
KEEPINGABREAST:  DIRECTING A NEW PLAY 
 

by 
 

SARAH S. SHAVER, B.A. 
 
 

A THESIS 
 

IN 
 

THEATRE ARTS 
 

Submitted to the Graduate Faculty 
of Texas Tech University in 

Partial Fulfillment of 
the Requirements for 

the Degree of 
 

MASTER OF FINE ARTS 
 
 

Approved 
 
 

Laurie Mann 
Chairperson of the Committee 

 
 

Genevieve Durham 
 

Accepted 
 
 

John Borrelli 
Dean of the Graduate School 

 
August 2006 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Copyright 2006, Sarah S. Shaver 



 

 

 

ii 

ACKNOWLEDGEMENTS 
 

  
 Thank you to Dr. Laurin Mann, Dr. Jonathan Marks, and Professor Genevieve 

Durham, for your professional advice, your artistic example, and your sincere mentoring 

on this project. 

 To my support system, Maurice and Jensina Sheppard, Beth and Ryan Scheckel, 

and my own sweet husband, David—you are my strength and compass.  Without you I 

flounder in the dark. 

 And to Jackie Rosenfeld—thank you for your wit, your laugh, your talents, your 

generosity, your friendship, and your beautiful play. 

 



 

 

 

iii 

TABLE OF CONTENTS 
 
 

ACKNOWLEDGEMENTS                 ii 
 
LIST OF TABLES                 vi 
LIST OF FIGURES                vii 
 
CHAPTER  
 
   I.   WORKING WITH THE PLAYWRIGHT               1 
 
  II.   PLAY ANALYSIS                  7 
   

I.  Given Circumstances                 7 
  A.  Environmental Facts                7 
   1. Geographical Location and Climate             7 
   2.  Date, Year, and Season                          8 
   3.  Economic Environment                          9 
   4.  Political Environment             10 
   5.  Social Environment             10 
   6.  Religious Environment                        13 
   7.  Intellectual Environment                        13 
   8.  Artistic Environment             14 
  B.  Previous Action               14 
  C.  Polar Attitudes               15 
 II.  Character Analysis               15 
  A.  Mina                15 
  B.  Man                19 
  C.  Woman                20 
  D.  Dr. Ellis                22 
  E.  Dad                23 
  F.  Groomsman               25 
  G.  Julie                26 
  H.  Mom                28 
  I.  Marie                29 
  J.  Richard                30 
  K.  Mark                32 
  L.  Rachel                33 
  M.  Rob                34 
  N.  Sugar                36 
  O.  DJ                            38 
  P.  Dr. Taylor                           39 
  Q.  Tamara                40 



 

 

 

iv 

  R.  Sophanda                           42 
  S.  Doug                44 
  T.  Professor Wagner                          46 
  U.  Kali                47 
     III.  Scene Breakdown               50 
     IV.  Ideas                 57 
  A.  Meaning of the Title              57 
  B.  Philosophical Statements in the Play            58 
  C.  Implications of the Action                60  
  
 III. OUTSIDE RESEARCH               62 
  
 Question and Answer                           62 
 Breast Cancer Statistics               64 
 Vocabulary                            65 
  
 IV. AUDITIONS AND CASTING              67 
 
  V. THE REHEARSAL PROCESS              72 
 
 VI. WORKING WITH DESIGNERS              87 
 
 Stage Manager                87 
 Set Designer                            88 
 Costume Designer                92 
 Light Designer                95 
 Sound Designer                97 
 Projections Designer                           99 
 Choreographer                         103 
 
 VII. PERFORMANCES              106 
 
VIII. FINAL THOUGHTS              115 
 
SELECTED BIBLIOGRAPHY             117 
 
APPENDIX 
 
 A.  KEEPINGABREAST MANUSCRIPT           118 
 
 B.  INTERVIEW TRANSCRIPTS            197 
 
 C.  PUBLICITY              205 
 



 

 

