

nce, .~

Know she does. (BELLE crosses Left and replaces the

' _~JessE. The whole damn town was union lovers.
- ¢ BErLLE. Even the little girls?

JeEssE. When they grew up they would be.

BeLLE. You think because you went around waving
that black flag and saluting each other that made you
an army.

JEssE. We was an army because we won.

BeLre. You was the only one who ever believed that
soldier crap Quantrill dished out. At least all the
others knew what they were: bunch of thug outlaws.
Nothing more.

JEssE. Only cause we lost. We split up. Little groups.
Billy got killed. Now I got every federal soldler in-
the country chasing me. e

BeLLE. So you come runing to_me.! (Szts Lefzi 0
JessE and speaks softly to him.) They’ll kill you /All
you got to do is stay here in the Indian Nations and
they can’t touch you.

JESSE. You aint turning me into one of your Indians
following you around in some goddamn feather suit.

' - Y
FE AL e AdLese £y A S ,\,L,
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acr 1 JESSE AND THE BANDIT QUEEN 17

(Jesse rises Right of the platform. BELLE then rises,
crosses to her coat tree, picks up her bodice and puts
it on.) You know I took a bullet in my gut back there
A bullet. That’s when(you should have come to
BELLE. ¢ prane-) Since when v Was
1 supposed to keep track of you and crazy Billy?
- JESSE. (Standm%beﬂ“of rocker.) Zeralda managed.
There was a bullet in my gut and Zee was there cook-
ing tea and fixing me up.
BELLE. So you married her. All over a cup of tea.
JessE. I married her because she was there when I
needed her. You was with your Indians and your god-
Y Cp damn bahy.-While you was being thrown out of the
T L,.Carthage Academy, I was graduating from the Wil-
' ,« . liam Quantrill Military College. (Steppingup-onto-the
PE J i'Dvwn-GeﬁtequpéatfopmaneLmskmg up his hat.) I have
Q’ bes to go, Belle.
BELLE. Yeah, college of murder, arson, horse steal-
ing and all around hell- -raising.
Jesse. Horse stealing? Every Police Gazette I read’s
. 1ot Belle Starr the biggest horse thief in the country.

f)

Bt ;. (Putting on his hat.) I am a soldier.
5‘4‘: s jy;\ BELLE. (Phrowing—Jesse-the blanket.) You're a
5L 14 jdeldier cause everywhere you go there’s a. war.

K7 ¥dpssE. At least I'm no thiefr T never been arrested
“for nothing and I never w bﬁ# oy going to.earn a
: 11v1ng (JessE crosses Up b@e the" platform-taking
1 2[, the-blamiot-svith-him.) vy

e

//1::

‘“f_':‘ : BrLLE. (Ricking up her mcimg crop from the piano

‘}:,). w £+ dudsmoving the piano stool D eft, talking to the

U~ 7" " T audience.)  I"had my share o trlals ytrue enough. And
they loveé\ me. (Sitting on the §tool.) 1 dressed up

real good and my trials was more famous than God.
\i 10 1 met the Judge. Judge Parker, The Hanging Judge,
v and I made him mine.\ (There is a sudden change in

x.,(x.,al
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18 JESSE AND THE BANDIT QUEEN  Act 1

gun as a gavel. We are in Judge Parker’s courtroom,
and BELLE 1s on trial.)

Jesse. I am the law. The only law. Parker’s law
west of the Pecos. I have gallows for twelve. A
Parker’s dozen. Would(you:care to try one?

BELLE: (To the audience.) Gentlemen of the jury,
I’'m the best lay west of the Pecos. (To Jesse.) Would

,’you care to try one?

~—JEessk. I’ve never had a woman before me. No woman
has ever hanged west of the Pecos. The temptation is
great.

BeLLE. T aint guilty. You can’t steal your own horse.
And Venus is my horse. It's just a bunch of drunks
talking.

Jesse. (Cutting in.) It’s a hanging offense. Have
you met Mr. Maledon? He builds the gallows and he
ties the rope. He has never hanged a woman. The
temptation is great.

BeLLE. (Rising and walking Down Right. To the
audience.) Six men can walk up to Venus with sugar
and apples, and she’ll bite their hand. I can feed her
broken glass for oats and she’ll lick my fingers.

At §{.% Jesse. There is no appeal from my sentence. If I

‘

/
L

v

say guilty, Maledon will tie the rope and you hang at

the first light. I prefer it at dawn. It’s a little early B

for some folks, but I like the sun rising behind.-—-

. BeLLE. You brmg Venus in here and you can see
who she loves. (BELLE removes a haitr pin and her
hair cascades to her shoulders seductively.)) Me.

/[ﬂgﬁ,Li (_ JessE. Perhaps. (To the audience.) Clear the court!

Corpernid

lear the court! The court will meet with the defend-
ant in camera. Clear the court. Varnoose. Get the hell
out of here, _(BELLEr starts to emf‘gwn Right.) You
stay. Therel is_one. appealA(Crossing to the Down
Center “platform, putting his gun in his pants.) Your
appeal to me.» i L

BeLLE. ( aughs ¥ So that’s the law west of the
Pecos?

\
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{“acr 1 JESSE AND THE BANDIT QUEEN 19
- Jesse. I am the law. (Unbuttoning his shirt.) The

only law.

BeLLe. (Unbuttoning and removing her bodice.)
Judge, I'm ready to do my time and serve up my
_.sentence, with potatoes and peas for trimming.

JESSE. (Retsing-the-blankst-over-his-head:) The law
inrher majesty is an awesome thing.

BELLE. (Crossing—Down- Centery-facing--U

p-towerd
LJ-ESS-E-) And Belle Starr wrthout. her pants on is hell

on wheels.

JESSE. (Sp’readmﬁ?jtﬁr Elcmket QZL the floor Down L,

/Center) he sentence is— %’“} A e
s .

BrLLECA Kneeling down on the blanket, dropping her
bodice and ¢ cropon’ the blanket) T I«"mow “the sentence; | f,

Let’s carry it out. (JEs ulls BELLE toward him as’ .1
the lights change to méhttm@ with a campfire effect. ’

ey

© They pull apart as themselves, a few years older now,
in their late twenties. BELLE touches an im»aginary
““tatoo on JESSE’s chest. It reads “Enter Here.”) “Enter

Here.” Now what is that supposed to be?

JEssE. I done that in California. Down on the wharf.

BEeLLE. What's it for?

Jesse. To confuse the vulgar while I live,— (Re- ——ou-— "
moving his hat.) and bafle God when I die.

BeLLE. (Leanming back.) Nothmg but a, low hfe thug .
Why're you so agreeable? < - oo

JEssE. Lovable too. (j ~
BeLLe. Lord, I know that. Everybody’s good at
something,.

JEssk. Loving is my specialty.

BeLLe. I thought banks was your specialty.

JEssE. (Polding-Brrre's-bodire.) Banks and Belle.

- BeLLE. Hah!

Jesse. You never had it so good.

BeLLE. How would you know?

JessE. (Relazing, using the bodice as a- pillow.)
All them damn Indians you keep marrying? Hell . .

BeLLE. There you go, bringing up marrying again.
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20 JESSE AND THE BANDIT QUEEN  acr 1

Jesse. I'm bringing up Indians.

BeLre. Don’t go putting down my men. Not if you
want to be one of them.

JEssE. Thanks, thanks for the offer.

BELLE. I aint offering.

JEsse. Wouldn’t do you no good. I still got one wife.
I never said I'd marry you anyway.

BELLE. I never asked you. And I never will. You
could never change your name.

JEssE. Belle, that aint how it works.

BeLLE. It is with me. I changed my name the first
time. After that, the men change. Jesse Starr. How do
you like it?

-JESSE. I aint changing my name.

BeLie. That’s right. And that’s why I ain’t marry-
ing you. I marry you and you’d have to go shooting at
yourself. That’s your custom aint it, ﬁnd my men and
try to blow their heads off. Af N

JesseE. (Removing his holster.) Cole‘? you only mar-
ried him to spite me.

BeLLE. And every time you took a shot at him, even
after we wasn’t together no more, I knew that was just
Jesse saying “Hello Belle, don't forget me.”

JEssE. (Removing his belt and touching her breast
with it.) Hello Belle, don’t forget me.

; BELLE. What makes you thing I remember? So

" 'Busy all the time trying to be famous.

Jesse. You could be famous as me if you wasn’t so

’u}lﬁsy littering babies all over the place. What did you

name this one?

. BELLE. Not Jesse I'll tell you that.

+' Jesse. Yeah Little Cloud or Big Duck or Feather
Bram Or—

BerLLE. His name’s Ed. Ed Starr.

JEssE. (Sttbsngup taking off his hat) Pearl and Ed.
I could never take you with me. We’d ride into town

\looking for the bank and you’d turn it into a nursery.
« . BeELLE. Like a little boy robbing a piggy bank.

JEsse. Piggy bank! Hell woman, I invented the
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American bank robbery. You know what that means?
Before me nobody ever thought of it. (BELLE sits-up
and_remov gun-out-of his
-pants.) St. Valentmes Day, 1866, Clay County Mis-
souri, I invented robbing banks. Me and Frank and
Cole after we sobered him up, come riding into the
town of Liberty at nine in the morning shooting and
hollering and scaring the shit out of everybody. I ap-
plied Quantrill’s military techniques to robbing banks.
We even brought the flag. (Jessa-holds-his-gunup-tike
a—-ﬂa-g-——«Babﬁrtaiféﬂt‘fmm ‘himz) Billy taught me,
.- make enough noise and you can have all you want so
long as you take it quick. We took it quick all right,

P
i

{;}»‘-*" L fifteen thousand in gold, a pile of non-negotiable
IR bonds, and a few hundred in cash. (Removing his
T ’ boots.) We got drunk on the cash, wiped our behinds

T with the bonds, and sold the gold to a peddler named
’ Prominent Abromovitz in San Antone. And that’s how
bank robbing was invented.

{ C}’Y BeLLE. (Laughing.) Prominent Abromovitz?
i~ \o Jesse. Yep. A Jew peddler down there. Bought all
V& the gold I could bring him.
1;,“, BeLLE. What he do with it?
.- JessE. Sold it back to the banks, I guess. (They
o i’- both laugh.) So our army could have something more
)1, to rob.
BELLE. (Atmung-the—gun-at-Jussy:) And the killing
was just for the fun of it?
JessE. (Faktngthegun.) Billy always said, “Kill
a couple on Monday, and the rest’ll cooperate on
Tuesday.” Billy—
BeLLe. Billy, Billy, I'm sick of hearing about Billy.

¥ . &£~ .~ Whyn't you go marry Billy. (BELLE rises, walks Right ..

i~ ’

A >JESSE There you go bringing up marrying again.
BeLLE. (Putting on Jesse’s hat.) I look like Billy?

JE;SE You look like an Indian. ((Heputs—hrs—gun

T BELLE. (Picking up JESSE’S boots and moving to the
4 e A b

Ty ( e 5!

L6
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Down Center platform.) Riding boots, marching boots. ‘
All hand tooled. Boots are the thing. (W e o~ Fu\f

Q

on~the—bests+ Boots make the difference. . (Snatching e ‘;f 1§
JEssE’s shirt from him and putting it on) The first BRI
time I ever put on man’s clothes, I done it to fool some . P o
damn Indian who’d been stealing gold from the reser- B S
vation. (Ristng-putting-on-lesse's halster) He must've e

had thirty, maybe forty thousand dollars.. I dressed
up in Jim Starr’s clothes and went out to visit. I tied
NI a rope around that Indian’s neck and yanked till he
- ' give me the gold. He was too old to stop me anyhow.

L Cy E JEsse. (Turning away from BELLE.) Picking on half
' e dead Indians. Figures. (BeLLE picks up JEssE's belt,
\ \*-', moves behind him, and puts it around JESSE'S neck
Y N like a bridle, turmng him into her horse Venus. She
A punctuates her words by cracking her crop, mounting

JESSE’s shoulders as if riding a horse.)

