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CHAPTER I 

THOUGHTS ON DIRECTING 

Directing a play is like architecture: one constructs 

a "building" from sketches made by the "client." The 

client--in this case, the playwright--expresses his or her 

wishes, but the architect/director has to make sense of 

those wishes: placing the plumbing and wiring; planning the 

layout of the rooms (making sure the second floor--or 

second act--fits on top of the first); and all the time 

keeping the general wishes of the client in mind. 

Directing is also like anthropology. From somewhat 

sketchy clues, the scientist/director must reconstruct the 

play. He or she must understand the society and mores of 

this unknown world and communicate its rules to others. 

Directing is like exploring unknown territory. The 

script is a general map, but one really doesn't know the 

way, how to keep the crew motivated and on the trail, and 

what the unseen dangers are. Also, one has time constraints 

for reaching the destination. 

You are all alone as a director. In the midst of this 

swirl of producers, cast members, crew, designers and the 

playwright, you must have the confidence of Napoleon, the 
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wisdom of Gandhi, the originality of Picasso, the 

dedication of Mother Theresa, the deduction of Sherlock 

Holmes, the zeal of Billy Graham, the luck of Bill Clinton, 

the leadership of General Patton, the sagacity of the Dahli 

Lama, and the firmness of Attila the Hun. 

Ultimately you are the unseen storyteller, the bard 

who never speaks. You must convey the story to the 

people. You must use whatever methods you can to make the 

importance of the tale understood to the audience, at the 

same time slipping in pertinent and awesome truths so that 

the audience discover them resonating in their minds long 

after the final curtain. 

Directing is fun too. 



CHAPTER II 

THE STORY OF THE PLAY 

The action takes place in a small town in a wooded 

area. The main characters are Lawton and his family; his 

father; Buzz's friends; Rutter, the hermit; Lisa; the 

sheriff; the ghostly Amerindian dancers; and the Last 

Indian. 

2.1 Prologue: A speech by Rutter 

This speech is repeated several times. Basically it 

tells the story of "Blue Jacket" who is captured by Indians 

and eventually becomes one of them after being made to "run 

the gauntlet." He is accepted into the tribe. The story 

says he eventually kills his brother saying, "I have no 

white brothers." The Dancers, or the Tribe, are present as 

the prologue unfolds. 

As the prologue ends, Lawton tells a story of getting 

lost in the forest. He says he doesn't feel alone, but 

feels pulled deeper into the woods by something--some 

entity that feels like his "kin." 



The Dancers leave the stage and the lights go up on 

the Fauber house. Lawton, his younger sister Trisha, his 

mother Geraldine, and Buzz, his father, are at dinner. 

During the dinner conversation the conflict between Lawton 

and his father flares up once again. Buzz is something of 

a mover and shaker in this small town. He is trying to 

make something of himself and his family. He feels Lawton 

is a bit odd. Lawton likes to go into the deep woods to 

talk to Rutter. 

2.2 Scene 2: Rutter's cabin in the woods 

Rutter is telling part of the story of the Last 

Indian. He stops, claiming old age and fatigue. Lawton 

wants to hear more. He bargains with Rutter, offering him 

more food for more stories. The bargain is accepted. 

2.3 Scene 3: In the woods 

As Lawton makes his way to the fishing hole to fulfill 

his part of the bargain with Rutter, he comes upon Lisa who 

is perched on a rock, reading a book. There is some verbal 

sparring, but with a sexual tension underneath it. Lisa 



claims that Lawton's mother would never approve of her as 

she is a "hillbilly". She shows Lawton a shortcut, into 

the forest but when they arrive she leaves after a bit of a 

spat. As Lawton fishes, the Last Indian watches him. 

When Lawton notices him, the Last Indian asks him, "How's 

it going?" Lawton runs off, and the Last Indian takes his 

fishing gear. 

2.4 Scene 4: The same 

Lawton has brought Lisa to the fishing spot telling 

her of the appearance of the Last Indian. She does not 

believe him. 

2.5 Scene 5: Rutter's cabin 

Lawton tells Rutter of his meeting with the Last 

Indian and that he wants to see the Indian again. Rutter 

tells him that this won't happen now, because Lawton is 

much too desperate to see him. Rutter gives him 

marijuana, saying that the weed will make a meeting 

possible. 



2.6 Scene 6: The fishing spot 

Lawton has taken Lisa to seek the Last Indian. There 

is some flirting. They smoke and then have sex. Meanwhile, 

Rutter, at his cabin, repeats the story of Blue Jacket, but 

this time he ends with another oft-repeated line, "A 

mistake has been made." The Last Indian makes a silent 

short appearance and there is an earthquake. Lawton and 

Lisa hurriedly leave the forest. 

2.7 Scene 7: Buzz's hardware store 

Buzz, three of his friends, and the Sheriff are 

discussing the unnatural occurrence of the earthquake. 

Lawton runs in. He tells his father that he saw the Last 

Indian, and that the Indian made the earth shake with 

magic. Buzz is outraged and during the argument that 

follows he slaps Lawton, who runs off. The men feel 

sympathy for Buzz. The Sheriff gets word that someone 

dangerous who escaped several months ago was recently seen 

in the forest. 



2.8 Scene 8: Lisa's bedroom 

Lisa and Lawton are in bed. Lawton tells Lisa about 

Buzz hitting him and asks her to live with him deep in the 

forest. She says she can't. Lawton tells the story of 

being lost in the woods as a child. Lisa's father comes 

home, Lawton leaves though the window, and the door to 

Lisa's room opens as the lights fade. 

2.9 Scene 9: Buzz's hardware store 

Buzz and his friends gossip about town activities. 

The Sheriff enters and asks Buzz to tell him what he knows 

about this Last Indian he talks about. Buzz is hesitant, 

but begins to reveal what he knows as the scene fades. 

2.10 Scene 10: Lawton's room 

Buzz attempts to make up with his son. He asks to 

hear about the Last Indian. The scene fades as Lawton 

tells him. 
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2.11 Scene 11: Rutter's cabin and 

other places in the woods 

Lawton is in attendance at Rutter's deathwatch. 

After Rutter's death Lawton begins to tell the story of 

being lost as a child. The conversation ends with Lisa on 

stage. Lisa is telling Lawton that her father sexually 

abuses her and that she is pregnant. Lawton asks her to 

leave with him. She says she wants a conventional life, 

not one with "magic Indians." They embrace and the scene 

fades. 

2.12 Scene 12: The woods 

Lisa and Lawton have had sex. Lawton suddenly hears 

the sounds of the Ghost Dancers. It is the first time he 

has heard them. (Lisa does not hear them.) Lawton leaves 

her. As he walks through the forest, the Ghost Dancers join 

him. He does not see them. 

2.13 Scene 13: The woods 

The Last Indian is being led off in handcuffs. The 

Sheriff reveals that the Indian is an escapee from a mental 
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institution. The Sheriff thanks Buzz for the information 

that led to the capture. Buzz is asked if he has ever 

thought of running for political office. 

2.14 Scene 14: The Fauber dining room 

The family has gathered for their evening meal. We 

learn that Lawton is starting a new job and that Lisa has 

been murdered by her father, who then killed himself. (In 

her diary, Lisa had previously admitted to being pregnant.) 

Lawton leaves the house. Rutter appears and repeats the 

story of Blue Jacket. As he does so the Ghost Dancers take 

up the positions of the gauntlet and Lawton enters to run 

it. When he gets to the end of the gauntlet he is nursed 

by the Ghost Dancers, and he becomes accepted by them. 

Final curtain. 



CHAPTER III 

PRE-PRODUCTION 

3.1 My Introduction to the Play 

In the spring of 1999, Hans Frank, an M.F.A. candidate 

in Playwriting, asked me if I would read his play. The Last 

Indian, with an eye towards directing it. He said that Dr. 

Norman Bert, Chairman of the Department of Theatre and 

Dance of Texas Tech University, wanted to produce it in the 

Lab Theater for Fall 1999. 

I had been trying to get a directorial assignment for 

almost two years, so this seemed like a great opportunity. 

I read the play several times to get an idea of its general 

flow. For several days I let the play percolate in my mind 

to see what I thought of it. 

I decided that The Last Indian was a play about 

embarking on a spiritual quest. The protagonist didn't 

know that he was on a quest, or why he might be moving 

towards something unusual. 

The play reminded me of Joseph Campbell's Hero with a 

Thousand Faces. According to Campbell, the hero's quest 

was as follows: the mythological hero, setting forth from 
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his hut or castle, was lured, carried away, or else 

voluntarily proceeded, to the threshold of adventure. 

There he encountered a shadow presence that guarded the 

threshold. The hero defeated or conciliated this power and 

went alive into the kingdom of the dark (through a brother-

battle or dragon-battle or by using an offering or charm), 

or was slain by the opponent, dismembered or crucified). 

Beyond the threshold, the hero journeyed through a 

world of unfamiliar yet strangely intimate forces, some of 

which severely tested him; sometimes he was aided by 

helpers or magic powers. When he arrived at the nadir of 

the mythological round, he underwent a supreme ordeal and 

gained his reward. Success was represented by the hero's 

sexual union with the goddess-mother of the world (through 

sacred marriage), his recognition by the father-creator 

(leading to atonement), or his own divination (an 

apotheosis). The powers could also remain unfriendly to him 

and steal the boon he came to gain (a bride, fire, etc). 

Finally, if the powers blessed the hero, he set out under 

their protection as an emissary. Otherwise, he fled the 

scene and was pursued (the transformation flight or 

obstacle flight). When he returned to the threshold, the 

transcendental powers would remain behind, and the hero re-
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emerged from the kingdom of dread (a return or 

resurrection). The boon (elixir) that he brought back 

with him restored the world to its former glory or healed 

it. 