 

v 

       Poster               206 
       Preview Article              207 
 
 D.  PROGRAM              208 
 
 E.  PRODUCTION PHOTOS             213 
 
 F.  REVIEWS               224 
 
           Daily Toreador              225 
       Letter to the Editor                                                                                         226 

      Avalanche Journal              227 
 
 G.  PERMISSION SLIPS             228 
 
       Karen Brehm              229 
       Joey Kirk                          230 
       Jackie Rosenfeld              231 
       David Shaver              232 
       Richard Privitt              233 
 



 

 

 

vi 

LIST OF TABLES 
 
 

2.1  Scene Breakdown          50-57 
 
4.1 Men                  69

  
4.2  Women                  69  



 

 

 

vii 

LIST OF FIGURES 
 
 

C.1  Poster                206 
C.2  “An Idea Inked”               207 
D.1  Program Cover               209 
D.2  Inside Cover               210 
D.3  Inside Cover               211 
D.4  Program Back               212 
E.1  Mina finds a lump.              214 
E.2  Dr. Ellis delivers the news to Mina.            214 
E.3  Dad and Mina.               215 
E.4  Groomsman asks, “What’s this big ass lump in your tit?”         215 
E.5  Julie and Mina chat in a café.             216 
E.6  Mom gives Mina advice.              216 
E.7  Mina is distracted by Marie’s breasts.            217 
E.8  Mina flirts with Richard.              217 
E.9  Mark gives Mina a lesson in breast appreciation.          218 
E.10  Mina encounters Rachel breastfeeding in the park.          218 
E.11  Rob ogles Sugar.              219 
E.12  Sugar gives Mina a lap dance.             219 
E.13  Mina visits Dr. Taylor for a second opinion.           220 
E.14  Tamara shows Mina the life-like qualities of a silicone falsie.         220 
E.15  Sophanda Cox shows a little flair.            221 
E.16  Doug counsels Mina.              221 
E.17  Professor Wagner introduces “Boobie Trapped!”          222 
E.18  Kali performs.               222 
E.19  Group Photo               223 
F.1  “Acting, Shedding Save ‘keepingabreast’”           225 
F.2  “Review for ‘keepingabreast’ Unfair”            226 
F.3  “Comedic Drama One of Smartest, Hardest-Hitting from Tech”        227 



 

 

 

1 

CHAPTER I 

WORKING WITH THE PLAYWRIGHT 

 

 This was an unusual process in that I was working with a living playwright on the 

first production of this script.  Jackie Rosenfeld, a playwriting student at Texas Tech and 

the author of keepingabreast, was required to have one of her plays produced as her 

thesis project for her MFA.  This piece was to be my directing thesis for my MFA.  We 

both had a vested interest in making sure this production was a success, and we both 

considered this our “baby.”  Jackie and I were and still are close friends, and while we 

both joyfully embraced the opportunity to work together, we wanted to make sure our 

friendship stayed intact throughout the process.  

The very process of two artists creating a piece of art from two different 

perspectives can cause tension.  The playwright (Jackie) attempts to capture her vision in 

a script, showing her creativity in written dialogue.  The director (me) attempts to 

understand that vision from her own perspective, and then pours her creativity into a 

visual and auditory interpretation to show on stage.  The creative tension that naturally 

arose between playwright and director was frequently palpable, and required careful, 

thoughtful management. 

 When we were first assigned to work together, I had already read a rough draft of 

the play, then entitled In My Own Hands.  Jackie went through dozens of rewrites in 

between that original draft and the finished script that we produced.  I would like to think 

that we were partners in the process—we both were highly dedicated to the quality of the 



 

 

 

2 

script and the production.  My duty as director of the first production of an original script 

was to make sure that the production matched the playwright’s vision.  Of course, I 

wanted to put my own personal stamp on the artistic creation and not merely be a puppet 

director.  After all, this was my project too.   

 Early on after the announcement of the 2005-2006 season, Jackie and I decided 

that we should have some readings.  Jackie wanted the readings in order to make sure that 

what she wrote was interpreted in the way she intended.  I wanted a chance to hear the 

dialogue out loud and start on some of my preliminary analysis and conceptualization.  