BeLLE. I just pulled on the rope till he give me the
money. Then I got on Venus and rode away with all
that gold in my pockets, my man’s pants pockets. I
got on Venus and rode away. I made Jim Starr wash
and brush Venus real good. (She cracks her crop.
JESSE rises to his knees.) Venus. Come Venus. Up girl.
My pretty girl. (She simulates the motions of riding
a horse, trotting-at--first;-then -spurring - him into-a..
canter. She expresses pleasure in the riding as she
speaks.) Oh, my sweet girl. To ride you, to touch you,
my hands on your mane. You are my pleasure, my
only pleasure. You are my Indian boy. Blue Duck,
my own cruel Cherokee. (BELLE pulls up on the belt,

stopping him, and then dismounts. JESSE, as hzmself . Con P
NN \&\:" for an instant thinks the game 1s over until BELLE KoL JD e v
ST e ‘Q ~ throws the belt at him, turning him into her Indian AT s
N " “lover.) You wash Venus. You wash her good and brush =
her coat. You clean her hooves with a greemstick and v
) ou comb her mane, (JEsSE moves BELLE's"boots-and- .. _
e " ';'.’; odice Down Stag % the Down Center platform and (RSO
B ' ‘picks up the blan]cet) You clean her good and stroke T
\ \ . \‘\- ~ . - ?
\ v A /] w\“ Gt
Yo S be=is D> S /\}‘?\ T
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her fine and then you can stroke me. (BELLE moves
slowly to the Down Center platform, removing JESSE's

-Shirt.) 1 want to feel cool hands soothing me. You are

so pretty and so quiet. That’s just what I like in my
men. (BeLLE lays face down on the platform as JESSE
crosses to her, sets the blanket above her, and begins
to knead her back.) Cool easy hands and hard brown
bodies. Yes. Yes. My Cherokee. Stroke me, soothe me.
Yes. (BELLE rolls to her side an@azﬁses her legs, in-
dicating JESSE should remove herZoots.) I'll be hav-
ing meat for dinner tonight. A lot of it cooked up
brown. You go feed Venus and then you cook my
dinner, cook 1t up brown. (JESSE reaches for her, but

.. she pushes him away with her foot. He moves angrily
vto the Up Right coat tree, taking his boots, shirt and

belt with him. BELLE talks to the audience.) SIX Indian

i L~ 5
v o . n %”
. -~ -~
s 5
—
; Y
i . ' 4\’ AR
y R !
Lo -~
4 ~ "‘ \‘_ -
AN
T
Y.
— bR
v . .
»\ . -~ ; o W
.‘L‘-‘ ' b 4 A
LA . «\
. L
i A
1\?“-'{' "
RS
A-
&) . "T - i \L?'/
> Y A
L B '5_\
P . ~
T L G
N
-
-t
R
N
/y:, \ :
ydy
= N
- \ ,
‘4
~ \_"“
y ‘\.'4' /
~ LT ;,t,o’y’_
A I3 i
. .
',\,’
, Voo e
v b oA
R NN Y - 1
o .\\‘ AT -
Pvf T K
g .
', i

lovers 1 had, each one prettier than the last; two were
hanged, two died in prison, one got his head blowed
off and the other just ran away. More Indians than
I could count. All my Cherokees, and everywhere I

~went there was my lovely brown braves behind me. I

was in all them magazines and The Police Gazett
had Jesse’s picture in every saloon and ba.rbersho
in the country.\He was everywhere and I was in

there in The Police Gazette, but still he nevelj yeme
- to me. ot o G SEREECY
" (There is a sudden &hange of lzghts ba?:’k tokday—tzme
JESSE steps behind his desk as Richard Fozx, editor

and principal writer for The Police Gazette. Fozx
C(u—snappy and very eastern. He’s an opportunist
and he sees in BELLE a first class opportunity. He

has put on his shirt, vest-and neckerchief, leaving

BELLE) EJ{—:%‘K‘,“* . ;’ .e* " B

5y b

Jesse. (Referring to the notebook on the desk which

.- he uses as a reporter’s pad.) “More relentless than

VoL

— |-

N
-
)

1% the Indian Nations." Mr. Richard Fox said so right /{

=

_ .- "his boots and belt a% the coat tree. Ha mtermews

{n
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Pharaoh’s daughter and braver than Joan of Arc

You like it? L dawyint :
BeLLE. (Still on ng-m ‘platform.)” on, you

just make that stuff up.
.. JEssE. Merely the passion. You provide the partic-
go7 ulars.
3( Loy BeLLE. Fox, what you ought to print are some Jesse
"< Yparticulars. True ones for a change.
JEssE. (Stts—tn—the—rocker.) It’s taken me years to

build Jesse’s legend. Now let’s get your pot boiling.

You're one of our top sellers, already way past Lariat
Lo LR Lil and getting up there with Jesse James.
i, BeLLeE. Why is it all the men I meet are crooks?
N Jesse. They love it back east. Iim—gemg-be—eall- you

“Bella Starr— Qi daitect

("" «BELLE. Bella?
%{M@JESSE —The Bandit Queen” by Richard Fox.
BELLE. It's Belle; At least get my name straight.

.Nu"‘)‘ K ‘Jesse: Bella! It’s more romantic. Bella Starr Wait.
viv ot b Bella Stella. From Italy. , ,
R wUBELLE. What a crock of crap. { % DALY —(0

bop s JESSE. (Pmntmg-to%e—thw—Gmttz—on-the—desk.)
" .7, The Police Gazette is the number one seller in the
) &7 country. Why? I give them heroes like Jesse James.
?iants! And you’re my first giantess. A female Jesse
ames.

- BeLLE. (Taking off JessE’s . holster-and- hat.) Hah!
Leg He’s a thug. Your giant Jesse gets so confused from
SR guns and dresses, that half the time he don’t know

5’1‘/6 T who he is and he don’t love: nobody but himself.
ot Jesse. Well The Police Gazette’s certainly not put-
o P c ting Jesse James in a dress, no, no. Not in my mag-

fy ok azine (He—ﬂees—fmé—séalndsﬁzghbof.Bm.). Now, if
A L I}g}{a’é going to be my first woman hero, you too must
L L low the Gazette’s rules for duels. One: Always fight

“fair. Two: Look a man square in the eye before you
1L shoot him. Three:, never shoot a small person.
/\’ L 4}/ ““7 " Bruie. I do that I'd be one dead giantess.
-
{
X
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\/ I & j{"’.‘}ESSE. It doesn’t H?Ater what you do, only what I
A ‘/ . ‘say you do. A vision.I see the open prairie. The great
void, the unknown. Then, galloping out of the night

L r
_&0’ comes a lone golden rider on a silver horse. It’s Jesse.
M A Robin Hood. (Jessk hurries to the desk and eagerly
~L begins to write in the notebook.)

,,. BeLLE. The only thing Jesse’d do with a silver horse
is steal it. Foxie, you Just once put the truth about—

- . thing you want to hear about me.

. § JEssE. (Wathingback-to-BeLLe)-The )the azef’c’v

L3 »L sas good as it’s word. You can trust me.
LA

, ;s’u " ‘up me. Which of this junk you want to hear? (BeLLE
ots, and crosses Down Left to

o \J,-'(CA.'... &

) ;\‘}' \i write.) G <% 42 cec ?ew»? ¢
sV JessE. We had you mng the Long Branch Saloon
" in Kansas City. Dot

“~BELLE. GS%t-ée-ng-on the stool) Oh yeah. T rode into
Kansas every Tuesday on my brown and white mare.

‘ JESSE. (Leakstng—notes throughout.) Venus. —
4 UV N V'ﬁELLg; ; boets:) I wore buckskin
7 H;:,‘ﬂ ~'" breeches and a ten gallon hat and I shot up the streets
; and robbed the banks before breakfast. (€rosstng o
I spent the money on

e lavender velvet dresses,— (Bmp‘mg—t Ve

and in the evenings I becamer Rosa
McComus,— ( fwwsedmtwely ) the spit-
fire of the plams Queen of the dance hall. !
- \- Jesse. Great stuff. How about lovers?
g BeLLE.~Yeah. Sure. There was Jack Spaniard, Jim
L ¥« French, Sam Starr, Jim July and my own sweet
- ',f ~° Cherokee the Blue Duck.
Jesse. (Looking up from the manuscript.) Blue
Duck? What’d you call him, Duckie?
I - BEeLLE. I called him boy. I took them two at a time,
v and I kept one on the shelf till I wanted him.

T Jesse in-that magazine of yours and I'll tell you any-

BeLLE. Trust hell. You make up Jesse, and Tl make* "“

s

\J »
4_},\ ‘. énses picks up her bo ‘
Tt the piano stool. JEsSE sits in the rocker, prepamng to e
X
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JEsSE. (A little shocked.) Great stuff. Now, a little
~ something for the family trade. Tell me about you’re
ot %~ own sweet mop haired children.
ll .7 Brrr# No.
R :ji Jesse. Come on, a little bit of home and hearth.
i . Pearl and Master Eddle isn’t it?
_ s —BELLE. (Pointing at JESSE with her 'rzdmg crop.)
. You just leave them out of your magazines. I don’t
. want to read nothing about my children. I don’t care
{_where you hear it. RO
JessE. (Putting down the manuscript.) Okay. But <
I'm certainly going to push the female Jesse James
' i" —— angle. ~.
- 0 ~-BELLE. (Disgusted.) Ah the hell with @n He's a
LR trlgger happy lunatic. Him and his brother and his
- vy ! cousins. I hardly know him.
Lot . JESSE. (frses—eressing—Right-ef-Beeke-> No, no.
j-i +. History has mated you.
yoa BeLLE. Don’t go telling me who I mated with.
AN JEssE. I'm going to change the title. “Bella Starr— S
g ", BeLLE. Belle! IV S
A -"f:'._{ o JESSE. —“Bella Starr the Bandit Queen_or the = . _. e A .
Cod T Female Jesse James” by Bgchard Foxr TP outsell all L0 L.
. %> the others. (Removing his weef and hanging it on his A
HES coatl tree.) Move over Lariat Lil and Quicksilver Jean
1 here comes Bella Starr, the Bandit Queen. (JESSE sits
i his rocker and picks up the magazine from the
desk) I e )
BeLLE. (Dropping—desse’s gun holster—and-hat-tn- S ,.f—‘
htstaep-) Who the hell buys these damn things? Lo L
JesSE. (Tossing his neckerchief on the desk.) Why
anybody with a dime who wants to dream a little— "
~—  (Beiit walks Up Reght-The tights tighten on JESSE,
whe-becomes-hamself-agan, sitting.in his-rocker-catling
He-puts—his-hat-on, hangs his holster

/ g, (g hie-wife-Zdee.
e on-the-back-of-the-roeker, picks.up The Police-Gazette

.\ from-the-desk-and-reads. He calls Off Right.) (ZéE Zee, T e Yf;./ b ; ~,-
\\g;f‘ can’t you get that baby to shut up? \
[ A wr e
S \\, B et
g *‘L"‘. e ) “’ I'Lv"' v DV
,?\‘ ,h i }4 s \/;‘;& AR "
LN DR



'..,e""?/
0 [ g

s ;mz,&j' JESSE AND THE BANDIT QUEEN

- LT T —— BeLLE. (As JEssE’s wife Zee.) Jess, he’s got eroup
or something.
. \JESSE Croup, huh?
"Benre. Something like that. He keeps coughing.
(BELLE crosses befrind JEssE. She has removed her
bodice and left her- crop Up Right and—has—tied—a
ribbhon in bher hair. Zee is pretty but a little prissy.)
I don’t feel so good neither. Whyn’t you take a look
"+ at him, Mr. Howard.
[ JEssE. Cause every time I do he spits in my face.
. _-BeLLE. No hats in the house Mr. Howard.
i7" JessE. (Taking off his hat.) Quit calling me Mr.
e Howard.
- BeLLE. (Standing Right of JEsse.) That’s our name.
JessE. I'm tired of it Zee. I spent my whole life
] building up my name. I aint ashamed of it.
Ji BeLrE. But I'm afraid of it. I don’t want you get-
Yy ting shot at or arrested.
S Jesse{ At Teast it’d be some activity. Instead of this
\! . endless sitting around.
R BEeLLE. Jess don’t do no more banks. Promise me.
You go off like that I get so worried. You got one
Q{\ bullet, don’t get no more.
5 “JESSE I thought you liked it when I got a bullet.