Intrinsically, the journey is an expansion of 

consciousness and therefore of being (illumination, 

transfiguration, freedom). The changes rung on the simple 

scale of the myth defy description. Many tales isolate and 

greatly enlarge upon one or two of the typical elements of 

the full cycle (a testing motif, a flight motif, the 

abduction of a bride), while others combine a number of 

independent cycles into a single series as in The Odyssey. 

Differing characters or episodes can become fused, or 

single elements can be duplicated and reappear under 

different guises (Campbell 245). 

Campbell suggests that, whether the heroes have chosen 

a route to spiritual enlightenment or are chosen by outside 

forces, they are tested in ways that change them. Often 

these heroes do not know why they have been chosen. (The 

Knights of the Round Table could search for the Holy Grail, 

without understanding its importance.) Once heroes achieve 

this enlightenment, they are no longer their former, 

ordinary selves, but are separated from their previous 
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lives by this questing experience. Often they have 

experienced a life-threatening change while very young 

which affects their later outlook. 

Lawton, the protagonist in The Last Indian, was 

haunted by an early experience: he was lost in the forest 

as a young child for several days. However, he did not 

feel alone during this time; he felt connected to some 

entity in the forest that he described as "family." 

As the play begins, Lawton seems preoccupied with 

finding out more information about this entity. No one in 

his small town will give him the information he seeks--they 

ridicule him for treating a local myth as anything else but 

a joke--but Rutter the hermit does seem to understand him. 

Not only does he talk about the entity in the forest, but 

he mentions the "Last Indian," a character said to inhabit 

the forest. This is exciting to Lawton. Lawton pesters 

Rutter for more information. If the character of the Last 

Indian is the doorway to understanding the entity, Rutter 

is the key to that door. 

Rutter is the character in the piece most satisfied 

with his lot. He has very little, but also wants very 

little- When he does request anything it is usually a 
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decent meal and a bit of whiskey. He also faces his death 

with a sense of acceptance. 

Four times Rutter repeats a story. This suggests to 

me that Rutter's story is a parable. As such, its meaning 

is hidden, but there is something spiritually enhancing 

about it. The story concerns a white boy who begins to 

explore the forest and becomes friendly with the Indians 

there. He becomes part of the tribe after a testing 

procedure. He then refuses to acknowledge his previous 

life. This story also corresponds to Campbell's concept of 

the Hero's Quest. 

According to the script, each time Rutter tells the 

story, dancers appear on stage. The dancers (after this 

referred to as "the Tribe") symbolize the entity that 

Lawton felt as a lost child. In the earlier scenes they 

are unseen by Lawton or any of the characters, but later, 

at the climax of the play, he will see them. Besides 

appearing during the story-telling they also enter during 

the earthquake scene and Rutter's death scene. I see them 

as more than just Indian Dancers, but as the Tribe, the 

spirits of the woods, what Lawton has described as "his 

kin." Lawton is affected somehow by this Tribe, but the 

audience is not told why, only that, for Lawton, "a 
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mistake has been made." That the quest is not explained is 

quite normal: one is walking into the unknown. 

The play follows the rules of the Hero's Quest. 

Inherent in the quest is the test. Lawton's test is Lisa. 

Lawton has been sent to find the Last Indian by Rutter. 

Lawton meets Lisa on his way and brings her along. While 

there, they engage in sex. This is not part of the mission 

that Rutter sends Lawton on and there are consequences. 

Lisa's presence interferes with the mission, and contact 

between Lawton and the Last Indian is not made. Instead 

there is an earthquake. Lawton fears he has done something 

wrong and credits the earthquake to the Last Indian's 

dissatisfaction with Lawton's actions toward Lisa. Though 

Lawton's family and neighbors do refer to the occurrence as 

an earthquake--somewhat rare, but natural enough--Lawton, 

and more importantly the audience, know differently. The 

appearance of the Tribe (with the Last Indian) onstage 

during the earthquake highlights this idea. They may be 

invisible to Lawton, but not to the audience. Something 

extraordinary is going on. 

Rutter dies, but by the end of the play Lawton seems 

to have taken his place. Lawton then sees the Tribe and the 

Last Indian. His experiences again meet the criteria of a 
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spiritual journey. Lawton is now part of the spiritual 

world that he has been searching for. Earlier, Rutter 

knows that he is dying and finds a replacement for himself, 

who is Lawton. 

For Lawton to replace Rutter, he must be accepted by 

the Last Indian. He is tested and passes the test. At the 

next meeting with Lisa, Lawton turns away from her, saying 

"They're calling me". He has resisted the call of the 

physical pleasure she gives him. He is accepted by the Last 

Indian and by the Tribe. 

None of this answered the question of why Lawton was 

chosen or for what purpose. I would have liked to know 

that, but the goal was not part of the story, only the 

choosing of Lawton. In Star Wars VI Luke was chosen, but 

the audience was not told why until further episodes. I 

looked at this play as a possible first part of a larger 

story. Perhaps Hans would have further episodes, but my 

job was to direct this play, not unwritten works. 

The important points I decided early were: Rutter and 

Lawton were not crazy. The Tribe and the Last Indian did 

exist, because actors played them and the audience saw 

them. As to whether the earthquake was a rare but natural 

occurrence or a spiritual event, I couldn't really say, but 
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I did know that invisible characters appeared on stage just 

as it happened. That was enough proof for me that 

something meaningful had occurred. 

I also relate the choosing of Lawton to another story. 

A friend of mine, Mel Gilden, writes Jewish science 

fiction, or as he calls it, YidSpecFic. He has written a 

story called "The Wulfnic." He describes the Wolfnic as 

one of a limited number of people on the earth whose very 

existence keeps God from destroying the earth. These are 

God's beloved, special people, and because of them the 

earth continues. 

I began thinking of Rutter as a Wulfnic who seeks 

replacement for himself. This would work for the end of 

the play and explain Lawton's spiritual quest. I felt that 

with spiritual beings and the makings of a traditional 

hero's quest I had enough to start off with. The Wulfnic 

could answer for the rest; he was chosen by an unknown 

spiritual entity as a special being. His quest did not 

need to be explained but only told; he could go on a quest 

without knowing why he was so compelled. I felt secure in 

that. 
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3.2 Discussions with the Playwright 

I believe that the director serves the play and not 

the playwright. The play is not the script; the production 

is. This does not mean that directors can arbitrarily 

alter the play for their own reasons. The play must be 

studied, its core found, and the presentation of that play 

tailored to realize the desired impact on the anticipated 

audience. Ultimately it is about the audience and the 

play, not the laborers of the production. Theatrical 

productions are a collaborative effort. The playwright's 

views may be the first to be expressed, but they are not 

inviolable. It might be said that the playwright points 

the way, but the director chooses the path. Sometimes a 

director must alter the script to achieve the director's 

desired goal. 

For this reason, directors and playwrights often find 

themselves at loggerheads. A playwright might like a 

certain turn of phrase, a sequence of scenes, a theatrical 

effect, a scenic locale, or a particular character. A 

director, or another member of the theatrical team, might 

not think these elements are well-suited to the production. 

The writer is not always right. Having the writer in 
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residence can lead to arguments. It is best to discuss 

points of difference and find solutions prior to rehearsal, 

as arguments can wreck a production. 

The director is not always right, either, but the 

director is the "first among equals." The director is the 

leader of the production, or coordinator of all the 

elements involved. It is the director who must find the 

key elements of the play and present them to the audience. 

The most important part of any production is the audience. 

They are the reason the play is produced. The egos of the 

theatrical laborers, or their techniques, are not as 

important. How something is done is not as important as 

the results. 

Since the playwright was available, and this was the 

first production of this play, I thought it important to 

discuss my thoughts with him. When he asked me to direct 

his play, I asked him why he chose me. He said it was 

because I had often described plays as storytelling. 

Stories are both informative and entertaining, and in the 

direct contact between storyteller and audience there is an 

almost mystical connection. This seems to have made Hans 

think I had an understanding with him and would serve his 

play well. 
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I did have questions that I needed him to answer; and 

I wanted some insights from him. I asked him if I was on 

the right track with my assumptions about the theme of the 

play. He said, "Yeah." (It wasn't quite the click of 

understanding between two minds, but I could work with it.) 

When I tried to pry deeper into the theme, he seemed to 

avoid answering any direct questions, and my indirect 

questions really got no deeper. Hans seemed to have very 

definite ideas about his plays, but didn't talk about them 

or explain them. What we finally agreed on were these 

things: Rutter was a hermit. He told these stories. 

Lawton needed answers and Rutter's stories seemed to 

provide them. At least I did get some idea that I was not 

on the wrong track. I decided to take this information and 

with it construct my basic theme statement. The play was 

about a young man on a quest to discover his true nature 

I felt that, under these circumstances, I could direct 

the play. With this idea I could answer any questions that 

came up, solve any problems, or find a solution when I 

really didn't know what to do. It was like a compass with 

which I could orient myself to the map of the script. 

The character of Lisa was another area I wanted to 

talk to Hans about. Lisa appeared in the story rather 
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suddenly and her actions were a bit of a puzzle to me. Why 

did she do what she did? I knew that she was temptation in 

Lawton's path, but I didn't understand why Lisa chose 

Lawton. I could accept it as just a happenstance, but that 

was not a satisfactory answer for me. It was possible that 

she specifically set out to thwart Lawton's successful 

completion of the quest as some sort of spiritual agent 

herself, as if she was an agent of some power in opposition 

to Rutter. I asked Hans about this. Hans replied, "Na, 

she's just a girl in the town". 