She allowed me to “cast” many of the readings myself.  I could see that this would be 

helpful in a pre-auditioning sense, but I also knew that I had to be careful to avoid any 

rumors of pre-casting.  I tried to choose a variety of voices and readers in order to get an 

idea of the range needed to play the difficult roles of Man and Woman, but I also wanted 

to make sure that the earnestness, sincerity, and humor of Mina found a voice as well.   

 I attended most of the readings (Jackie held a few readings herself on occasions 

when I was out of town.)  The readings were an essential part of refining the script.  

Jackie was always eager to hear my comments after each reading.  Having written a few 

plays myself, I was probably too eager to help her shape and craft her play.  While I 

believe this helped the developing script, it caused some tension in our relationship.  

Jackie was wary of accepting what I believed were sincere comments; she did not want 

my role as director to influence the writing of the play. 

 I found those meetings after the readings to be filled with both excitement and 

tension.  She wanted my feedback but struggled to cope with it.  I can understand her 
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feelings—she had invested so much of herself into the script and wanted so much for me 

to like it.  We both tended to become very defensive during those sessions.  We both 

wanted to contribute of ourselves what we felt was best for the play, but we also wanted 

to avoid stepping on each other’s toes or hurting each other’s feelings.  I am glad that we 

had those meetings—I learned about her intentions with regard to certain scenes and she 

learned where her intentions were not coming across.  Overall, even though the meetings 

were sometimes painful, we both thought they were beneficial to the play and we had 

some great conversations about our overall message.   

 One area where I wish our mentors could have been more specific was on which 

person should have the final say:  the director or the playwright.  On one hand, usually 

the director shoulders the responsibility of the final production decisions, along with the 

praise and the blame.  On the other, in a first production of an original script, the director 

has the responsibility and duty of respecting the playwright’s vision.  In the end, 

negotiating decisions was left to us to figure out, but the praise was gladly shared. 

 Casting was one of those areas where I wanted to choose actors I could rely on 

and work with, but as a goodwill measure, I also wanted to let Jackie in on the decision.  

After all, she created these characters and had an idea of how they could be embodied on 

stage.  We decided that I would choose the cast and allow Jackie to have veto power if 

she could not possibly see my choice of actor in a particular role.  We agreed on many of 

the same choices in casting.  Nevertheless, the casting meeting brought up some 

unexpected changes in the cast, and we were forced to renegotiate in the casting room.  

Overall, we both were pleased with our final casting choices. 
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 Jackie was able to attend most rehearsals—Mondays were an exception because 

she had an out of town commitment.  She warmed up with the cast every night and was 

available to answer questions about the play or particular lines.  She only provided 

comments when I asked her to, and never once told the actors how to interpret a scene.  I 

tried to consult her whenever I could to make sure that she was happy with the progress.  

Jackie’s presence was most helpful during rehearsal—she was there to consult when a 

line or a word was not working.  She always asked my permission to cut or add in 

rehearsal, and brought new pages for the actors, stage manager, and me to include in our 

rehearsal binders.  Rehearsals were wonderful times for collaboration between us. 

 Production meetings, on the other hand, were more difficult.  While Jackie and I 

had taken pains to agree on and maintain appropriate interaction protocols between 

actors, the director, and the playwright during rehearsals, we were less successful during 

production meetings. While she rarely voiced her opinion in production meetings, Jackie 

had many strong opinions about the design elements.  She was most upset about the lack 

of research on the part of my costume designer.  Jackie has designed and built costumes 

for several shows, so she took that into account when writing the script, often describing 

the costumes in the script.   

The process for costuming Kali frustrated her, and this was the one time during 

production meetings where I felt that she overstepped her role as playwright and acted as 

director by speaking directly to the costume designer.  Everything that she said was 

entirely correct about Kali’s costume, but it seemed to overstep my authority as a 

director.  I did not want to embarrass the designer in front of everyone by exposing her 



 

 

 

5 

lack of research; I had planned to pull her aside later.  I did speak in private with Jackie 

later about the situation, and we were eventually able to work through our differences.     