27

‘j r Y ¢ BEeLLE. I liked nursing you, but not you being hurt.....- -

'Please promise me Jess, don’t do no more banks.
Please Promise me—

oy __ Jesse. (Shutting her wp.)-Okay, okay. For you Zee.

v No more banks. (Stlence for a moment.)
e BeLLE. That kid was by again. Bobby Ford.
T 6.((@‘-' Jesse. What he want this time?
‘ L £~ BeLLE. Just to talk.
"y ~JEssE. Zee, I think you got an admirer.
i \ BeLiE. He's a boy. "

\JESSE. (Putting-down-the-gasetite T was a boy once.
Albout one hundred years ago. I know what he wants.
BeLLE. (Embarrassed.) Well, he aint getting it.
JesseE. He maybe don’t even know what he wants.
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28 JESSE AND THE BANDIT QUEEN

But he wants it and 1 got it, Mrs. Howard~ {-JESSE
She gzggles .) Whyn’t you make
(AP N Y SRV

\..,/4’ P
AN . [

ACT- T

us something to eat?-

-BELLE! (Rising.) Still want pancakes?

JESsE. Sure. L

BeLLE. (Starts to leave but changes her mind.) One
of these Sundays the Howards are going to Church.
Like everybody else.

Jesse. Not this Howard. (Looks up at Zee.) Well,
maybe. Bat&—hex—ma-éhe—be}mbdreheemg»he% away-)
Go on, be a wife.

BerLe. You be a husband and straighten that damn
thing. (Shé points to-the picture frame as she crosses
Up Left.)

JESSE. (Rises, walking to the picture.) Why any-
body who lives out in the country needs a picture of
'the country is beyond me. You could just look out the
window.

BrLLE. (Stopping Right of piano.) I'm just trying
to make it nice for you. Just maybe help me a little.
I don’t feel good.

Jusse. (Turning away from the picture.) The deal
is T make the money, you make the beds.

BeLLe. Don’t start in on that again. I told you, I
don’t feel so good.

Lt {i EsSE. (Getting angry.) Don’t keep telling me what
"to 0.
+ Berie. If yowd do what you're supposed to I

.;(f“

T.AY¥ wouldn’t have to tell you.
!?*i‘ Jusse. (Stepping off the oplatform towards the
_~"rocker.) I'm sick of hearing it.
T BEeLLE. Jesse, I'm sick. 1,
Jesse. Then get better.” B
BeLLE. Jesse, you will be the death of me. The
absolute death of me. (She walks to her coat tree, not —
hearing JESSE.) / b
___Jesse. You're goddamn right T will. \(JESSE storms to 7 N A
his_coat-tree-andprabs his-vest.ds hes s putting it on,
§
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/ (% 1 his anger is interrupted by a thought. He speaks to the

~ . audience.) Actually, I never planned to be no bank
robber, but a soldier. It just happened. (Standing

h’( Iy ’( MHMMWW.) That’s
& the thing, you think you're planning your life, doing
v(fha.t you want to, and everybody gets it wrong. X

and sitting in the rocker.) 1 heard
(" . ---—stories about me e make me out the cold-bloodest killer

: since Cochise, and the next minute I'm helping the
poor. (—Pw-t—émg—on—hw—bwt-s—}» That’s fitting, because
no matter how much I tried to plan it seems like I
mostly just bounced and ricocheted out of control from
one thing to the next. (Rising, opening the desk
drawer and taking out a shaving mug, brush, and
razor.) 1 married.-Zee but I never left Belle. (Puts

F—""""""his hat on and walks Down Cénter, B"nngmg The

setting the piano stool below the Down Ceénter plat- .
form. She is carrying a s and a towel.) g,L g
I couldn’t live with her and I couldn’t live without :

,___'___’4._.-.1—

he'r the brush and the mug and she begins miring the
[= « lather.) Just bounced and ricocheted. In the end
..+ ¥they’re going to kill me for it, but oh my, before they
v do, Tl surely make this country bleed. (The lights
: shange suddenly as he opens the razor and hands it
...~ to BELLE. She carefully places it on the platform.
AR JessE leafing through The Police Gazette.) Now this is
A the way to do it.
BeLLE. You'll get the bill.
JEssE. I already paid it. (She begins to lather the
L. wight-side of his face. He enjoys it.) ~
BeLLE. I aint talking about money.. That feel good?
JESSE. You got a good touch. Learn how to pull
teeth and you could open a barber shop.
BeLLE. I wish I had a beard sometimes.
JesseE. That’s stupid. A beard’s a pain in the ass.

_-Police Gazette with him. BELLE walks Down“Center o

f L Fher (Sits down on the stool. Bettm—removes—tis hat———————
- ties the towel around his neck. JESSE then hands

/



30 JESSE AND THE BANDIT QUEEN  acr1

You always got to be shaving it. And all it ever does
is grow right back.

BELLE. (Greossing-Left+in-front-ofJEsse.) I thought
you liked this.

JEsseE. You want to do it every morning?

BeLLeE. Maybe.
Jesse. Well, when you make up your mind, let me

know. { Dok 1o ’ /-7 ’L("J
BeLLE. (Starting to lather his leFt szde ) Jesse, you N o s

_know what you are? - . A ' A RS N
JEssE. A lover. AL Jé/" T e
BeLre. You don’t care about me You only care (r LY /bt

about you. I P ¢
JEssE. I know you’re there. S, A
BeLLe. Well, I aint. }( L/uu, S T I s T SU A
Jesse. Then who'’s talking? // YA NS SO
BEeLLE. Beats hell out of me/ /Fzmshes atheﬂlng,bzm..‘-f_‘ Ly L -

and picks up the razor, preparing to sharpen it.)| Well

now that every stripe suit banker in the country’s i‘“"" u

waiting for you, what’re you going to do? L ‘('
Jesse. Yeah, just waiting for me to walk right in -

and take whatever I want. **_ S \ J/
BeLLe. (Behind Jusse, sharpening the razor.) Them . A

banks is nothing but great big mouse traps. Squeakie 7 ( ;‘; 2

little mouse. Banks is all played out. Done. Now me,

I got me a better idea. Me and a few selected friends A

and that does not include you, are going to stop us B

a train. A whole goddamn train full of money. I U S
JussE. (Looking up from the gazette.) Now that’s a o "~

first class A number one idea. You don’t have many,

but when you do, it’s A number one. Belle I think

maybe I'm going to invent me the train robbery. Al
BELLE. (Drops the strop and rushes behind JESSE, / =

pulling his hair.) We probably ought to cut your hair T e

too. [
Jusse. You can leave my hair alone. Just shave me. Y A -t
BeLLe. I could cut off all your hair, make you a

shiny bald head.
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Jesse. Oh, that’d be great.

BeLLE. (Pretending to cut a small handful of hair.)
It’d be good for you. Nobody’d recognize you.

Jesse. I wouldn’t even recognize me.

BrLLE. (Flicking the cut hairs in front of his eyes.)
Nothing new about that.

JessE. (Grabbing BELLE'S wrist and pulling her to
the right of him.) I know who I am Belle. It’s other
. people including you who have trouble figuring it out.
(Drops BELLE’S arm and points to The Police Gazette.)
Why do you keep telling this guy this junk?

BeLre. (Looking over his shoulder.) Let me see.

Jesse. Listen to this crap: (Reads.) ‘“Jesse and
Belle. Jezabel. Mated by history. Riding the wild
pampas together, the burning dust of the desert in their
lungs. Bang went the guns, pop goes the heart of
America.”

BeLLE. T love it. Wish they could get my name right,
though. (BELLE tries to grab the magazine, but JESSE
pulls it away.)

“Jesse. It matters what they say in these things

Uwf«f - about me. I can’t let thls Fox Junk be the record of

\ﬂ’pr

,2;5""

{]? LY ,},-(‘

Y

¥

BELLE. What’re you gomg to do put out your own

¢ magazme‘? The Jesse Gazette. Readershlp of one:

You.

JESSE.
to read.) That’s right, think small, stay small./T’m
going to write me a whole goddamn book about me.
(BELLE looks up from the-gazette.} Up to now I aint
"had much control over my life, but from here on in,
I am in charge of me. <_Je fv 2 2470

BeLLE. You think 1f vou write it down that makes
it so. Just ink on the page Jesse, that’s all it is and
ever will be, just ink on the page. (BELLE closes the
magazine and drops it on the platform.)

JEssE. Ink’s about all you got the guts to spill.

BeLLE. Jesse you are such a fool, that you are sup-

\1a4nu

(}-Ianding her the gazette, which she begins— R ' Ll

S

.

.

Jot
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posed to be some kind of hero is God’s joke. (She
opens the razor and turns his head, about to shave

him.) That’s you. God’s joke. ' .,,,,‘; " ‘

L st

Jesse. Up to now maybe.

BEeLLE. (She carefully begins to shave his »ght side, ",

punctuating her words with precise strokes of the
razor.) For my part about you put: He had a villain-
ous eye, an idiot’s head and I do believe a satanic
heart. Put: Jesse would kill just to see them kick. Put:
I hated him without reason,— (She nicks him ever
so slightly. He winces. She lightly dabs his face with

the towel.) and I guess that’s reason enough to love

any man.

JEssE. (Grabbing BeLLE by the waist.) But not

reason enough for me to change my name.
BeLLE. (Pulls away. Pause.) What if you got

~_——changed after you wrote it all down?

. JEssE. Well, they’ll just have to add a chapter.
BeLLE. (Moving behind JESSE preparing to shave his
left side.) What if you lost an ear? Just say. Would

you have to put that in? N

Jusse. (A little tense.) Shut up and d%ygg i b. é u% /‘
J oW ab -

BeLLE. (Beginning to shave him again
that, would you still be the same Jesse, if you wasn’t
all there?

JESSE. Quit babbling,

BerLe, (Slowly stroking the razor up towards his

W ear.) 1 heard lots of folks say you wasn’t all there

already. What if it was actually true. Not just a way
of speaking, but maybe an ear got lopped off. (She
cuts his ear.)

JEssE. Ouch. Watch it.

Berie. Oh, did I cut your ear there? I'm really
sorry about that, Jesse. I didn’t mean to do that. Let
me fix it. (She straddles him, sitting on his lap and dabs
at the cut.) Can’t have our Jesse hurt, now can we?
Can we now?

JEsseE. You just be careful, or I'll do some cutting
myself. (He grabs her wrist so she can’t move the
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razor.) Then we’ll have a little bit of Belle blood and
a little bit of Jesse blood. All mixed in. Won’t wg¥
(Spinning EBp-Stage on thg_[sjool, squeezing fheriw}'ist.)

I said won'’t we? 4 v pui-& Ay L ’

BELLE. Yes. >4 S

Jesse. Shut up. (He loosens his grip on her wrist
and pulls her face to his, kissing her. What’s left of
the lather smears across her face.)} Share a little soap,
share a little blood. (When he begins to relax, BELLE
grabs JESSE'S hair, pulling his head back and puts the
blade to his throat.)

BeLLE. What would you say if I, if I . . . was to
slide this right into your throats_ You probably
wouldn’t be saying much.

Jessk. T'll do some sliding in. (He grabs her
makes a few small humping motions against her.
BEeLLE quickly brings the razor close to JESSE's eyes.
He slowly leans back.)