But, in my opinion, Lisa is not "just a girl in the 

town." She is being sexually abused by her father. That 

seems a strange thing to just drop into the plot. She too 

has an affinity for the forest. She has dreams of a better 

life than the one she currently lives. She seems like a 

victim even more than Lawton. I think that Lisa's story 

could be a play in itself, and her problems add little to 

Lawton's story: I think her story is confusing and might 

raise issues that are not important to the play. 

Hans was not concerned about these issues. My friend 

Mel told me that Larry McMurtry does not feel that 

everything in his stories is tied to the theme, that some 

things just happen. "Life is like that," he told Mel, and 
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that's what he writes about: life. For that reason a major 

character in Lonesome Dove was crushed under a horse before 

the sequel. The Streets of Laredo, even began. Hans seemed 

to see things much as McMurtry did. I had already decided 

to do the play largely as written; though I might make 

small changes on my own, this was the first production of 

the play. I felt it should be presented as closely to the 

playwright's idea as I could make it, so my work would be 

in keeping with Hans's thoughts. 

Hans and I did discuss some changes, such as the 

arrival of the Last Indian in a canoe just to deliver one 

line, a bit of business easily handled with him walking on 

stage rather than finding a canoe, let alone moving it with 

the actor in it. We also discussed converting the four 

townsmen into two for ease of casting and because of the 

small Lab stage. Lisa, however, remained as she was. I 

figured that, after some work with the script, the actor 

playing the part and I would have some talks to explore 

this character more fully. 

Lastly, I told the playwright that the interior scenes 

would have to be done as exteriors, due to restraints of 

budget and restrictions of the stage. I explained that I 

felt the scenes gained nothing by being indoors, and I 
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could keep their intrinsic meaning while moving them 

outside. Doing this would make the set designer's problems 

easier, and a mood statement could be made with lights to 

achieve the necessary differences between "civilization" 

(the town) and "the wild" (the forest). This was 

acceptable to him. 

3.3 Design Ideas 

I tried to put the play out of my mind during the 

first part of the semester. I had other things to do, but 

really I thought I had gone about as far as I could go in 

relation to the pre-planning. I would soon be hip deep in 

the play and, since I seemed to have my thesis statement, 

knew the generalities of the play, seen its problems, had 

my general ideas as to set, lights, costumes and 

personalities, I decided to take my break from it as much 

as I could. I knew it would still be percolating in my 

mind. I was counting on that. The play would pop into my 

mind, and I would deal with those problems and thoughts as 

they arose. This was the way I worked. 

I did begin to imagine the stage in my mind. On stage 

right would be Lawton's home and the town. On stage left 
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would be Rutter's home and the forest. The thrust would be 

left open as much as possible for an acting arena that I 

could delineate as needed. There would be another level in 

the center, between the two homes and upstage of the acting 

arena. This would represent a mountain. I liked the idea 

of a mountain, as it would be interesting visually because 

high places are important in the lore of spiritualism; 

because mountains are usually considered places of 

spiritual power (Mount Fuji, Mount Sinai, the Black Hills, 

Mount Olympus, to name but a few); and because it would 

allow me to use the upstage area without sightline 

problems. It would be a good place to put the Last Indian 

when he was in his spiritual mode, as opposed to the scene 

when he sees Lawton fishing. Between the mountain and 

Rutter's home would be "the dark woods", a place where the 

Tribe would make their entrances. Lisa's entrances would 

be between Lawton's home and the mountain. The entire 

scheme would be, from right to left, a steady diminishing 

of "civilization" from Lawton's home to Rutter's, with "the 

dark woods" leading off just right and upstage of Rutter's 

home. The thrust, then, would be open and would represent 

many locations. The change in locations would be 

accomplished by lighting. 

24 



Lawton's home should be lit as if by artificial 

lights, such as electric lights found in a house. It would 

be bright, but at the same time cold and impersonal. 

Rutter"s home would be darker, but warmer. "The dark 

woods" would be represented by shadows, giving the illusion 

that "the tribe" was coming out of nowhere. If at all 

possible, stage right would have a blue tone while stage 

left would be red. This would be in keeping with American 

Indian thoughts on those colors: red as good and blue as 

not good. (When an Indian is behaving in a correct manner 

or on a spiritual quest, in a sacred way, he is said to be 

walking "The Good Red Road." "The 'red road' is that which 

runs north and south and is the good or straight way . . . 

This "red road" is thus similar to the Christian 'straight 

and narrow way'") (Brown 7). 

I mentioned my concept about the stage setting to the 

scenic designer. Shannon Kirgan, prior to the formal 

production meetings. I said that it would be nice if we 

could have some indications of trees on the set, especially 

in the entrance to "the dark woods." Several days later 

she showed me a rendering that realized my concept. 

I also talked to Danielle Peacock, the lighting 

designer, telling her that I was going to rely on lights to 
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change scenes and locations. I gave her a basic idea of 

the set and mentioned my thoughts about the lighting 

concept. She seemed excited by the ideas I gave her. We 

both realized that no real design work could begin until 

the set design was finalized, but this was a start. 

I told both designers that I also envisioned the 

auditorium as covered with camouflage nets, creating a 

leafy dome over the audience's head. I had noticed some of 

these nets in the scene shed. I felt this would suggest 

the claustrophobia of the forest to the audience as well as 

create a nice theatrical touch to help the audience get 

into the mood of the play. 

During this period of indirect meditation on the play, 

I began to consider Lawton's temptation from the "true 

path" by Lisa. The scene states that they enter the arena 

and begin summoning the Last Indian through the use of 

marijuana. Lawton becomes physically distressed using the 

drug. Lisa calms him, and this leads to them having sexual 

relations. This was a danger area. It could not be 

avoided, as it was important to the movement of the plot; 

however if it were too explicit, the scene would become 

centered on sex. I didn't want the play to be remembered 

for its sexual content. I tried to think of a way to show 
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the temptation to the audience, but not have them be 

overwhelmed by it. 

I considered a blackout. The scene would lead up to 

the point at which the sex was about to begin, but the 

lights would go out, then come up afterwards. I discarded 

this for two reasons: the flow of the scene would be lost 

with an obvious break and, secondly, the audience should 

feel the temptation themselves. Clearly a blackout would 

not only break the action, but lose an important thread of 

the story. 

I considered nudity. I felt that with a flash of 

nudity, perhaps of breasts or buttocks, done briefly and 

blocked so as not to be the main focus, the audience would 

understand the situation, but it could be passed over 

quickly. I asked for permission to try this method, but 

this permission was not given 

I felt I had to have a sex act on stage yet not have 

it be the focus of the scene. I did not look forward to 

rehearsing this as it seemed almost impossible, and I 

disliked asking the actors to try it. The scene was not 

about sex, and I didn't want the audience to be titillated 

by eroticism. The scene was about temptation. My 

general concept was: start the scene slow, add humor, let 
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the sexual aspect be something of a surprise, add other 

characters into the scene to take some focus, and stress 

the earthquake by making it technically impressive to an 

audience. To further add to this scene, previous scenes 

ith Lawton and Lisa would have a sexual tension in them. 

If tension could be achieved it could carry over into this 

later scene. The erotic elements would not have to be 

introduced in this scene until it was actually happening. 

Given our culture's feelings about sex, I felt that this 

would be quite an accomplishment if I could achieve it. 

Until that scene came up in blocking I felt I should leave 

it alone, in the planning stage. Much would depend on the 

actors. 

One other thing kept gnawing at me during this time. 

Rutter's oft-repeated story ended with the hero killing his 

brother with a tomahawk and saying, "I have no white 

brothers." If I was right, and Hans didn't say I was 

wrong, Rutter's story was an analogy for what happened to 

Lawton. (However, Lawton had no brother and he didn't kill 

anybody.) The "killing" was the tag line to a rather long 

speech repeated four times. It had to mean something, and 

I should have known what it meant. If I didn't, the 

audience was going to be missing a major point in the play. 
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I was at a loss. Hopefully some muse would visit me with 

an answer before we opened. 

3.4 Directing Considerations 

I had a number of problems to consider, including the 

connection between Rutter's story and Lawton; the sex scene 

and how it would be staged; how to play Lisa's death; and 

how to deal with the spirit characters. 

Two weeks before opening I still hadn't come up with 

any ideas to connect Rutter's story to Lawton's own 

situation. One afternoon I remembered a picture I had seen 

of a pipe tomahawk. It had a bowl for holding tobacco and 

could be smoked, but was a tomahawk. I could make a tie-in 

between the tomahawk and smoking marijuana, between Rutter 

and the Last Indian, and the Last Indian's meeting with and 

acceptance of Lawton. If I gave Rutter the pipe tomahawk 

as a hand prop and then transferred it to Lawton after the 

death of Rutter, I could make the point of Lawton taking 

Rutter's place as a shamanistic character. The pipe was 

also a sacred object to Amerindians, and the tomahawk was a 

weapon for them. I could argue that Lawton's having no 

White Brother might mean his acceptance of the Amerindian 
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ways, as personified by the Last Indian. It seemed a good 

idea to explore. I managed to find such a pipe and we 

began to develop the concept. It worked with little 

effort. The pipe was a wonderful key into the play. 

I didn't want to comment on who the Last Indian was. 

I figured that spiritual beings were beyond common or joint 

understanding. What was anyone's idea of an 

angel/avatar/spiritual entity? How did one reconcile those 

differences? Most of us had never seen a higher spiritual 

being and, from programs I had seen on television of people 

who claimed to have done so, it was often their perception 

of events. 

I didn't want the audience to start making judgments 

about spiritual belief systems. This was not a play that 

discussed the importance or superiority of Lawton's 

theology, but told the story of his quest. I thought that 

if the audience was curious about who the Last Indian was, 

I'd be happy. 

My approach to the sex scene was as follows: I 

believed that there was no reason why actors should not be 

nude on stage, nor that the sex act could not be portrayed. 

These were things that people did. If we were going to 

portray such events, we had to also be aware that they were 
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powerful images that could easily divert the audience from 

the main current of the play. I basically wanted to touch 

on them and keep moving toward the goal. 

Lawton was beginning his quest. One could run into 

diversions on quests. Lawton was about to be tempted by 

the Dark Side, so to speak. The temptation was sex. I 

originally thought that a brief exposure of Lisa's breast 

or bottom would be enough. Lit properly, it could be a 

brief vision that made the point and we could move on. I 

was not given permission to do this, so I had to construct 

another way of making Lawton's temptation known and insure 

that it got the audience's attention--that they could 

understand this temptation's pull and feel it themselves. 

The playwright had put the sex scene there, and it was 

important to the point being made. The sex was actually a 

means to the climax of the scene: Lawton's fear that he has 

offended the Last Indian in this quest. I could not break 

the scene with a blackout, as I thought that this would 

ruin the flow of the scene. The audience would take a beat 

or two to consider what had occurred in the blackout and 

perhaps lag behind the play. Worse, they might drop out of 

the mood of the play. If we were opening the door to a 

world that included the possibility of spiritual entities, 
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we had to get the audience on that track and not let them 

off as they moved deeper into spirit country. 

In callbacks I separately and privately told the 

auditioners that the roles of Lawton and Lisa had an erotic 

relationship and that this might have to be shown on stage. 

I told them I didn't know what form this might take, but if 

anyone was bothered by this approach and didn't want to do 

it they were free to leave with no hard feelings. I 

understood that actors are people, and a worker should know 

the possible parameters of their tasks. If something 

bothers you as an actor, you shouldn't do it. At this 

time I was thinking that the nudity might be the answer to 

the scene, but had not been given a determination. 

Auditions continued and choices were made. 

I did have a backup plan for showing the intercourse 

onstage. I discussed the situation as I saw it with the 

actors. I told them why the temptation was needed and how 

we might show that. I suggested starting sexual byplay at 

the very beginning of their scene, using humor, and 

bringing in a blanket with costume duplicates that could be 

tossed out after the actors went under the blanket to 

simulate a sex act. I asked them how far they would feel 

comfortable with this. Steven Early seemed to be open to 
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anything, as did, to a lesser degree, Kim Brownlee. 

Because of that I suggested a female-dominant scene. Lisa 

was the temptation, after all, and Kim would then be the 

controller of the action. Basically they were flirting 

while smoking marijuana, Lawton got scared, Lisa confronted 

him, and this led to sex. 

At the top of the scene Lisa was sitting on a blanket, 

reading by the woodland path that Lawton travels on to 

start his quest. She sat in such a manner that she showed 

her panties under her dress. The blanket established the 

needed cover for their intercourse. When they get to what 

would be their trysting spot, their dialogue occurred as 

they spread the blanket, so it was now placed for what was 

to follow. The scene played out with Lawton's post- drug 

panic on the blanket. This moved the scene to the blanket. 

Lawton and Lisa kissed, and Lawton unzipped Lisa's dress 

down the back. She was braless, or appeared so. (She 

showed some flesh.) Lawton lay on his back and Lisa 

straddled him and pulled the blanket over them. They 

squirmed as if they were removing and adjusting clothes. 

Pre-placed panties, similar to the ones established as 

being worn by Lisa, were tossed out from under the blanket. 
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Lawton and Lisa made a few movements and moans as if 

the sex act was starting, and then they were interrupted by 

the earthquake. All Lisa had to do was stand. Her dress 

fell from her hips, and she seemed to bunch it under the 

blanket. Lawton scrunched under the blanket as if he was 

pulling up his pants. Meanwhile, a rumbling low-pitched 

sound cue was going off, and there was a light change. One 

reason for this was to distract the audience from the 

actors blocking and mask their lack of nudity. It also 

broke the previous mood and gave a startled uneasiness to 

the audience (a good thing, I thought). This was the 

climax of an important scene. If we had used an 

intermission I would have put it here. In short, the scene 

was about starting his quest, the temptation and its 

consequences. I think it worked. You could hear a pin 

drop during the scene and feel the momentary shock of the 

audience when the earthquake hit. 

When Lawton discovered that Lisa had died, I told him 

to do nothing but think what had occurred during the play 

between himself and Lisa. In private, I asked Steven his 

thoughts and feelings about Kim as a woman. I asked him 

to think of her dead. I didn't want any physical reaction 

from him. This was hot news, and I wanted the audience to 
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have their own emotional reactions, not be directed by 

Lawton's. They would project their own feelings onto 

Lawton, or should if we had done our job right. 

This scene occurred near the end of the play. The 

audience should have had an emotional attachment to Lawton 

by then. They should have felt that they and Lawton were 

in sync emotionally. Again, if we had done our job 

properly, whatever they felt that he was thinking would be 

right for our purposes. If Lawton reacted in a way which 

felt alien to the audience, we would have lost them. Some 

of the plot was still up in the air and I'd have no chance 

of getting them back--a true instance of "less is more." 

My treatment of the Spirits was as follows: there were 

three groups of sprits: the Tribe, the Last Indian, and 

Rutter. They appeared in that order. The Tribe members 

were dressed in a different style from the rest of the 

cast, and their movements were more stylized. This set the 

general mood of the spirit world. The Last Indian joined 

this group. He gained status as a spirit by being grouped 

with them, just as Rutter did when he died. In fact 

Rutter's death gave the spirit world a reality for the 

audience since it connected that spirit world with theirs; 

also, the audience saw the spirits, but the characters 
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didn't, and then they could see Rutter in the afterlife, 

though the living characters couldn't. 

Since part of the question had been, "Is Lawton sane 

in his quest?" we now had an answer of sorts. The play was 

a build from the first appearance of the spirits to 

Lawton's awareness of them. The Spirit world becomes known 

and revealed to the audience as it did to Lawton. To 

connect the Last Indian to the spirit world at the end of 

the play, he was dressed as an Amerindian warrior chief, 

noble and knowing. As the possible escapee, though, he 

wore outdoor clothes and a baseball cap (a Cleveland 

Indians cap). Rutter didn't change his costume. He was a 

cross between those worlds. I saw him as a Daniel Boone 

sort of woodsman who was different from the rest of the 

townspeople, his transformation accomplished mainly through 

his physical movement. He was an old man early in the 

play; he became a spirit moving with grace as well as 

dignity. 
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3.5 Casting 

The playwright had included a cast description in the 

script. This was a nice guideline, but the reality of the 

casting process at Texas Tech didn't allow the director to 

people the play with such exactitude. There was one large 

casting session, conducted in a long evening session, for 

the two Mainstage productions and the two Lab productions. 

All Theater students, and any student from the university 

who wished to, performed a general two-minute audition for 

the four directors. The audition was usually one monologue 

and part of a song. In the Fall 2000 semester, one of the 

Mainstage productions was Hair, so many actors chose to 

sing. There was no dance or movement audition, so I had to 

judge an actor's dance ability by the way he or she moved 

during the audition and what I knew about the actor from 

past experiences. The best I could do was eliminate the 

obvious and use the one callback audition to pick the cast. 

A particular problem in this play was the age range of 

the cast. Lawton's sister Trisha was listed as being 14, 

and Rutter was 80. The casting pool was largely in its 20s, 

with some in their early 3 0s. When a play's cast was 

roughly of similar age this didn't matter much, but the 
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cast for The Last Indian would include actors playing 

parents when their actual ages was very close to their 

"children's." Making groups became important. There would 

be the family group and the group of Buzz's friends. The 

family ages would have to look right, or at least not too 

obviously wrong. Trisha would have to look, move, and 

sound young, while Buzz and Geraldine would have to have 

appear middle-aged both physically and vocally. Buzz's 

friends would have to match Buzz's possible age. 

I rely on the theatrical axiom that more than half the 

battle of directing is won or lost in casting. Another is: 

the "good" you can live with is better than the "wonderful" 

you can't. A theatrical production is a collaborative 

effort, and six weeks of rehearsal is a long time to spend 

with people who cannot get along and freely express their 

ideas and feelings. Perhaps a last one, for the moment, 

is: casts are like rock walls; they have to fit together if 

they are going to be strong enough to hold the weight of 

the production. (Axioms are useful in calming yourself 

when you know you're not going to get the cast you want and 

know your grade depends on making the right choices.) A 

playwright may have a well-defined character in mind when 

writing, but the characters will not be truly three-
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dimensional, or have humanity, until the actors begin to 

work on them. The casting process is about a director 

trying to find those characters in auditioners who really 

don't know much about the roles they are attempting. 

I knew that this production would be mounted at the 

same time as two Mainstage productions and that I would not 

win any battles when it came to conflicts in casting. 

(There are many reasons for this, but none of them really 

worth discussing here.) I had to consider that I would 

not, generally, get my first pick of the actors 

auditioning. This was nothing new to me. I had never 

gotten my ideal cast. Often this could be a good thing, 

because I often found different, more interesting 

characterizations when working with the actors than I had 

imagined. Like it or not, you had to cast from those who 

auditioned and not from your imagination. 