BeLLE. How about you do that while I slit open your
eyes. Then Jesse love, you can flow into me all you
want. And all your blood, if you have any, can wash
down my face. Think it'll spurt? Or just drip? (By
now, JESSE 1s leaning all the way back, supporting
himself with his arms on the floor.)

JesseE. What’s that razor do for you, make you me?
Make you Jesse James? That what it does for you?
Good. Now we'll both be Jesse. And do twice as many
trains. (He makes a small motion to sit up, but BELLE
holds the razor right mext to his eyes, keeping him
down.)

BeLLE. No. More what I had in mind is slicing off
chunks of you and putting them on me. (Making large
motions with the razor which come wvery close to
JEssE’s ears and nose.) I might hack off an ear and
stick it on, or maybe your nose. That way I can be
either one of us or both. I'll use you for spare parts.
(She holds the razor very still and right next to his
face.)

Jesse. Yeah, or maybe I'll use you for something.
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(He grabs BELLE’s thighs and begins to sit up slowly,
defying BELLE and the razor. She persists, keeping the
razor close to his eyes.) Cause that’s what you really
want, aint 1t? Well, I'll make you a deal. You can
have it on temporary loan. Whenever 1 feel like giv-
N ing it to you. (BELLE pulls the razor back as if to come
\{‘;x‘" _at_him—awithtJESSE grabs her wrist and squeezes
L %7 it. BELLE drops the razor. He rises, carrying her to the _—
Down Center platform and lays her down on her back. “ -
He puts on his hat as BELLE, still on her back, tries =
to escape.) e
BeLLE. Jesse, Jesse, I'll slit your throat. I will. I
really, really will. I’ll kill you. I really, really will.
T'll kill you—
JEsseE. Ride ’em. (BELLE tries to kick JESSE but he
catches her feet and flips her over on her stomach. - T
. She becomes Venus and starts to crawl up the platform. . @
JESSE grabs her by the wazist, pulling her back to him, '
and mounts her.) Ride Venus. Ride . . . I am the
real Jesse. The only one. Only I am Jesse—
BeLLE. Starr. Jesse Starr. The only Jesse Starr.
(JESSE waves his hat in the air; they are silhouetted __

against the back drop as the lights fade out.) i )

RN

—_— END OF ACT ONE R
FY gl
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ACT TWO

" The lights come up revealing BELLE at her piano,

softly playing a third passage of the same Mozart
sonata; JESSE is sitting tn his rocking chair labori-

an old fashioned. typewrites. He
fintshes a sentence, and then pleased with himself,
sits back and reads aloud from The Police Gazette.

JEsSE. “The masked outlaws had spread themselves
along the line of the train. ‘Well Frank, everything
seems to be working all right,” Jesse remarked. ‘I was
right sorry we had to shoot Jack Farley,” said Frank.”
(He throws down the magazine and talks to the audi-
ence.) Je-sus! If that don’t beat all. There’s people
reading that crap and thinking I go around talking
like that.! (BELLE stops playing and sits quietly. at the
ALAN0.) No wonder the whole damn world’s confused
about who I am and what I done.”Oh, we done plenty
of trains all right. But there wasn’t much in the way
of polite conversation going on while we was at it.
Trains are a pain in the ass. Always moving, not
like banks which just sit right there where they’re
supposed to, waiting for you. Robbing trains is done
one of two ways: dumb and bloody or smart and
bloody. Dumb and bloody is when you and a bunch
of drunks see a train coming and you ride down onto
the tracks shooting at it. The train just keeps com-
ing, and the passengers fire back at you like you
was a herd of buffaloes which you are. The blood
is yours. The smart way is you bribe somebody to
tell you which train is worth bothering with and then
you buy a ticket for a dollar, and get on, When it’s
stopped. (Rises)takes his vest from the s6d¥tiee and
puts 1t on.) That’s the way me and Belle done it.

35
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We'd get on board, me lugging Belle’s leather valise

like a regular husband and wife. {Picking up- s eoat

ker-and-putting it on.) Pretty

soon Belle would start moaning about having train

sickness, whatever the hell that was. She’d just hold

her gut and scream “I got the train sickness.” All the

conductors and caboose men and half the passengers

would come running over to help\(’\LPtzttmg on his hat

from the coat tree.) They wasn’t so much gentlemen

as afraid she’d go and throw up all over their nice

clean train. (Picks up the manuscript from the desk

.o C and crosses Left of the rocker.) When they was all

PN vt standing over her in a little circle, I'd pull my Colt,—

Vj‘" (He draws his gun.) and there they’'d be. (BELLE

crosses Down Center carrying a carpet-bag.)—Get [T~

\,famous for spilling blood, and you better keep doing ~ .71 =.
it, or next time the bIood is yours. (JESSE puts his

; gun back into the holster and begins to cross Down -
ERE Center to BELLE. It is raiming and just after a train
b b rabbery Before he joins BELLE, JESSE stops and talks
- ‘\: %5~ the audience.) Course after me and Belle got
. famous and our faces was known, we couldn’t do it

\L‘ ’ anymore.

‘f..? :

(JESSE squats down Right of BELLE and writes in his

/ ,&, , manuscript. BELLE has dumped several wallets
out of the carpet-bag and ts counting the loot. She
\% has %shawl over her head for protection from
m the n) ,
(/ & /L,/iwk ! Ll o
BETiE. (Glancmg at his manuscript.) Ram robber? Graan it

Now what the hell’s that?
-JEsseE. No, no. Train robber you fool. Just shut up.
BerLLe. That'd be like you, go robbing the rain. You
don’t need it, there’s plenty of it, you just do it to be
ornery. World s first and only rain robber. Great.
Chief Rain in the Face. (She knocks Juss®’s hat off.).
JESSE. (Putting his hat bac(k on.) You are the fault /

—Uh o tenbach

L

\x
~
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of it all. You look right at me, you supposedly listen

to what I'm saying, but you get it just wrong enough,

and then you go spreading the word—the just wrong
enough word—so’s the world don’t know who I am. _{; . « PR
I think you do it on purpose. '

BeLLe. I know a liar when I hear one, Mr. Howard. - R i
JEsse. (Stamdst) Cause you are one. Always making . v

that crap up to Mr. Richard Fox and The Police s oL
Gazette. You don’t care what happens to your name. - - i i
BeLLE. At least I use my own.
Jesse. You hand it out to every drunk Indian and
* cthorse thief you meet. Sam Starr. Tom Starr. Jim
Starr, everybody’s named Starr to you. (JEsse sits
above BELLE on the Down Center platform.) Lo
BeLie. People are going to remember it when I'm ) e
gone. (There’s already so many stories about you no- LA? P 6
body’s ever going to get it all straight. (BELLE rises ‘ .
.and stands Left of JESSE, holding a wad of money and A N L At

Lp& Vhecax; et-bag—méh—thaempty wallets.) ) o "

BerLre(Jesse, you say what you want about yourself,
but,if you go talking about Bandit Queens, you just” e
sa.y 'T was the toughest in the morning, the softest -

——1n the evgning, andl_in_between times I just shot up. |

JESSE. éWavmg his manuscript.) They will now. \

the place.” (BELLE 5#6r¥ JESSE his share of the money, n, r\ S Sl
He refuses 1179 JNEN I G L B SHRY *,( . bnwu/ o1 nans-
+" ’\ ;Y

JEssE. I'm telling the truth.; W VST
%ELLE (Brops-helf-the-m vn"JESSE’s lap) Well

t,hen what you ought to say is 'Belle Starr’s got a face

( _the sight of mirrors." (She throws her Ralf of the money U”*‘j LL':;‘; e
(L nto the carpet-bag.) \Qk:: UD heme :1,3%«“""”‘-"‘ !
JEssE. Maybe I w %}/ éstes oﬁen'nfhzrshure—‘to fet
Berre.She refuses 1 eep it. I'm sick of running &
all to Hell and back with Pinkertons and punks shoot-
. Ing at me cause I'm Jesse James. I'm going home. 3 L_ ,
T ,f o "
) J\.(hsss—ihmws—h&-mmey‘into—éh&mrpetrbag. In-re- ¢ c‘., e
! ) y -/“Vf‘“ . v,\w‘f ey
e o
L il ["\‘ﬁ: 3 -

e Avc Ll e

A B
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38 JESSE AND THE BANDIT QUEEN act 1’
twen BELLE throws the carpet-bag; now containing

all the money, at JESSE and-then—crosses—Right

of the piamo. JESSE-crosses Up Right, leaving the
S carpet-bag on the rocker and the manuscript on

A \/“?L‘-’/(i_&

Almost a year, my thlrty second. It was in the federal
prison in Detroit. I was supposed to weave chair
bottoms out of split cane. (Wakking-Pownstage of-the

0.) The warden sort of ushered me into this room
full of seat frames and bamboo. “TFake a chair,” he

r\!}f

says to me. “No thanks,” I say. “I’d rather stand.” Lfas i

n, e CHe damn near threw a cha1r at me. That stuff gets
- under your finger nails after a while and it never
- comes out. (Crossing Downl-Régkt.) Detroit looked
[; v like a nice town, what I saw of it. I was in for horse
-7, ; .- stealing. Crap. But with all the things I done I just
-7 took my medicine. Sam did hard labor and as far as

Nt \ I know he’s still doing it. (Crossing

)
oY “  After T got out I got mixed up with this wild west
" show and this actor, Mr. Scarvey McCargo. Jesse was

gone and 1 was ]ust floating, so' T took what come
along. (The lights change suddenly. Berhe-removes —
" herbodice-and.sunngs it-over her-head as she.crosses ’~"
to—ker-coat-tree. JESSE, as Scarvey McCargo, a broken -
down actor, takes a bow to the audience and moves

L v

J

his rocker Down Right. He picks up the carpet-bag <

and steps into the rocker as if it were a stage coach,

all very seriously, but’ BELLE performs by rote.) Ya-

hool (BELLE picks up’a ‘pistol and ties Jesse’s necker- ' Wt

chief around her head like an outlaw. JESSE, as the
stage coach passenger, bounces in the rocker creatmg
the motion of a stage coach.) ‘Beware travellers, look
out for the dangers of the open road, beware the ways
of the highways. (Crossing p Left-»on the platform
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shouting her lines. JusSE hears her, motions to the
driver to go faster and bounces more furiously in the
rocker.) Guard youyr q and your women when you
pass this way. 0('BEL§1§

platfarm.) Halt there. (JESSE maimes the stage coach
coming to a sudden stop and érosses Detin-Left with
the carpet-bag, trying to escape.) You! Stop!

. JEssE. (Furning-Upssagefalls-to--kis—knees, arms

‘raised.) Don’t shoot.;Please don’t shoot.
.BELLE: Traveller your luck has run out. This is the
end of the Journey for you if you don’t follow my

- .. instructions. (She holds her gun, up-n-the—air, away

from JESSE.) sl W e 3 R f LA R
JESSE. (Wam%g-ﬂzdm&ng-%oﬂpm%ke»gmhwz)
Don'’t point that gun at me. ,
___BELLE. (Quickly aiming the gun at hzm) Slr guns
are the words of the west, and I'm doing the talkmg

JESSE. Yes sir. -
Brerre. Stand and deliver. (JEssk stands majesti- >
cally. He leaves the carpet-bag on_the floor. . BELLE--7  «* *

obviously forgetting her nex r%’@%); Spand and deliver! & e o)

Jesse. (In a stage whispe
ing her.)»You know who I am? _

BeLLE. (Cressing-Deown-Leftto-Jussn-who-counters
Pown-Right.) You know who I am?

JEssE. No sir, I surely do not.

BerLLe. Well sir, you are now enjoying the pleasure .
of meeting up with Mr. Jesse James, the desper N
(She jumps onto t t%e platfo "[Bd‘ﬁs{adﬁ)\ P\\ﬁ‘

« kerchief from her mouth. He’s amazed and ternﬁed)

am standing. (Cue- *

'$"- &' JEssE. Well, goddamn! (Cueing her again.) Your

RAY

Y ‘grandchildren.

BeLLE. Yes sir, you will tell your grandchlldren of
this. If I choose to let you leave here with your vocal
cords intact. (She places the gun at JESSE’S throat.)

JEsse. It is an honor, sir. (JESSE ezxtends his hand
to shake. As BELLE transfers the gun to her left hand,
JESSE tries to grab the gun. They struggle. She is sup-

gallops to—the—Down~Genter . 1:L. Sk
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5 ol ‘posed to let it fall, but does not, In a stage whisper.)

40 JESSE A‘\ID THE BANDIT QUEE? AcT T

Drop the gun, drop the gun. (BeLLE lets the gun drop ‘

o and rises up, overpowering JESSE who falls down be=
Lo o g r) <

L’“ v }4 . *BELLE. You think it’s that easy to outwit the undis-
TR *puted leader of the fiercest band of lead poisoners in ',
. the West?. (JESSE grabs her from behindP Sné spins

" out from under him and, with very little effort, blocks
several punches. Fmally, she sends him ﬂymg Bewn

S think you can conquer the man who gave orders.to
L Bloody Bill Anderson and rode with Quantrill? (JEsse

crawls toward the gun, which is next to BELLE’s foot.) -

Y ;jv "You have sir an excess of earthly riches and there are
.\J» i ~vhomesteaders and little people who have not at all.
L \7 ‘I am here to set that aright. (BELLE stomps her foot,
7(" \}, ~~ supposedly on JEssE’s hand. He falls back down,
PR cringing in mock pain.) Now. Stand and deliver. (He
A\ starts to rise. She pushes him back down with a kick

Ax that is much more real than anything else in The
Wild West Show. She picks up the gun and points it -

at him. Thzs 18 not what Scarvey has rehearsed and]
. wit surprises him. As JEssE, realistically, intensely.) <.
=T I am the real Jesse. The others, all the others are not.”

[

~ .

LA ’

3
4o
k4

Y i N Center with an obviously fake punch.)/Travellex\ you\,v

r‘,‘ i

‘q

-.\ S

T

N

U

5= % “me. Only I am Jesse, golden Jesse. Hunt for me, pur- . -

~ . %" sue me, chase me across my prairie and I will find you.
ph S ‘{ am your one true hero and you will love me more
Lo bw’ when I am dead because this country’s greatest fear
A i:f_' ™ “¥s not for its heroes, but of them. n. | (BELLE-Fises; speak-
'j}'l k -ing-to- the-awdtence. JESSE gets on his knees, waving
v Y% his wallet at her, trying to get her back into The
N Wild West Show.)] They were afraid of me while I
‘lived and they will surely build a tower to me when
I die. ( #t.) I thank you.\ | f y
Jesse. My pleasure. (Picks up the carpet= bag' Down

Left and’ crosses below BELLE.) Scarvey MeCargo

gives you the sack. ( ne—-the—-carpet=bag;
Besre-throwsthewallet into-it. He then throws it at

=

Y
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her and moves the rocfcer back to the desk and sits,

still as Scarvey.)
BrLLE. (To the audience.) We Jent everywhere with

cthe damn thing. (Putting the ymsantd the carpet-bag.) \."_

. People loved to watch Jesse hold up that stage. I
, ~d made so much money at it, that I hired me a special
- .- groom for Venus, a little bla,ck boy and I named him

ST

i

s $~ m. JESSE, as himself, begins to type as the
,g/ Q)} ghts\l tighten to the desk area. He makes an error
) § and pushes back from the typewriter.)

-~ Y ,\"’ T’“j“ “Jesse. “Oh that my words were now written! Oh
& {\ /A : that they were printed in a book.” (He looks at his
V. — work for a moment.) Fat now, yes fat. But once, oh,
\L \}/ once. Now I will write it all down all of it, every last
\j’- ( 0 v, blood-letting drop of it. (BeLLE, as Zee crosses left
g L JessE and picks up The Police Gazette. She has re-

) 1} -moved the neckerchief and-has-added-a—hair-ribbon.)
= Lt &,i- About how I rode out one fine spring morning with
A S A~ BIHYL and how I met Belle, (BELLE turns to look at
e  ~—""JessE who has been unaware of her presence. He

. .- F‘ pauses briefly to look at her them goes back to his

A e writing. BELLE sits on the Down Center platform,
reading the gazette. She is dimly lit.)

. ah_yes. T'll write it all down with lots of parts like

“One fine spring morning.” All down, once and for all,

« S0 they can get it straight. (The lzghts change sud-

.~ denly as BELLE speaks, interrupting JeESSE at work.)

*

v “don’t get this. It keeps saying she’s the female Jesse

e James. I don’t like that.

[ JEsseE. You don’t like 1t? How do you think I feel

" about it?Zee don’t get worked up over nothing. (He

J . tries to go back to work.)

R " T BrLre. It says you go riding together. Jesse I don’t

bi 13 ——=think that’s right. If anybody should be in magazines
e it should be me.

% o L “7 Jesse. (Ruises, sitting Right of BrrLie.) That guy
EETE

J esse {BELLE leaves Up Right and-stands-next to the - -

 BeLLE, (Referring to The Police Gazette.)Jesse T--.

b
e o
a~ S
~— Py “
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just makes that stuff up. I only met her once or twice.
Back when she was with Cole. She’s in jail anyway.

AL X W (Appeasing her.) Maybe I'll get us a map. We'll go
by g oy o own to Rio. It’s in South America.
AR BeLLE. I heard of it.
bJLCl dLx Jesse. I could put my hands on twenty five thou-
%wﬁ;.b sand tomorrow. We could live on that like a king and

queen.
BeLre. Heseayd 1 could get us and the kids and
everything packed real quick. What language do they
talk down there?
JEssE. But you know, I don’t know.
ZE BeLLE. Why? Why not?
/V T b (M AJEssE. Too dangerous right now. Somebody’d rec-
IL(I@_LF‘ ognize me. (Walking back to the rocker.)
BeLLE. Oh.
/J EsSSE. Maybe in a few months,
Berie. Oh.
JESsE. Six months.
b BeLLE. Ohh.
p G5 JESsE. Maybe a year.

‘J. BEL .iJesse it’s hard being married to you.
(Crossm

rbl"

JEssE.) I wouldn’t trade it, but it’s

hard. I mean you're off away so much and this Bella

Starr stuff.
. JEsSE. (Grabbing The /%grce ‘Gazette from her.)
++ Belle. Her name is Belle./’'Whyn't you go make us

some food.

BeLLE. You just ate.
. JesseE. Then go clean something. Can't you see I'm

trymg to work, goddamn it., (BELLE crosses Up Left
ey, Tt her ¢oat “Tree.- JEssE looks at the magazine for a
s oment. ) If Richard Fox can say whatever he wants,
“so can I. I'm going to put in how I only stole from the
rich and give to the poor when they needed it. How
M the railroads were the robbers stealing the land from
i homesteaders and how I set it right, how I was a man

N

LN LY of the people and how they loved me. (Stands Left-of R

the typewriter.) Sure. Why the hell not? I can put in
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about Belle and I can put in about the Pinkertons,
I can do anything I damn well wanl to. I'm Jesse
James. (Pointing to the page in the typewriter.) It
says so right here. (He looks at his finger and then
pretends 1t’s a gun, moving it from the typewriter to
an vnaginary holster at his waist. He pauses for a
moment as if he were looking at an adversary.) Come
on. I got you cold . I’ll take all of you. Face me.
___ Face Jesse James. (He draws and spins Upstage to
" shoot as the lights change suddenly, revealing BELLE

Up - Left-on-the-platform: She has-removed-the

e«et-z‘:mg
“Zee-ribbon-and put her bodice Back on.)

BreLLe. You got me. (Rising.) Congratulations.
F]astest finger in town. .
J ESSE. You ought to know.
€ BeLLE. (Crossing Down the platform-to JESSE stand-
ing Down Right.) Who you fighting, the whole French

JESSE o you think I'm fighting?
BeLLe. Yourself. (They embrace.)

\f..:;lw’:’lw\{-jﬁ Jesse. I'm planning it Belle. I aint going to die in

some bed with an idiot doctor standing over me.
(JESSE sits on the arm of the rocker and imitates a
doctor examining BeLLe.) Why this boy’s heart aint
beating and pulse aint thumping. Give him an enema.
Talk to me next week. Three dollars please. 0o e
BeLLe. (Laughing, sits on JESSE'S lep Jeésse,i you
aint going to die in bed. You don’t spend enough time
there. And I ought to know. How are you going to
die? b
Jesse. Big and taking plenty with me. ¢Setting
BELLE in his rocker, referring to the page in the type-
writer.) My last chapter: Jesse’s death. I will ride
through the bullets and they will not touch me. I will
ride into h1story and no man’s gun can stop me. North-
field. T am in Northfield. Billy’s military techniques
can’t save us. They are too smart in Northfield. They
are waiting. The long rifles of the farmers—all those
blonde haired Swedes from Minnesota—they cover

£,

ey
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us in bullets. I have never been so far north. Frank
is shot. Cole is shot. I can see my men falling but
still I ride. There is a glow around me, a white light
that no bullet can enter. Only I can escape It is my
fate And my glory.

AABELLE. Glory—

i} JEsse. Don’t interrupt.

- Beoees Half that Northfield business was so Cole’d

(get shot. Always trying to set it up so Cole’d get shot. /

Jesse. (Crossing Up Left on the platform.) 1 see a
gun fight. A shoot out in the street. Me against three.
Ma} be more. (He acts out the parts as he speaks.)
I drop down fast, firing. I jump to one side. I spin
around shooting. Two of them drop then three more
appear. Then four. But they beg for mercy. I'm amaz-
ing. I'm Jesse James. Then suddenly from out of the
shadows a dozen more stand up. With rifles. (Moving
Center on the oplatform, looking all around him.)
Twelve long barrels facing me from every direction.

_ yElook at them and laugh and begin to fire. They drop,

Iaette

oh, how they fall, but as they go, the rifles take
Jesse with them. I’m kept up in the air dancing and
turning, my body is getting heavy with Union death,
lurching and turning. The blood of Jesse James is
flowing, the breath of Jesse James is going. Jesse will
die in the street, I can see it. (Seeing himself die.)
I can see my own death. I shoot to the end till I fall.
(Crumbling and falling off the platform Down
Center.)

BeLLe. (Still sitting in the rocker.) Wonderful. We
can put music to it and play it in every opera house
in the country.

JessE. (Sitting on the platform.) That’s how it's
going to be. (He goes back to his desk, pulling BELLE
out of the rocker -awd—sttésng:) Pretty soon now I’ll
have it all wrote down, all on the record. (Writing in
the manuscript.) The blood of Jesse James is flowing,
the breath—
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+ lies, and more lies. (Moving behind JESsE, leaning on

acT 11 { JESSE AND THE BANDIT QUEEN 45

BeLLE. So sure of everything, even know how you're
going to die.

Jesse. You don’t care how you're going to die. Be-
cause you are nothing and you know it. I am a hero
and it matters how I die./The death of Jesse James. . --

BerLLe. ( a He fell off
a bar stool and banged his head on his own foot.

Jesse. It’s my life and my death, and I get to say
how it happens. And I just might say how yours
happens too. (Gestures to the manuscript.) Maybe I'm
deciding that right here. (He-turns-to-BrpLE-who-has
preked—wrp-JESSE'S gun from-the coat-tree and i3 avming

BEeLLE. (E ) You’ll die of overeating
and I’ll die of back strain from lugging your corpse to
the hole where it’s going to get dumped.

JesSE. Zee'll see to that, thank you very much.

BeLLE. .) All you ever do
is get tired of Zee, and I can’t think why- (To JEssE.)
Well I'm tired of bemg some kind of pillow for you.

Jesse. What am I supposed to do, wait in line?

BELLE. (Calling-eff-ageins You just wait for Zee.