First, one must have a clear idea of the characters 

and their relationships. I truly believe that an audience 

is on your side. They make an investment in both time and 

money to see the play. If you give them a logical 

semblance of a cast that fits the play, doesn't trip over 

itself, and gets the idea of the play across, the audience 

will go with you. To find those individual cast members, 
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the director must know the dynamics of the relationships 

and pick the scenes for the audition that show these. I 

thought I did. If I was right, I felt, I could get the 

right people in the key places, with luck. 

Lawton, Rutter, Lisa, and Lawton's father Buzz were 

all key players. There was also Lawton's family, Buzz's 

friends and the Tribe. Lawton had to look younger than 

Buzz and Rutter. Lisa had to be close to Lawton's age, a 

bit older or younger. Lawton's mother, Geraldine, had to 

be of an age with Buzz. There was some latitude with the 

ages of Buzz's friends. The tribe had to be made up of 

dancers or actors who moved well. 

In a less-than-perfect cast I would need a good 

Rutter, Lisa, and Buzz. I also needed good, strong actors 

for Geraldine, as an anchor in the family, and the Sheriff, 

one of Buzz's friends. That was rather less than half the 

cast. Rutter, Lisa, and Buzz could support a weak Lawton, 

which I acknowledged as a younger actor's part. Geraldine 

had lines with Lawton, and a good Sheriff, along with a 

strong Buzz, could cover some problems among Buzz's 

friends. I ended up doing much better than that, but these 

guidelines stood me in good stead for the great final 

casting session. 
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I cast the actor Stephen Early as Lawton because he 

had an awkward look. Lawton was a character out of place 

in his society. He had to have something that Rutter 

noticed as special and be able to convey a somewhat moody 

yet enthusiastic quality. Stephen had a raw energy, gawky 

look, and odd, penetrating gaze that seemed to move in 

sequential fits and starts. I thought he would depict 

Lawton well. Stephen was a new actor to Texas Tech, so 

there was some risk in giving him a lead, but I thought, if 

I supported him well, the risk was worth taking. 

I chose the actor Billy Joe Chmielewski as Buzz 

because of his initial audition. I knew Billy and had not 

really thought of him as Buzz. I saw him as a novice actor 

who was just learning how to handle himself on stage. I 

needed more from Buzz. During his audition he surprised me 

with a depth and understanding of interpretation that I had 

not seen in him before. He showed vulnerability and 

subtlety that was really quite impressive. Though he did 

not show this in the callbacks, still I felt that he could 

do it again. I knew that during the rehearsal process Billy 

would find a Buzz that would be an asset to the play. I 

felt good about this decision. 
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Rebecca Fields was an easy choice for the role of 

Geraldine, Lawton's mother. I had worked with her before 

and knew her to be a very strong performer and very serious 

about her work. She was also great fun to have around. I 

knew she could bring great sensitivity to the role of 

Geraldine; also, she would find the humorous aspects that I 

felt the play needed, even though these were not written 

into the scenes. She more than satisfied my wishes. 

The actor Misty Waits was cast mainly because she 

looked young, had an aggressive, whiny tinge to her voice, 

seemed very relaxed on stage, and was a cute sugar-coated 

imp. Lawton's sister, Trisha, had few lines, but I wanted 

someone with personality to say them. Misty, I felt, could 

do that in spades. 

The actor Kim Brownlee was a true find. I was looking 

for a lovely younger woman with good acting talent. Lisa 

was an attractive, adventurous, and wounded character, with 

dreams. The role would also require an actor who was 

comfortable with performing revealing, sexually-charged 

activities on stage. When I first saw Kim in auditions she 

set the standards I measured other auditioners against. No 

one came close to doing so. I hoped against hope that she 
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was not slated for a Mainstage production. I sighed with 

relief when I got her in the cast. 

Chuck Clay was the only actor I fought for. No one 

else came as close to Rutter as he did in auditions or 

callbacks. He had the right look, and each time I had him 

read the character he found more of what I felt Rutter was. 

He moved with a relaxed formality that seemed to fit a 

hermit shaman. He was worth the fight. He came closer to 

my idea of Rutter than anyone else, and more importantly I 

thought I could work with him. I turned out to be right. 

The roles of Geraldine and Sheriff King became more 

important when I cast Billy as Buzz. Billy, as a new 

actor, might need some support in his role, and I couldn't 

count on Stephen. As a matter of fact, I might have to 

support Stephen with Billy. Rebecca would provide part of 

that support for Billy, but I needed someone to do that in 

the "Friends" scenes. The Sheriff was the best support, 

and the actor Kris Harrison was the only choice. He might 

have been short physically, but he had a large stage 

persona and knew how to use it without taking the focus off 

of the scene. He was a good strong performer for the mix 

and proved to be an asset to the production beyond the 

apparent importance of the role. 
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Actors Patrick White, Stephen Jeffries, and Tony Rux 

were cast as Buzz's friends. I was looking for diverse 

types, who would represent the makeup of the town, to fill 

parts that, in a sense, were not yet written. These three 

actors would be playing parts originally written for five 

characters. I had not yet done that cutting, because I 

wanted to see who I was cutting for and let them influence 

my editing task. These three actors gave good readings 

with strong personal attitudes that gave me a starting 

point. Having found these three, I could now divide the 

lines originally written for five characters into three 

characters, centered on those three personalities 

The actor, Chad Greenough had an impressive look to 

him. He would only really have one line as the Last 

Indian, but he had a lot more stage time than that. He was 

also the focus of the play, as the title character. I had 

to have someone who didn't look like the boy next door. 

Chad could do that and he would give much more. 

Actors Laramie Gorbett, Kimberly Herd, Lisa lovine, 

Loren Koziol, Aaron Mastriani, and Amiee Ramirez were 

chosen because of their dance skills. 
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3.6 Designs 

I got the feeling that the production staff was 

enthused about beginning the production. My main problem 

seemed to be communicating my thoughts. At one point I 

said that the Tribe might be thought of as spirits, as 

elemental beings. The Costume Designer thought I meant 

something to do with the Periodic Table of Elements. 

Shannon was the first designer I felt I successfully 

communicated with. At first I think I confused her when I 

asked for some trees, but soon she was telling me of this 

mountain she was building and the way she planned to turn 

the smooth stage into rough ground. From that moment 

forward the set began to grow. Danielle, the lighting 

designer, and I just acknowledged that she could not really 

get started until there was a set design. When we had 

that, she and I had general discussions, she showed me some 

color ideas, but mostly we moved our arms generally and 

nodded a lot. For some reason, without knowing her before, 

I trusted that she could do the job. She could. Sara 

Martwig was the choreographer. I had always wanted her to 

choreograph my play, even before I knew what the play was. 
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I had wanted to have dance in the play, and I had her on 

hold, so to speak. She was late joining the show due to 

other commitments, but she asked how many dance niimbers 

there were, what they were suppose to convey, and how long 

they should be. I told her and off she went. 

It was about this time that Keith West came on board 

as dramaturg. One night, early in the production, he 

struck up a conversation with me. We chatted for some 

time, and I found him knowledgeable about the play. I 

hadn't planned on having a dramaturg. I had never used one 

in the past, and, since this was an original play, set in 

an area where I grew up, and concerned with a subject I 

knew something about, I felt it was only inviting someone 

in for a potential argument. I was very wrong. He was a 

great help. He knew the play well enough for us to have 

discussions that helped me to make decisions. We chopped 

the four unnamed townsmen into two. He assisted with 

dialect and dialogue coaching. During our private 

discussions he never argued a point, but expressed it as 

its advocate and took my decision as final. I learned to 

appreciate this in him. 

I seemed to have trouble communicating my ideas to the 

costume designer, but we eventually made the intellectual 
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connection. The major problem was the concept of the 

Tribe. I saw them as spirits, elemental beings who are 

real, but not human. It was difficult to express this in a 

way she could understand. There was also a minor problem 

about Lisa's dress. I began hearing that it was too short. 

I said that that was not a problem; I preferred it short, 

to build the sexual tension. Then I heard that it was not 

what someone would wear when hiking in the woods. I said, 

"I come from this area, it is very woodsy and someone like 

Lisa would not have hiking clothes." I had the feeling 

that the costumer just wanted a longer dress that wouldn't 

show Lisa's underwear in her first scene. That was exactly 

what I wanted. We came to an compromise: we stayed with a 

dress; it was slightly above the knee, rather than the much 

shorter rehearsal dress; and the actress pulled it up as 

she sat in her first scene. It worked, and that's all that 

counted. 
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CHAPTER IV 

PRODUCTION 

4.1 Rehearsals 

Laura ran the rehearsals; I just moved the actors 

about. It was lovely. Normally, I have the play fully 

blocked before the first rehearsal. This time I didn't. 

One reason was that the set dimensions were not completely 

determined; but more importantly, the scenes were sometimes 

short and faded into one another, and I wanted to make 

sure the energy flowed smoothly throughout the play. I 

also wanted to see how the mix of actors would fill their 

respective characters and how that energy affected the 

scenes. 

I began filling areas. I knew where a scene would 

start, in terms of its dynamic, and how it should fade into 

the next. Directing became a cut-and- paste job with the 

actors helping me to fill in the dots, so to speak. I gave 

the actors parameters concerning their characters and did 

some corrective steering at first; I also gave them bits of 

business that I thought revealing. Once they worked a scene 

several times. I began to ask them why their characters 

were doing the actions I had given them. After a while, 
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quite a few of them were finding motivations and character 

traits that were allowing the scenes to unify the play. 

The Family and Friends scenes posed traffic problems. 