JESSE. (Caking—Of—Stage.) Zee’s all right. She’s
good to me. (To BELLE.) Least she tries. (Cealling-off.)
And I’'m good to her. (To BELLE.) Sometimes. __

v BerLe. What do you tell her about me these days?
N JESSE I lie. She don’t ask so much anymore.

/BeLre. You lie to her, 'you'd lie to me. That'’s all
(Poznts to the typewriter.) Lies,

the back of the rocker. She—still_holds-JEsse's -gun.)
Jesse, writing it down doesn’t make it so. You don’t
know and I don’t know how we're going to die.

JesseN I know how you’re going to die, Belle. I'm
going to 111 you. \I\m building a legend and Kkilling
you is going to be“part of it. I don’t like killing
women, but\ that’s how™t’s going to be.

BELLE ybe so, Jesse, maybe so. (BELLE walks
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away from him Wé%?g;b w“éélemg—-’ kw—g%n—wﬁk*frer"w o .
She stands Up Right next to the platform.) w/

Jesse. (Rises and walks Down Left(gs the lights ———- M gt Lot
) fade to evening.) Now, every last blood letting drop

7o of it jMy life and my death, straight and true and
1 / L - permanent

i

SO (BELLE steps into the Scene as Bob Ford. She-has N L T
o - and carries JESSE'S gun at . i 77 T N
TAese her hip. Bobby is about seventeen. He’s oily and /

' ©i7  ingratiating and doesn’t fool JESSE for a moment.)

Sl BeLLE. Evening Mr. Howard. (JESSE spins around
to see her, instinctively reaching for a gun which he
is not wearing. When he realizes it’s Bobby, he re-

+lazes.)
JEssE. Hello Bobby. Do me a favor.

. BeLLE. (Crossing Down Center:) Yes sir.

JEssE. Save the Mr. Howard crap for my wife. You
just call me by name.
\ BeLLE. Yes sir. I want to thank you again for this.

)} €Holds the gun up.) I'm real grateful.

o { JessE. You fire it yet? )

;\C,/— . BeLLE. No sir, not yet. Aint had no cause. But I'm

X A_ sure she’ll fire true. (JEsSE takes the gun from her.)

p Lb I do thank you. Real generous of you.

g y Jesse. Well Bobby, I appreciate all the attention

{.~you paid to my wife while I was away.
] 1‘, BeLre. Glad to be of assistance sir. I am grateful.

J And proud to have such a gift from such as yourself.

JESSE. (SttsomBPown€enterpiutform.) Bobby, you
,are the politest damn boy I ever met.
ﬁﬁ- - 4{, % BELLE. Yes sir. I try to be.
JEsse. I know. Zee’s real fond of you too.

‘\x +BeLLE. Is she about? Zee? Miz Howard. e S b
. r& "\ Jesse. Nope. But she’ll be back. T W
p W BeLLE. She wanted me to §traighten up that picture. ’
‘Thought I'd have a look at it. She’s a real fine person, “g;}fi),c;a,@ .

'
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Miz Howard. I do admire her. Real fine. I'm real glad
to fix up that thing. (She starts to step up toward the
picture.) I can probably scramble around here easier
than you can. Yes sir. Glad to help out in my own
little way. (As—shels at the picture with—terback to
Jussu—he—stghts—the—gun,—first-at=the foor; thenat
Bestrls-beaek.) I want you to know sir, I consider it
an honor to be around you, yes sir, an honor . (BELLE
turns to look ateJESSE who quiclcly lowers the gun
and crosses Dow - She turns back to the picture.
He again points the gun at her back.) It’s a real nice
picture you got here, Mr. Howard . . . (She turns
back to JessE who keeps the gun atmed at her. It
scares her, and she turns back to the picture nerv-
ously.) ah, Mr. Jess . . . Mr. James. Real pretty.
JESSE. You just leave it be.

BELLE a minute. Fasta-tttte—
JESSE. owenng the gumn. J ust leave it be. I'll take

care of it, “Tob 10 _,.5111:& ighten it and I'll take
—_ care of it. Crossmg to his.coat. free.]) You just get

, /7 ) on down from there now.
S BeLLE. Yes sir. (BELLE steps Down Cénter off the

" platform as the lights change suddenly leaving her
wm a pool of light. She is herself again and talks to
the audience.) Jesse had two children, a boy and a
girl, and so did I. I had a daughter named Pearl, she
was the smart one, and a baby boy named Ed. We lived
out away from everything and then Pearl run off to
Kansas City.(She worked in one of them houses. That’s

<, ©something I never done™I bargained with it a little,
.~ and lord knows I gave tt away, but I never sold it
~ and I never will. (She sits on the Dewn Center-plat-
rm speaking with some difficulty.) Before Pearl run

’l AR " she and Ed were always around to help me. They

Lo" got in trouble them two, and I aint proud of it. It
>&/ . owas the living away from everything and me being
=7, v+~ away so much of the time. It aint natural what hap-

) pened, but my kids aint the first that ever done it.
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48 JESSE AND THE BANDIT QUEEN AcTr 1
Probably won’t be the last. (Jessg, as BELLE'S son

Ed, enters as the lights change suddenly. He jumps

onto the platform heading Up Left. He has put his
gun back into the holster hanging from the coat tree
Up Right. He has removed his vest, sharé, boots and
has rolled up his pant legs. Ed is sixteen and capable — -
of anything. He sees his mother and stops for a

moment.) Hello, Ed. (JessE starts to leave again.) T :* ..

Where’s your sister?
Jesse. (He stands—sublenly staring—at s [eel, his
. t-hts-feet:) I don’t know.
BeLLE. Where you been? (JEsse shrugs.) You been
with Pearl? Have yo%Cat got your tongue?

7w soJESSE. You going-oU
-7« 'BeLLE. Yeah! So what?

{

JessE: (Fumps-off- theplatform—Right-of-the pteno-)
Just wondered.

BeLie. I'm going out, Pearl’s coming in. That it?

JEesse. She lives here.

BeLLE. In my house. She lives in my house. And so
do you.

JEssE. (MovingPown-Lefé:) Yep.

BeLLe. And I won’t have you carrying on like that.
It aint natural. Do you hear me? Do you?

Jesse. (Facing away from her.) Yep.

—(8tards) Stop saying yep. (JESSE says
fothing.) She is your sister. Your sister! It’ll kill you.
That will strike you down dead if you do that with
your own sister. That is a sin against God.

ot - JessE. (Looking at her defiantly.) When you going?

<

BeLLE. I'm taking her with me. Away from you.
Do you understand? (JEsSE starts to leave. BELLE "~

.. pulls him back, slapping his face and then hitting him

again and again. He falls to the floor Down-Genters)
Do you? Do you? You do that with your own sister
and I will take you out behind the barn and cut it
off with a butcher knife. You understand? Do you?
(Pulling him up to his knees.) 1 will take a knife to
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you and slice it off and feed it to the pigs. (BELLE
18 horrified at what she has just said to her son. She

pulls him to her trying to comfort him. With her

son’s head pulled to her breast, she sinks to her knees.
The embrace turns from a maternal one to a sexual
one. Neither 1is certain of what s happening. It 1is
neither a seduction nor a rape, but a moment that they

can neither understand nor control. Clinging to him as _

they fall to the floor.) Let go of me. You lef go of me.
Eddie. (They lay there entwined in each other’s arms.
They are still for a moment, both frightened by what

has happened.)

>, JEssE. Mama, I'm sorry. I'm so sorry.

BerLe. Oh, Eddie, my little Eddie.
away from each other.) You have to go away now.
(JessE slowly moves Up Right as BELLE pulls herself

(They pull

6" hér feet. The lights return to a pool of lzght on

BELLE, distraught by what has just happened. T
audzence) Pearl and Ed went away,jand I ‘wént
QQ looking for Jesse. I wore a tight black jacket, high
2 L {topped boots and a Stetson hat with an ostrich plume.
¢ rAnd I rode into town at break neck speed scattering

I

“ “everyone on the side walk, looking for my Jesse Starr.

I played the piano till he come to me. [ was a singer
. and a dancer and a dealer of poker and faro, and
> Venus was my only friend till Jesse come to me. I
married Henry Starr and John Starr and Sam Starr,
-~ and my babies run off together and/Lwas never happy

.. —till my Jesse Starr come back.___.

p-
-

(BELLE crosses Left of the piano, t'ﬁ;gwmg her skirt
on the floor, leaving her in short laced bloomers
and dark stockings. She’s a dance hall girl now,

“a dealer of poker and faro.”

She sits at the piano

and plays the Mozart passage she was playing
when she first met JESSE, seventeen years earlier.
As the lights slowly change, JEsSE enters Douwmn
Right with his gun and holster slung over his

the -

O
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shoulder. He’s carrying his boots. His entrance
and her piano playing parallels their first meet-
ing. JESSE stands Down Center for a moment
watching her and listening. He applauds with his
boots. Hearing him, BELLE stops playing.)

Jesse. Very good. Very, very good. ,é,‘.: ;

BeLLE. (She turns toward him.) Well, if it aint the
music critic himself.”Who’d you kill th1s morning?

JEsse. Belle, you don’t understand me: I'm a peace

, lovmg man, ]ust trying to earn a living,.

Brerie. Me too. I'm a school teacher.

Jesse. So I hear.

BeLLE. You come for a lesson? How much is one
bank and one bank? Or you just going to stand there
and watch me? o _

JeEsseE. You're the best thing I know to watch....— oo
EQ-BELLE Yeah, every once in six months. (She plays
again, the same piece.) To what do I owe this rarely
bestowed honor?

JEssE. (Crossing—abeove—~the piano placing his boots
on the piano.) You know the governor’s making
speeches about me? A whole speech just about me.

(Setting his gun and holster on the piano.) How I'm
a menace to the community of free peace loving peo-
ple, or some crap like that.

BeLLE. (She stops playing and laughs.) 1 can’t
imagine where he’d get an 1dea like that. (She—plawys
Wr)-*'“‘*z;j } ; Y. } T

JEssE. ( of BELLE.) I'm on the run
" Belle. T need to just be here for a while till things

cool down:+T1ill the governor thinks up somebody else

me speeches about. (He puts his arm around P

BeLLE. She pulls away, picks up her skirt, and hangs i

1t on her coat tree.) .

BeLLE. The only time you come around here is when ('/
the army’s chasing you. Just get in my life or get out

of it. (JessE sils at the piano and plunks a few notes

Y
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of “Bright Morning Stars.”’) You been practicing.
(She sits on top of the piano Left of JESSE.)

Jesse. (Stops playing.) This damn thing’s hard.
(JESSE plays again.)

eLLE. Take me with you. I'm better than half

ose horse’s asses you got for partners anyway.

JEssE. I guess you ought to know about my partners,
you slept with enough of them.

BreLLE. Let’s go to St. Joe. There’s a bank in the
middle of town just waiting there.

Jesse. (Still playing.) Not no more.

{ BeLLE. You done another one already without me.
The hell with you. (She smashes his hands on the
keys with her foot.) There hopm

JEsse. You just watch what you’re doing.
BeLLE. You never did know what you was doing,
d1d you? Did you?

. A-Jesse. T'll do whatever I want. (He grabs her.)
* That’s more like it. (BELLE pulls the gun out of the
holster and points it at him. JESSE moves away, a

little startled.)

BeLLE. You'll have to get at it first.

Jesse. I been there. I know where to find it.

BeELLE. Whyn’t you just come riding in here and
shoot me? Aint that your military techniques? (JEsSE
takes a step toward BeLLE. She stomps her foot on the
keyboard.and extends the gun farther, stopping him.)

Sy Lock up your daughters, hide your wives, here comes

w Jesse James the bandit queen. (JESSE reaches for the

gun but before he can grab it she lets the barrel drop
and swing free. He takes it and aims it at her.)

JEssE. Bang.

BeLLE. Banged by Jesse James.

JEssE. Tt a.mt the first time.