Getting the people on stage, sorting them out for blocking 

purposes, letting each scene's energy flow to its climax, 

and clearing the way for the next were the first problems 

to be tackled. When that was done, giving the scene a 

sense of life came next. Rebecca was a great help in the 

Family scenes. She always seemed to know when to fill and 

when to stand back. Misty too added greatly to the scenes 

by setting up the brother/sister relationship with looks 

and sneers that were only hinted at in the script. Kris 

did fill out the Sheriff well! He created a character that 

was crafty, authoritative and with a rural feel that aided 

greatly in creating the small-town atmosphere. 

I had to do more work on the Friends scenes than the 

Family ones. There were more people, and the bond between 

the characters was more difficult to define. Who were 

these men and why were they friends? Why did they come 

together, besides the obvious reason that the author said 

they did? It was a growth process of finding the 

characters and their relationships and then their reactions 

as the events of the plot affected each of the characters. 
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I could only give them an outline, so to speak, and let the 

actors fill it. It was an interesting experience. I had 

to spend more time on the through-line of the scene and 

could only add bits later. I wish I could have had more 

time on these scenes, because they involved the community, 

the town where the action happened. These characters 

represented the background that Lawton was reacting 

against. 

The Rutter scenes were easier. There was more open 

space to use, and the main problem was making sure the 

actors did not diffuse energy through unnecessary movement. 

In the beginning I gave only basic, loose blocking, and I 

allowed the actors some shifting of position as we worked 

the scenes. Eventually I required the blocking of those 

movements to be set. The idea was that Stephen and Chuck 

could form a working relationship, and meanwhile I could 

emphasize the scenes' meanings. Chuck was better at this 

method of working than Stephen. Stephen was a less 

experienced actor than Chuck, so I came to rely on Chuck 

and gave Stephen directions to play off Chuck's position. 

This worked. 

Kim's ability, openness, good humor, and 

professionalism made the Lisa scenes easier. We very soon 
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got to a point where Kim knew more about the character than 

I did. I felt that that was the best position to be in as 

a director: You tell the actor what you need, and they do 

it, and in doing it, find the motivations that give the 

character depth. These scenes contained some erotic 

elements. Kim was a strong actor with the personality to 

handle them. I didn't want to push her, and found it was 

not necessary. I told her what I needed, the script 

requirements I thought necessary in the scene, and she came 

up with practical methods of achieving them. 

Stephen, as a new actor, was more difficult. He 

introduced me to a style of acting that I began to call 

"Texas High School Competition Acting." Stephen told me 

that his training and experience came from his high school 

teacher, who told him he was too young and not ready to 

understand the deeper aspects of acting. The teacher had 

just told them exactly where to go, how to say a line 

loudly and clearly, and how to move in a graceful and 

purposeful manner. I didn't criticize the teacher for this 

method of working with the externals. My memories of 

teaching high school brought to mind the use of a whip and 

a chair and repeating things a lot with loads of patience, 

but this style of theater was deadly to all those who were 
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not friends and family of the performers. It may have 

served the masochistic or theatrically deprived, but I 

didn't think it was a particularly satisfying sort of 

theater. It showed little depth of character. 

Stephen was not the only cast member who had this 

style in his training history. Billy had a good dose of it 

as well. It would not serve the play. It seemed to 

encourage a lot of planting of feet and a deep inhalation 

of breath before each line, with a bit of a pose thrown in. 

That was an energy stopper, as it was not motivated in the 

character. I asked them to drop any pretense of acting and 

told them to just say the words and listen to the other 

actor saying his. I encouraged them to ask questions about 

why their characters did or said something, even why they 

were coming into a scene. My intention was to make them 

find reasons for doing things, why they were looking in a 

given direction, and what they wanted at a given moment. 

Sometimes I stopped a scene for a minor blocking adjustment 

and then asked them how that changed what their characters 

felt. Billy did well with this; Stephen, less so. 

Stephen was having personal problems during the run of 

the production. He even missed a rehearsal with a rather 

lame excuse. I did not make an issue of this. I had heard 
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that cast members did this, and I didn't want to cause a 

possible break in our communication. I did express my 

displeasure, but didn't let that dominate our rehearsal 

time. Stephen did ask questions after I led him through a 

few examples, but he seemed to come up with answers too 

glibly and also wanted to rely on me to find answers for 

him. I would reject the glib and avoid answering for him. 

I did ask him questions, but would then shift my attention 

to other concerns. I began to ask him to ask the 

questions. He began to get the point. I think he had room 

to grow. 

Billy progressed really impressively. I would have 

been pleased to accept any accolades some might have given 

me concerning his performance, but if Billy hadn't had it 

in him it wouldn't have been there to bring out. Billy 

worked hard and it paid off in his performance. 

The integration of the dancers into the stream of 

action was an interesting experience. I told Sara what I 

needed and she went off and did it. I saw it as building a 

road with a bridge. I brought the road to the water's edge 

and told her where the road was on the other side, and let 

her build the bridge. Of course, I also told her the 

things the bridge needed to do, what weight I was counting 
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on it to carry, what the bridge should look like, and the 

feeling of the scene--the environment, so to speak. She 

would work with the dancers and show me the results. She 

was open to adjustments, and her contribution took a great 

deal off my shoulders. I was very happy with the results. 

4.2 Performance 

On the Saturday before opening night, I realized I was 

really out of a job. We were standing outside the parking 

lot entrance, Laura gave a nod, and the cast went in for 

the first technical rehearsal. I stood there a moment and 

realized my job was mainly done. All the work had paid 

off; Laura metaphorically flipped the switch, and the play 

happened. I would, of course, tweak a thing or two, but 

the main effort was done. I did some coordination of the 

effects and corrected a piece of blocking, but mostly it 

was a case of something I had learned while serving in the 

military: "Prior planning prevents poor performance." My 

job was to watch and give support and make the odd 

adjustment when necessary. 

The performances went well. I watched the audiences. 

They didn't shift in their seats, there was little 
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coughing, and their eyes were fixed on the action. I 

tried to eavesdrop on audience conversations outside the 

theatre, and what I heard seemed to indicate that the 

audience had been engaged by the production. They liked 

the play. They could discuss it intelligently. They 

understood the dynamics of it. I was satisfied that we had 

served the play well and gave the audience a good 

theatrical experience. 

4.3 Feedback 

We weren't reviewed. That was a shame. 

In my opinion, reviewers try to convince people that 

peeping in windows can have some class, but they do give a 

cast something new to talk about. They are the designated 

audience. They give a name and point of view to that 

faceless congregation that the cast and crew can bask in or 

rage at and sometimes learn or take heart from. Reviews 

are the easiest way to get that feedback. 

The experienced theatrical worker uses other methods, 

such as learning from the reaction of the audience: a 

measure of their interest. This might be called "seats and 

feets." If the audience isn't squirming in their seats or 
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shuffling their feet, they are paying attention; the play 

has their interest. The least you should be able to 

accomplish is to keep the interest of an audience. If you 

do that the play has its chance to entertain and educate in 

whatever degree applicable to the production. 

The audience is on your side; the reviewer has other 

agendas. The audience wants you to be good; the reviewer 

has to seem knowledgeable in his/her judgments. The 

audience made an effort to go the theater, and the 

investment in a ticket; the reviewer is going to work. The 

audience is there for a couple of hours; the reviewer is 

building a resume. If the audience loses interest, it is 

the director's fault. If the reviewer loses interest, he 

or she just might lose a job. 

I saw every performance and I watched the audience. I 

felt that a production should be an event for the audience. 

It should start the moment they walk into the theater. I 

felt that the nets placed over the auditorium had the 

effect we wanted. The audience noticed the diffused pools 

of the house lights as they found their seats and looked up 

at the leafy covering with some interest. There was no 

curtain, so the stage was visible in the preset lighting. 

The line between the seats and stage was blurred by the 
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overhead net. The audience was looking about, getting 

familiar with their surroundings. They were curious, and 

that is a good thing in an audience. 

The first scene was rather formal. Rutter the shaman 

hermit, accompanied by the Tribe, told the story of Blue 

Jacket. Formal or not, the first efforts on stage should 

have been a grabber. We needed to get the audience's 

attention, and we did. The next scene was as far from the 

formality of the opening as possible: a mundane evening 

meal being set and partaken in, a big bang rather than a 

whisper. We held their interest. 

The sex/earthquake scene worked very well. I noticed 

an interest in the audience as they looked up Lisa's dress 

at her spotless white panties. The banter of Lawton and 

Lisa did nothing to completely dispel that interest. When 

the sexual moment happened it was unexpected and realistic. 

There wasn't a hint of movement in the audience, not a 

sound. The much-planned-and-practiced subtle sex play had 

the audience focused on the unexpected titillation of sighs 

and rustles under the blanket. Then they gasped as the 

earthquake hit. We flashed lights, shook the overhead 

nets, used some low-frequency rumbling sounds and the 

actors moved in shocked panic. It worked. The blackout 
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for the next scene was the longest one. Sitting in the 

dark for an unsettling moment allowed the audience to catch 

their breath, give a nervous laugh, and shift gears for the 

quiet sounds of the guitar. When that scene started, the 

audience was hanging on every mundane word waiting to see 

what would happen next. 

The audience seemed a bit uneasy when Buzz began his 

plan to capture the Last Indian. It wasn't a big thing, 

but heads and shoulders were moving slightly as if the 

audience was uncomfortable, but they were still interested. 

They quickly returned their focus as the scene changed. 

The light change was quick and clean, centering on Lawton, 

the innocent in peril. The actual capture was a throwaway. 

The Last Indian was led across stage so that the audience 

focused on Buzz and then Lawton. 

Lawton gets some heavy blows in quick succession: his 

father shows his dream to be a joke and Lisa dies, bringing 

reality home. That is too much to stress equally; to 

stress any one diminishes the others. Besides, it is 

Lawton we should be caring about, not the events 

themselves. 

An emotionless Lawton stood onstage looking out at the 

audience. It was a good moment. The audience looked for 
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now doing theirs. The audience seemed to like it. The 

actors were praised, as were the lighting, sets, and 

costumes. There was a comment that it was a bit crude to 

show Lisa's panties, but I explained that this was to get 

the audience thinking about sex for the next scene, like 

the set-up for a joke before the punch-line. You just 

can't throw sex at people; you need to give them some 

foreplay. Someone described the play as a coming-of-age 

story. I said that I saw the play as a quest story, but 

that it was possible to see that coming-of-age as a quest. 

The cast seemed to like my direction, which was gratifying 
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CHAPTER V 

CONCLUSIONS 

The set and lighting had strong visual aspects to 

focus on. As the audience walked in there was no curtain, 

and the environment immediately put them in a mood 

conducive to the play. I thought that was very important. 

I would have liked more time to fully integrate the 

dances into the action. Sarah did a wonderful job with 

what I gave her. I think I should have conceptualized the 

dances better than I did. (I will be much more aware of 

this in the future.) 

I would have liked to have had more technical 

rehearsals to put the show together better. I would have 

liked more time to find those minor items in the final days 

that often get overlooked. It can be said that there is 

never enough time; I had to learn to put some of my ideas 

away for just this reason. 

Life is so much easier when you have designers who are 

confident and express themselves well. I was lucky. Sara, 

Shannon, and Danielle were confident and open. They gave 

me room to work and tools to do it with. Jamie, the 
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dressed fairly nice, maybe 
somewhat conservative, is 
not concerned with the 
latest fashions that all the 
other kids his age are 
wearing. Well mannered, tall 
and slender. 

BUGGS (54) 

Lawton's father. Owns a hardware 
store in their small town. Member of 
various social and community 
organizations. Well respected 
in the community. Always 
wears a pale colored fedora. 
Has a thin mustache, always wears 
loose fitting, casual clothes that are 
light in color, such as khaki pants 
and tan casual shoes, and 
maybe a pastel, yellow golf 
shirt. 

GERALDINE (52) 

Lawton's mother, Buggs' wife. 
Geraldine is a warm, well 
mannered, homemaker. She 
is usually in an apron and 
has flour on her clothes. She loves her 
children very much and very 
rarely loses her temper. She usually 
keeps her hair tied up on her head. 

SHERIFF KING (54) 

Tall, clean shaven, wears a cowboy hat. 

TRISHA (14) 

Lawton's sister. Awkward, not a woman, 
not a girl, in between. 

LISA FARLEY (18) 

Thin to medium build, somewhat voluptuous 
Brownish blonde hair. Usually wears old 
looking, flowery dresses and sandals. 
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SILVER MOUSE (Late 60's, early 80's) 
An old man who is thought of 
by most people as a kook but is 
idolized by Lawton. Wears a lot of beads 
and Indian jewelry. Has long hair, braided 
into two pony tails. 

ASA (Mid 50's - mid 60's) 
An older, retired man that 
hangs out at the hardware 
store and talks and talks and talks. 
Wears a baseball cap And bib overalls. 

CHESTER & GENE 

Two men, preferably middle-
aged, that hang out, play cards and 
chew the fat. Should dress somewhat 
casually and "down homeish." 

Setting 

Place: 

The present 

Rural area, middle / upper Appalachian 
region, some place that borders West 
Virginia (Kentucky, Virginia, Southeastern 
Ohio). 

STAGING As written, the set is very stark; I was 
trying to keep it simple, but if one has a 
budget with which to work, the script 
presents many possibilities. There are 
various locations that can be doubled such 
as the table where LAWTON'S family eats 
dinner and where the BOYS play cards. As 
well, a bed can be used to signify LAWTON'S 
room, LISA'S room, and BUGGS' room at the 
end of the play. 

Characters fade in and fade out, as do 
various scenes, without scene breaks or set 
changes -- this is facilitated by lighting. 

* Also, notice that, sequentially, scenes 
are displaced. 
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Prologue 

In the darkness we hear a flute, drums, and seed shakers. 

At rise: 

SILVER MOUSE stands down stage center, shrouded by a 
blanket and a smoking pipe. 

SILVER MOUSE 
There was a boy once who loved Indians. His family were 
early settlers who made a home in the Ohio Valley . . . the 
young boy used to dream about being a fierce warrior . . . 
a chief . . . from a fur trapper, he learned the customs 
and language of the Shawnee who resided deep within the 
woods, beyond his settlement. One day the boy, along with 
his brother, set out to go hunting, they went deep into the 
thicket, further then they'd ever gone before . . . they 
got lost . . . eventually they were picked up by a band of 
Kispokotha Indians, a sect of the Shawnee tribe. The older 
boy spoke to the hunting party for over an hour. In 
exchange for the safe return of the younger brother to his 
natural family, the boy agreed to be adopted into the tribe 
. . . the Shawnee agreed. 

(Slight pause) 
The boy had to be stripped of his whiteness. He was made to 
run "the line". The men of the tribe formed two columns, 
one parallel to the other. As Blue Jacket ran down the 
middle, he was struck and beaten with clubs. If he ever 
once stopped for too long of a time, he would have been 
beaten to death. He eventually made it to the end of the 
line, bruised and bloody . . . he was confined to a cot, in 
a teepee, by a fireside for weeks . . . he went on to 
become Blue Jacket, one of the most feared chiefs in the 
Ohio Valley . . . 

Music and lights fade out. 
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ACT 1; SCENE 1 

At rise 

The PURDY family (BUGGS, GERALDINE, and TRISHA) sitting at 
a small table frozen in prayer, LAWTON enters and addresses 
the audience. 

LAWTON 
As a child, I spent most of my time alone, in the woods 
. . . I still do. For as long as I can remember, the trees 
have been my friends . . . I talk to them, I talk to 
everything, the rocks, the cricks [creeks] . . . and they 
talk to me. I used to like to test myself, venture into 
unknown territory, see how far I could go and still find my 
way back. One day, I got lost . . . I felt something 
pulling me, deeper and deeper into the woods . . . night 
came and there I was, in the darkness, but I wasn't scared 
. . . I felt a thousand ghosts around me . . . it all felt 
. . . familiar to me . . . like family . . . my mother and 
father were worried sick, neighbors, the volunteer fire 
department, the sheriff's department, they all combed the 
woods, looking for me . . . 

(Slight pause) 
. . . some days I try to get lost . . . I go deeper and 
deeper into the woods . . . but I always find my way now 

LAWTON sits with his family and folds his hands in prayer. 

BUGGS/TRISHA/GERALDINE 
Amen. 

The family passes food amongst themselves. 

GERALDINE 
Lawton, have you thought anymore about going to prom 9 
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LAWTON 
No ma'am. 

TRISHA 
Alison Wilcox wants to go with him. 

LAWTON 
Shut up! 

GERALDINE 
Lawton, she's awfully nice. 

LAWTON 
I'd just as soon not go. 

BUGGS 
Well, that's not an option . . . you're gonna go and you're 
gonna dance with girls and shoot the shit around the punch 
bowl with the fellas like a normal boy your age. 

TRISHA 
Alison thinks he's cute. 

LAWTON 
Will you shut up!? 

BUGGS 
I guess what I should say is, "No son, absolutely not. I do 
not want you goin' to that dance, what so ever," next thing 
you know, him and that girl'd be hand in hand 'cause he 
sure as hell don't wanna do a goddamn thing to make me 
happy. Ain't that right bud? 

LAWTON 
(Slight pause; confused) 

Yes sir. 

BUGGS 
See what I mean? Won't lift a goddamn finger. 

GERALDINE 
Buggs, please, watch the cursing at the table. 

BUGGS 
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Speakin' a' liftin' a finger, didn't I tell you to cut 
kindling this afternoon after school? 

LAWTON 
. . . I didn't have time. 

BUGGS 
Oh, I'm sure you didn't. Someone as important as yourself-

LAWTON 
Winter's over. 

BUGGS 
(Slight pause) 

. . . what did you say? 

LAWTON 
Winter's over. 

BUGGS 
What the hell's that have to do with it? 

LAWTON 
I don't see why we need kindling when it ain't even winter. 

BUGGS 
Because I told you we did! If I tell you to cut kindling in 
the goddamn dead of night, on the fourth of July, by God, 
you're gonna be out there splittin' timbers. You understand 
me? 

LAWTON 
Yes sir. 

BUGGS 
Maybe you'd like to tell me where you were all afternoon? 

LAWTON does not respond. 

BUGGS 
Where were you son? 

LAWTON 
(Pause) 

Nowhere. 
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BUGGS 
Now see, there's no such place as nowhere; even if you were 
nowhere that'd be somewhere. Now where were you, son? 

LAWTON 
(Pause; Mumbles) 

. . . out ta' Silver Mouse's cabin. 

BUGGS 
You're gonna have to speak up, son, I didn't hear. 

LAWTON 
(Louder) 

Out ta' . . . Silver Mouse's cabin. 

Pause; BUGGS glares at 
LAWTON. 

BUGGS wipes his mouth with his napkin. 

BUGGS 
. . . I'm gonna be late. 

GERALDINE 

For what? 

BUGGS 

Lodge meetin'. 

GERALDINE 

You hardly touched your dinner. 