BeLLE. And as usual it didn’t take long. dL"

JessE. (Walking Down Feft, looking about him.)
You own this place yet? A

BerLE. I do okay. ~
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JEssg. Bullerap. 4 /

BeLie. I do okay. Nl T

Jesse. Bullerap again/ You still married to that
idiot?

BerLLe. Which idiot? (They both laugh.)

JEsSE. (Crossing Right of the piano.) The tall one.
What’s his name?

BerLLE. Sam? No. I guess not. Sam’s in jail.

Jesse. Well, which idiot you married to now, and
how is he?

BeLLE. Oh, I don’t know. 1 lost track.

JEsSE. Zeralda sends her love.

BEeLLE. (Sarcastic.) Which one?

JEsseE. What’s that supposed to mean?

BerLre. You’re the only man I know ever had a
mother and a wife both named Zeralda.

JEsse. Well, then they both send their love. (Putting
his gun into his helster.) And so do 1.

,\f BrLrE. Zee. Pretty ‘Zee and her little round face.
y : JESSE. (&eressing—BrrrE’s™ breast) That aint all
K \ g:hatsround on her. K& LAl ¢ Flbe —glbaan 1,
3 BeLLE. (Pushing his hand a% y) T’ll never under-

stand why it is men make such an unending fuss over

9{ ‘{v an inch or two of flesh.

v JEssE. Depends on whose inch or two it is.
BeLLE. No, no it don’t. Not to any man I ever met.

Nothing matters but a curve or two on a woman or an

inch or two on a man. There. (She presses her foot on

his crotch. JESSE holds her leg. She speaks, exasper-

ated.) Jesse, it’s like this piano. The decoration is fine,

but it aint got nothing to do with the muysic it makes.
JEssE. (Dropping her leg and crossin of the

Down Center platform.) You didn’t hear about Zeralda

I guess. And I mean my mother. You’re so busy belng

jealous of my wife. (He removes his jacket) gt XS ST
BerLLE. Now what? LR A
JEsSE. Since St. Joe every damn Pmkerton flunkie

and federal soldier’s looking for us. (He sits on the

Down Center platform.)

T
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BeLLE. And that’s why you come here. (BELLE gets
down from the piano, crosses to
an-her-eaper) Maybe 1 sent all them soldiers out after
you so you ’d show up here. Maybe next time I'll have
‘em all put a bullet in your brain. (BuLeg-stts-at-the
ye-the-same piece.)
Jesse. Yankee soldiers come looking for me and
Frank. Threw some kind of bomb in the window. Blew
my mother’s arm off.
BELLE. ( o) Her arm?
JEssE. Left one. She could still cook and stuff.
BeLLE. (Turning to Jessg.) Blew her arm off?
JesseE. Right about there. They thought she was
going to die. She’s pretty tough though. Tougher than
she looks.
.. 1 wiv~. BELLE. What are you going to do?
RRE R 4 Jesse. Already done it. Army Post in St. Joe. Be-
- .+ &7 _fore we burned the place, we rounded up all the officers.
Sawed their arms off.
BeLLE. You are a vicious one.
JEssE. (Leaning back.) Now you don’t like a little
hell raising?
BeLLe. No, I guess the truth is I like it more than
ever.
JessE. (Extending his arm to her.) Maybe I ought
to saw your arm off.
e BeLLE. “You probably would just so you could play
b » 1% the piano better than me.
¢~ Jessk. I'd do it for the sheer joy and simple pleasure
that it would bring me.
L BEeLLE. (Rises—and—sits-Left-of-JEssE:) My gentle
.t Jesse.
g LJ ESSE. I aint your Jesse.
e . BeLLE. You aint even your own Jesse. (They kiss.)
o N _.JEssE. Goodbye Belle.
~~"" Berre. What’s that supposed to mean?
% JEsse. 1 come to say goodbye.
x';(\ Tyt BEeLLE. {You come to hide. You got in trouble and

\JLL

¥ % | youcome to hide in my skirts.
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JEssE. That aint what I do in your skirts.

BeLLE. You don’t do nothing with my sklrts but wear
them.
JEssE. (He pulls away from her. )XI’m going down to
South America with Zee and the kids. Rio. (JEssE
T ehind-the-piano.)

ELLE. Stay here till you get tired of me, then run
away with your wife. {It aint going to work. I don’t
want you and you couldn’t spend that much time with
her. (Imautates.) “Jesse . . . do this . . . do that.”

JEssE. Zee’s okay. She’s regular and permanent.
BeLLE. What do you think we are?
i~ JESSE. We’re permanent okay, permanent crazy.

“'\. BmLLE. You get on that boat and you'll die there.

JEssE. There’s worse places to die.

BerLLe. (Stands and quotes.) “The blood of Jesse
James is flowing, the breath of Jesse James is going.
Jesse will die in the street . —+8

JEssE. (Moving Left of&#e piano.) You don’t know
nothing.

BeLLE. (Walking to JessE’s desk.) I know you aint
going to South America. It’'s coming to an end Jesse.
You're thirty-four Jesse: And fat now, yes fat. (BELLE
stands behind the desk.)

JEssE. It’s my life and I get to do whatever I want
with it.

BEeLLE. You got two choices bank robber: go back
to Zee and pretend to be somebody you aint and get
killed—Or, come with me out to the Indian Nations.
" And be who you are. oo S

Jesse. (Crossing Down t) You aint going to
turn me into one of your damn Cherokees.

BeLLE. Whyn't you go back to Zeralda. And I mean
your mother and your wife, cause you don’t know the
difference between them.

JEsSE. (Moving towards BeLLE.) I don’t know the
difference? You're the one can’t tell you own baby
from your Indians. (Crosses Rtgfit of the desk, point-

I
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tng at the typewriter.) I’'m putting in a whole chapter
) ﬁbout yvou and Ed. Belle and her bouncing baby boy,
L2 out behind the barn.
o BerLLe. You can just leave me out of that thing,
thank you very much.
“JEssE. It’s okay to be Bella Starr—
-~ -—-BELLE. Belle! Belle, damn it!
JEssE. —the bandit queen or the female Jesse James.
It’s fine to be decked out in lavender fringe— (JESSE ,_
tugs on BELLE’S cape. She pulls away Down €erter:) i<
' convineing God you’re Mary Magdalene come back
R to haunt him, oh that’s okay, but none of the rest of it————"""""
L ~ BELLE. That other stuff don’t matter. \Put. in about
¢ .. -all of ’em. I never done nothing with my own baby.
*i ' Never. /
.Y Jesse. T'll put in about how Ed and Pearl was out
«“ - _. behind the barn. Or maybe it was all three of you.
o A{ BeLLE. It aint true.
S JEssg. All T know it was a mlghty busy barn.

L
/BELLE It aint true. STATERE

sameb

y . \
AL JESSD (Rushing—towardsBrrre.) It is now. -~ % S

ELLE. (About to hit him.) Jesse, I'll kill you: (He
\@m&ber down on the Down Center platform.)
" JEssENI aint going to die in South America with
Zee and I ain’t going to die in the Indian Nations with
you. Cause there aint no difference between the two.
“~«—AHe moves to the ;m'ano to pick up his boots.)
BeLLE. Oh, you're going to die all right. They’ll
* blow your head off like Billy., That’s the best thing
ever happened, Billy gothiﬁrgad blowed off. (JEssE,
forgetting about his boots spins, Downstage and slaps .
 BELLE across the face.) Ll il -
—— JesskE. (Standing over her.) You're talklng about the
dead. A hero. You are talking about a true hero.
BeLLE. (Quietly, recovering.) Since when do you
count the dead? What about them officers? And that
little girl back in Lawrence? They’re dead.
JEsse. (Goes to pick up his boots.) Damn right.
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And the only thing I’m sorry about is I can’t kill them
again.
BeLLE. Golden Jesse. Everybody s hero.
o Jesse. (Sits on the piano stool, starting to put on
wo-% .1 his boots.) And that’s how I intend to go. Boots on

P and taking somebody with me. _ s 2 A eoa
o BELLE. Me? B
; JEssE. (Puts his boots aside and stands Left of
__.Berre.) That’s what you want. But only I am Jesse
2P and only I can die like Jesse.
e BeLLE. If you leave you aint coming back.
g—/JESSE If T leave it’s cause 1 want to, and if I come,
back it’s cause I want to. And if I don’t— g
) BreLLE. It’s cause you’re dead.. (J BESEMOvEs ba,cku-to
:g the piane—stoolund-sits.) Dead and nothing. (Brrme

removes her cape, letting it drop on the platform. The

stage gradually begins to get dark.) And I am Jesse.

(BELLE. puts on JESSE's jacket es—Jessp—remaues -his

U'i« - ehaps Only I am Jesse. (She-crosses-Upstage-and
stands-Right-ef-the~Pown Center platform.)..

JEsSE. (Cxosses  Left-ef-the-platform- facing- BELLI:.

‘ frer-his—chaps:y One last time, huh Belle? -
a BErLLE. ¢Putting on the-chaps.) No more times. No

more. (Jessm-picks up- BELLE'S. cape and-puts-it-am.)-—"

I don’t need you Jesse. Because I am Jesse./Al he best
you ever been was when you was being me. Yl o G
Jesse. (Picking up BELLE's shawl from the piano
and draping it around his neck.)-Me being you is me

being better at it than-you Belle. It’s always

me in the-end. Aint it? {(Bertp-putson.J
They face each-other from opposite sides of the plat—

}}kﬁ’ form.)
‘ Berre. (A4s Jessg, Right of the platform.) Hello
.. Belle.
N / JESSE. (As BELLE, Left of the platform.) Hello Jesse.
. " Jesse, Jesse Starr.
e BeLre. I have to go, Belle. (She crosses to the

A rocker and sits, becoming JESSE at home. JESSE crosses
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Left and—stends—betweéen the plarno-andthe—stook,
e~BELLE calls.) Zee. Zee, you in there?
What are you doing? Whyn't you malke us some pan-
cakes, Zee?
o JESSE. (As Zee.) In a minute. Straighten that pic-
<‘~~_, ture Jesse, will you? (JESSE pzcks up the gun from the
‘piano %J—s%és“—‘o?{%'ﬁ"_ml‘—‘)\ LS .
BeLLe. (Rises and walks up to the pzcture about to
straighten it.) Yeah, T'll get to it in a minute, Zee.
Why anybody who lives out in the country needs a
picture of the country 15 beyond me. You could just
look out the window. 7 % : il & —eee
——— Jgsse. (Turns Downstage and addresses the audi-
ence. As BELLE.) The kid that shot him done it with
a gun Jesse gave him. It was a Colt .45 with a pearl
handle. Gave him. As a gift. After, he got a job with
a wild west show. “The Outlaws of Missouri,” star-
ring Robert Ford. He shot through that window hun-
g dreds of times. He even did it at the circus in New
I\fb York City, for Mr. P.T. Barnum. There was a
oM lot of stories about Jesse’s funeral. The $500 coffin
bo
L

//7

, and everything. No. A lot of crap from The Police

\LGazette. They buried Jesse with his boots on and

‘X'L without a coffin, just dumped him in a hole, because
i

. wood, was too dear on the prairie. (He rises and walks-

own Y kiiow: T was there. Nobody knew me,
'; {.*" but I was there He is timeless, he will never die. A
LY hero and a legend and he will never die. Only he did.
(He cocks the gun and becomes Bobby Ford, pointing

T T the gun at her back.)

)\ NUBErmm. (Turns to JessE when she hears the click.)

O There’ll be no praise for you. No glory, no honor for
little Bobby Ford. (She turns back to the picture,
presenting her back to JEsSE. He fires the gun, and
runs toward\BELLE as shd jumps off the platform, pull-
ing out her Bnife. JESSE h&s become BELLE dgain, being
threatened By her son Hddie. They face gach other
from opposite sides of tRe platform.)