BUGGS stands. 

BUGGS 

That's all right . . . 
(Puts on his fedora.) 

. . . something ruined my appetite. 

BUGGS pauses briefly, shooting a glance at LAWTON. 

BUGGS exits, shaking his head. 

The family resumes eating, in silence. 
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GERALDINE 
(Slight pause) 

Son, if you don't want to go to the dance with Alison, you 
don't have to. As far as I'm concerned you don't even have 
to go to the prom at all, though I think, lookin' back, 
when you get older, you'll regret not going . . . 

LAWTON does not respond. 

GERALDINE 
. . . don't go to visitin' that crazy old man no more, son; 
don't give your father another reason to scold ya. 

We hear a drum, flute and seed shakers, somewhere in the 
distance. 

LAWTON 
I promise. 

Fade out on the PURDYS and fade in on SILVER MOUSE. 

SILVER MOUSE 
Back in the hills, in these woods somewhere . . . way back 
in the thicket where the dogs won't even tree a coon . . . 
timber-rattlers, bobcats . . . they're all his friends, his 
ears, his eyes . . . the trees whisper his name . . . one 
day, bounty hunters set out to find him . . . the oaks and 
the maples and all the birds and animals warned him . . . 
their message was carried to him on the breeze . . . he 
shook the ground with the fierceness of an earthquake; 
trees fell, boulders tumbled from the hills, the creeks and 
streams overflowed . . . the bounty hunters were never seen 
again . . . that's how he's survived more than 2 00 years. 

(Beat) 
. . . that's enough for today. I'm an old man; I need my 
rest. 
Slight pause. 

SILVER MOUSE 
(Gives a chuckle) 

I see that you are a hasty young man, much like myself, 
when I was your age . . . you want to know everything . . . 

(Thinks to himself) 
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. . . well . . . now and again I get a hankerin' for 
channel cat with some ramps and potatoes, fried in butter . 
. .I'm too old and feeble to fish, my hands can't hold the 
pole without shakin' . . . but you do that for me . . . I 
will tell you more . . . tomorrow. 

Fade out 
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Scene 2 

At rise: 

GENE and CHANDLER sit around a small table playing chess. 
ASA, an old man with a ball cap and bib overalls looks on. 

There is a rusted metal sign above a screen door that 
reads: "BUGGS HARDWARE." The space is adorned with a couple 
empty wooden barrels, a few stools, produce crates, and an 
old Coke machine, the type with an opening door that gives 
you small bottles of Coke for a quarter. 

ASA 
I 'member back when the bridge collapsed, people was goin' 
to and fro' from the West Virginy side, just got off work 
. . . it was a hell of a mess. A lot a' them divers came up 
and said they wasn't goin' back down. 

Why's that? 
GENE 

ASA 
Said there was Catfish down there as big as automobiles 

It's getting' deep 

Yep. 

SHERIFF KING enters 

CHANDLER 

GENE 

GENE 
(In greeting) 

Sheriff 

CHANDLER 
What's the word sheriff? 

SHERIFF KING fetches himself a soda 

SHERIFF KING 
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Oh, some crazy escaped from the funny house across the 
river. 

CHANDLER 
Oh yeah? 

GENE 
From St. Joseph's? 

SHERIFF KING 
Yeah. I told 'em I'd keep an eye out. 

CHANDLER 
He's probably one a' Asa's kin. 

The MEN chuckle. 

SHERIFF KING 
They say he slipped away during a fire drill. 

ASA 
You think he swam across the river Sheriff? 

SHERIFF KING 
I doubt it. 

CHANDLER 
What about them cattle mutilations, you think he has 
anything to do with that? 

SHERIFF KING 
Naw, that's that cult shit . . . 

Takes a swig from his soda. 

ASA 
That was a hell of a storm last night, wudn't [wasn't] it, 
sheriff? 

SHERIFF KING 
I've seen worse. 
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ASA 
I seen an oak tree on my way inta town, must a' been a 
hundred and fifty years old, uprooted and thrown across the 
road like it was a toothpick. Around it, there weren't 
nothing outta place, a house, a bush, a shrub, a blade a' 
grass . . . them tornaders do weird things like that. I 
knew a feller one time, worked for the county up along the 
Texas panhandle, he was stuck out in a field, a tornader 
comin' right at him. He jumped down in a ditch . . . damn 
thing blew right over top him. 

GENE 
And he survived? 

ASA 
Yeah, but it took the shirt off his back. 

CHANDLER 
It's getting' deep. 

GENE 

Yep. 

BUGGS enters in a rush. 

BUGGS 
Anybody seen Lawton? 

GENE 
No. I ain't seen him. Fellas? 

ALL shake their heads 

BUGGS 
He didn't come home last night. 

GENE 

Say he didn't? 

CHANDLER 
Oh, I'm sure he's all right. He probably went out and got a 
little honey on his stinger 's all. 
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BUGGS 
One a' the tornadas went right through our property last 
night. 

GENE 
No shit? 

BUGGS 
It knocked a tree down, just missed the house. I had to 
drag Geraldine into the root cellar, fightin' me the whole 
way, damn near got the both of us killed holdin' out for 
that boy. 

ASA 
Any idea where he might be? 

BUGSS 
Well, here lately he's taken to visitin' that crazy old 
hillbilly, this side a leading crick [creek], the one 
claim's to be Indian. 

SHERIIFF COX 
(Into radio) 

Yeah, this the Sheriff . . . send someone out to Old Man 
Silver's cabin, see if he's got any idea where Lawton Purdy 
might be, over. 

BUGGS 
Geraldine's been up all night worried sick. 

LAWTON 
(Enters) 

Dad! I saw him! 

SHERIFF KING 
(Into radio) 

Never mind. 

BUGGS 
Where in the hell have you been!? 

LAWTON 
I was up in the woods there, past Leading Creek-
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BUGGS 
You know I don't like you hanigin' ^round that crazy old 
man-

That's where I saw him? 

Who? 

The Last Indian 

The what? 

The Last Indian! 

LAWTON 

BUGGS 

LAWTON 

BUGGS 

LAWTON 

BUGGS 
(Slight pause) 

Do you have any idea a tornada went through our property 
last night, knocked down the old oak in the front yard, 
just missed the house, and your mama's been cryin' her eyes 
out all night 'cause she thinks her baby done got carried 
off by a twister? 

LAWTON 
But I saw him dad! 

BUGGS 
Who? 

LAWTON 
The Last Indian! I saw him the other day when I was 
fishing. I went back to try and find him, and it was him-

BUGGS 
Boy, did you hear a goddamn word I just said? 

LAWTON does not respond. 
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BUGGS 
Where in the hell is your mind? 

LAWTON 
(Beat) 

. . . sorry, sir. 

BUGGS 
You get your ungrateful little ass home and apologize to 
Mrs. Geraldine, you ain't fit to be called her son! And 
after you do, you go straight to bed, this conversation 
here . . . ain't over. 

LAWTON does not move. 

BUGGS 
GIT! 

LAWTON runs off. 

Pause. All eyes are on BUGGS. 

BUGGS 
Well? What the hell's everybody lookin' at? 

All go back to what they were doing, playing chess, etc. 

BUGGS enters into the hardware store, slamming the door 
behind him. 

Slight pause. 

CHANDLER 
It's a damn shame, ain't it? 

GENE 

Yep. 

SHERIFF KING 

Poor Buggs. 

CHANDLER 
He's tried so hard to have something, make a name for 
himself . . . 
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CHANDLER 
Works his fingers to the bone . . . 

GENE 
Goes to church . . . 

CHANDLER 
And what's he got to show for it? 

SHERIFF KING 
. . . the town wierdo for a son. 

Slight pause. 

ASA 
Oh, Lawton's all right, I was a lot like him when I was his 
age. 

GENE 
That's what we're talkin' about. 

The MEN chuckle, fade out. 

SCENE 3 
At rise: 
LISA sits on the ground, barefoot, reading. 

LAWTON enters with a fishing pole and tackle box that he 
sets on the ground. He then proceeds to fix a night crawler 
on his hook; Lawton is oblivious to LISA who is behind him. 

LISA 
What are you fishin' for? Bark Bass? 

LAWTON 
(Startled) 

. . . what the hell you doing way out here? 

LISA 
Readin'. 

81 



LAWTON 
Readin' what? 

LISA 
Harlequin Romance. 

LAWTON 
(Gives a laugh) 

Shit . 

LISA 
What do you mean, shit? 

LAWTON 
You can't get none so you gotta read about it. 

LISA 
Yeah, I'd imagine you're quite an authority on gettin' 
none. 

LAWTON 
(Embarrassed) 

. . . well, I'm going to do some fishing if it won't be too 
disruptive to you're studies? 

LISA 
Suit yourself. 

(Goes back to reading) 

LAWTON rears back, ready to cast. 

LISA 
(Without looking up from book) 

You ain't gonna catch nothing with that. 

LAWTON 
What? 

LISA 
I said, you ain't gonna catch nothing with that? 

LAWTON 

With what? 
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with that worm, 
LISA 

It ain't a worm, 
LAWTON 

What is it then? 

A night crawler 

LISA 

LAWTON 

LISA 
That's what I said, a worm . . . you still ain't gonna 
catch nothin' with it. 

LAWTON 
Why ain ' t I? 

LISA 
My daddy said the only thing they're bitin' on now is 
chicken livers . . . you ain't gonna catch 'em on no night 
crawler. 

Is that so? 

It's too hot 

LAWTON 

LISA 

LAWTON 
What? 

LISA 
It's too hot; the water temperature's up 

LAWTON 
So? 
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