; 5

/
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JessE. Eddie. Don't. No. You have to go awaS(\ now.
You have to forget ahout all of that. Eddie you mind
your mama and you Rut that downy (They step/up
onto thg platform. BELLE stabs JESSE dud they collapse
onto thg platform.; The lights brighten, revealing
?EL and JESSE a;/ therr\felves, refazring on the;plats
ornt.) / A/
BeLLE. Jesse, when I wasn’t @-"’4etending) to be the

--~desperado of the stage coaches, I wore a crisp white

blouse and me and Venus and little Jesse, we took in
the races, the circus and the county fair. Except for
e gun I always tucked into the folds of my skirt,
I was one first class lady. -
JESSE. Eat now, yes fat. But once, oh once. Actual
AL ned to be no bank robber, b
(They kiss.« just happened.
- ﬂaﬁmm%you're planning your life,
L. He hqs Want to, and everybody gets
The micture ts similar to the end of Act One.
Except now, BELLE has mounted Jesse. The
~weapons have been left next to each other on

the Dogwn Center platform.) i N
ke L le oy ‘VL_Q‘_/p\L (Y . ( ~_s€? R AN

BeLLE. Come Venmi . My pretty girl. Oh,
my sweet éirl.@ ridé-olr, t¢h you, my hands on
your mane. — T ——

JESSE. (Ristng to his knees.) Jesse Starr, Jesse Starr.
(They are silhouetted against the back drop.)

BELLE. The only Jesse Starr. (BELLE waves JESSE'S
hat wn the air as the lights fade out.))

THE END
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DIRECTOR’S NOTE

This brief director’s outline is intended only to sug-
gest points of entry into “Jesse and the Bandit Queen,”
not as a prescription for a perfeet production. It has
four parts—the time frame of the play, its style, char-
acters, and concepts.

At first glance the time sequence of the play may
appear to be complex. In fact it is quite simple. The
opening sequence of the play takes place immediately
before the final moments. That is, Jesse and Belle are
introduced just before they are killed, and almost
the entire play happens in the instant between their
awareness of danger and their moment of death. The
seven Jesse/Belle scenes alternate with the ten bio-
graphical scenes in exact chronological order.

In terms of style, this means that while Jesse and
Belle act out their lives from a final point of perspec-
tive, the play is not a memory play but one of active,
on-going conflict. The dramatic drive, the suspense,
comes not from going backward in time towards
origins and explanations but forward to consequences
and conclusions.

As the play does not rely on the mood or imitation
of memory, the basic style of playing should not be
dreamlike but related to direct and immediate objec-
tives, as can be seen by looking at the characters
themselves.

It will be obvious from a first reading that several
levels and kinds of characters are presented, including
the fully drawn and colored ones of Jesse and Belle
and the more pointedly sketched “third person’” char-
acters of Quantrill, Parker, Fox, Zee, Eddie, etc. The
first are clearly at the dramatic and emotional center
of the play, and it is towards the development of Jesse

59



60 DIRECTOR’S NOTE

and Belle as individuals and as a couple that most of
the actors’ work must go.

But the “third person” characters are not simply
comic relief cartoons or informational symbols. They
are the image Jesse and Belle have of each other’s
lives apart from each other. Thus when Jesse is being
Parker or Belle Quantrill, they are demonstrating
their own idea of what the other one has told them
or they have imagined. Belle’s Billy represents not
just the historical Quantrill but what she perceives he
means to Jesse. In this light it is no stylistic quirk
that leads to Jesse’s sarcastic version of Belle’s
biographer-friend Richard Fox, or to Belle’s almost
humiliating version of Zee.

In addition there are the ‘“characters” assumed by
Belle and Jesse when talking to the audience. These
approaches to the audience are extremely varied, from
talk-show slickness to the most ragged confessions.
This range is possible because the audience is inside
the minds of the characters. They are the people or
voices or figures one addresses inside one’s mind, which
may be flattered, amused, appealled to, begged, yelled
at, even crawled to. For Jesse and Belle they take
the form of the scowling woman in row E or the sleep-
ing man in seat 140. Played this way the third char-
acters and the posture taken towards the audience
become not “bits” but integral parts of the characters,
style and time frame of “Jesse and the Bandit Queen.”
Which leads to the fourth point, concepts, or just what
is this play about anyway?

On the simplest level it is straight forward biog-
raphy, the individual stories of Jesse James and Belle
Starr. This is easily understood, but its interest to an
audience should not be underestimated. People are
fascinated by what turns out to be true and most of
what is asserted about Jesse and Belle separately is
true.

But this implies at least an equal interest in what
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may not be true. Our quest for amazing details, the
so-called death of fiction, may really be a reaffirma-
tion of our need for fiction. And what is not histori-
cally true, the relationship between Belle and Jesse,
becomes the center of truth in this play.

One way to enter the nucleus of the play is to
imagine it to be composed of opposite forces in orbit
around each other. Historical fact and journalistic in-
vention, domesticity and sexual passion, killing and
love, domination and independence, horse and rider,
male and female find resolution only in opposition.

If the play is merely examined in terms of levels—
biographical, the individual characters, the relation-
ship, sexuality, and the achievement of myth—the
most important level of all will be missed, that of
conflict within and among these elements. It is a two
dimensional approach. The play’s molecular dimen-
sion is given form and meaning by the attraction and
repulsion of its opposing charges.

Jesse, who has achieved enormous fame because of
the velocity of his unselfconscious violence is attempt-
ing to find understanding and permanence. They are
incompatible. Belle wants only the most complete in-
dependence for herself and the strongest, toughest, and
freest for her mamn.

Jesse tries to fill up his life to out-do his legend,
Belle tries to build up her reputation beyond what
she does. Jesse is attracted to the dress and scent and
form of women, Belle grasps for her masculine op-
posites. Both~opposites are within the other. At the
end, they do not make love, they exchange clothes.
They do not grope each other, they become each other.

Jesse strives for heroic death, yet the shot in the
back by a mediocrity gives him greater glory than
any act he ever committed on his own. Belle’s urges
to destroy and protect her children come full circle
and meet at a moment when to sleep with her son or
castrate him would be bound in the same passion.
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One final word on production. To create this image
on the stage it is important-not to blunt or blur the
edges. Smoothness and fluidity is best achieved by
simplifying the physical production, by making the
transitions sharp, not dreamy, and by illuminating
the conflicts of and in the characters instead of trying
to smooth them into resolution. As in photography,
the degree of clean resolution in the print depends
upon the balance of contrast in the negative.

Too much is easily made of the fact that Jesse and
Belle are movie figures. Of course they are. Movies
are one of our major myth media. But that says little
about the meaning of the play and nothing about
directing it. The object is not to duplicate a movie
in further two-dimensional service of another version
of a myth, but to take the audience inside the shield-
ing glass and feel the force of conflict as matter is
transformed into myth.

Certainly more props could be used, more music
could be added, elaborate costume changes devised.
If designed and executed very carefully they might
add a great deal. But one advantage of using 10 props,
2 sets of clothes and no sound cues is that atmosphere
and behavior do not become substituted for character
and conflict, because they can’t.

The Mozart Sonata used in the New York produc-
tion was chosen to suit the ability of the actor. Others
of lesser difficulty could be substituted. Obviously the
greater the technical display the more delicious the
moment, but such facility is neither essential for the
scene nor the play.

Jesse and Belle are legends, but they began life as
real people and if their legends endure it is only be-
cause they live on in people like us.

—Gordon Stewart



PROPERTY LIST

Furniture and Set Props:
desk with center drawer (Stage Right)
rocking chair with patchwork cushions (behind desk)
coat tree (Up Right)
piano (Stage Left)
piano stool (swivel type)
coat tree with small shelf attached (Up Left)
empty picture frame (Up Center)

Act One—Preset:
Desk:
copy of The Police Gazette
small, leather-bound notebook
pencil
Center Drawer:
shaving mug with lather
shaving brush
straight razor
Down Center Platform:
brown blanket
Piano:
3 sheets of music (the Mozart sonata)
riding crop
Belle’s square mauve silk shawl with fringe
Up Left Coat Tree Shelf:
shaving strop
small barber’s towel

Act One—Personal Props:
JESSE:
holster
Belle’s knife
BELLE:
scabbard
Jesse’s Colt .45 with pearl handle
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Act Two—Preset :
Desk:
copy of The Police Gazette
small leather-bound notebook (from Act One)
pencil
old fashioned typewriter with half typed page in it
Piano:
Belle’s shawl
small carpet-bag with:
5 wallets containing paper money and photos
Up Left Coat Tree:
Belle’s cape
Up Left Coat Tree Shelf:
Jesse’s neckerchief
prop gun (wild west show)
Up Right Coat Tree:
Jesse’s hat
Jesse’s vest
Rocking Chair:
Jesse’s jacket

Act Two—Personal Props:
JESSE:

holster

colt 45 with blank cartridges

wallet with paper money
BELLE:

scabbard

knife
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COSTUME PLOT o { Famse

JESSE: ¢
Act One:

muslin cowboy shirt dyed red

brown and red striped suit vest with mauve cotton lining

faded brown western cut jeans

hand tooled cowboy belt

Agedrrust-sphit-rawhide-chaps-with gold conches

faded red unionsuit

light brown socks

hand tooled boots with silver heels

maroon bandana-type neckerchief

brown suede jacket

brown flat topped plainsman hat

Act Two:
pants, shirt, chaps, belt, unionshirt, boots and socks from
Act One
BreLLE:
Act One- /‘L&_ L{».;u £
wine silk brocade, five gore wrap around sklrt (opens in
back)

boned-corset-butit-on-to-a-camisole-top

lavender striped bodice with a built-in blouse. (opens in
front like a jacket)

5 s

cocoa brown silk stockings

red satin garters

riding-type boots with spur straps

wine—eolored-—half—inoh—wvelvet- “Zee” ribbon tucked in
camisole

maroon velvet, floor-length cape with hood

Act Two:
skirt, camisole, bodice, stocking, boots, and “Zee’ ribbon.
from Act One
dark red silk bloomers with maroon lace ruffles
o dbet 9
‘J



SOUND PLOT

Cue 1—Top of Act One:
“Bright Morning Stars” from Music of the Ozarks, a Sounds
of the World recording, available through National
Geographic Society

Cue 2—End of Act Two:
“Bright Morning Stars”

In the New York production, Mozart’s Sonata III, written
in the key of C was used.
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A Breeze from The Gulif

MART CROWLEY
(Little ‘Theatre) Drama

The author of “The Boys in the Band” takes us on a journey
back to a small Mississippi town to watch a 15-year-old boy
suffer through adolescence to adulthood and success as a
writer. His mother is a frilly southern doll who has nothing
to fall back on when her beauty fades. She develops headaches
and other physical problems, while the asthmatic son turns
to dolls and toys at an age when other boys are turning to
sports. The traveling father becomes withdrawn, takes to
drink; and mother takes to drugs to kill the pain of the
remembrances of things past. She eventually ends in an
asylum, and the father in his fumbling way tries to tell the
son to live the life he must.

“The boy is plunged into a world of suffering he didn’t

create. . . . One of the most electrifying plays {'ve seen

in the past few years . . . Scenes boil and hiss . . . The
dialogue goes straight to the heart.~ Reed, Sunday News.

Royalty, $50-335

ECHOES

N. RICHARD NASH
(All Groups) Drama

2 Men, 1 Woman, interior

A young man and woman build a low-keyed paradise of hap-
piness within an asylum, only to have it shattered by the
intrusion of the outside world. The two characters search, at
times agonizingly to determine the difference between illusion
and reality. The effort is lightened at times by moments of
shared love and “pretend’” games, like decorating Christmas
trees that are not really there. The theme of love, vulnerable
to the surveillances of the asylum, and the ministrations of
the psychiatrist, (a non-speaking part) seems as fragile in
the constrained setting as it often is in the outside world.
*, . . even with the tragic, sombre theme there is a note of
hope and possible release and the situations presented

specifically also have universal applications to give it strong
eff . intellectual, but charged with emotion.”—Reed.

Royalty, $50-$35
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