Another point of contention was who has control over non-spoken parts of the 

production.  In directing class, we are generally told that the lines are sacred, especially 

with the playwright present.  While I tried to follow as many stage directions as possible, 

I felt that it was my duty to read between the lines and interpret as I saw fit.  On one 

occasion, I asked Mattie to experiment with a different interpretation of a line than the 

one the playwright suggested in parenthesis.  Jackie did not voice her displeasure in 

rehearsal, which I was most grateful for, but she certainly let me hear it afterward.  The 

freedom to experiment with different interpretations is a vital element of the creative 

process.  It would have been helpful to have had a dramaturg present to mediate this 

conflict.   

These challenges aside, I loved the script and I wanted to see it produced 

successfully.  I had an artistic vision to which I felt I needed to be faithful; so did Jackie.  

This situation, combined with the fact that Jackie is such a close friend, added some 

stress.  I sincerely wanted to make her play a success.  I wanted to please her with my 

work. 

My fondest memory of our process together occurred during opening night.  We 

were sitting together and the evening had been going well.  At the closing scene of the 

show, where Mina gets her portrait taken, I reached over and held Jackie’s hand.  At 

curtain call, the audience burst into applause and started standing up.  We stood up too 
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and just hugged each other and cried.  That moment proved to me that all our hard work 

together on the show was worth it. 

Jackie and I were able to collaborate well together.  I felt that, since I knew her so 

well, I was able to have insights into her play that other directors might not have had.  

Also, I provided a bit of an outside perspective to her about her play, enabling her to 

clarify the script where needed.  The closeness of our friendship enabled us to unite in a 

way that not a lot of directors and playwrights can.  We were able to work out our artistic 

conflicts and our friendship is stronger than ever.   
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CHAPTER II 

PLAY ANALYSIS 

 

(Note:  Unless otherwise noted, all quotations come from Jackie Rosenfeld’s manuscript, 

located in Appendix A.) 

I.  Given Circumstances 

A.  Environmental Facts 

1.  Geographical Location and Climate 
 
 The playwright made it very clear in our meetings and in the introduction that this 

play is supposed to take place in the present.  In looking at clues within the script, I 

noticed that the playwright had been very careful to exclude all geographical names and 

descriptions.  Basically, to cover all the various scenes that are required for the play, the 

setting must be in a city big enough to have at least one strip club, an adult bookstore, a 

university with a women’s studies program, a park, and a hospital that has one of the top 

oncologists in the country.  This should probably be somewhere in the United States.  

The only place the setting cannot be is Dallas, because the script says that Sugar is 

visiting from “The Big D” (157).   

 Since this play is set in the present and we live in a city that possesses all of those 

requirements, Lubbock, Texas, became our setting.  The only line that required 

adjustment was Richard’s line, “I go to Tech” (142), from “I go to (insert name of local 

college or university).”  Other indications that the play takes place in Lubbock were the 

logos on Richard’s hat and on t-shirts of some of the people we interviewed; filming 
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interviews in locations that were recognizable to Lubbock natives; and using community 

members who could be easily identified, such as Betty Dotts, a well-known social 

reformer and advocate for the poor. 

 As for the climate, we decided to keep West Texas in the late fall in mind, since 

this is when the play was performed.  This means that the climate is mostly dry, windy, 

and fair, except in the evening when the temperature drops (Mina and Sugar both have 

jackets for their outside scene).    

2.  Date, Year, and Season 
 
 Because this play mixes episodic as well as causal scene structure, the frame story 

of the play (Mina’s two weeks until she must choose between the mastectomy and the 

lumpectomy) takes place in the first and second weeks of November, 2005.  As stated 

before, this is when the play was performed, so having it take place as if it were going on 

right then made sense to the production team.  Also, there is a coincidental line in the 

play in which Mina expresses her anger at people who take advantage of Breast Cancer 

Awareness ribbons:  “But from then on you associate that company with the pink ribbon 

and long after the proceeds have gone to Walk for the Cure and it’s maybe even the 

second week in November you are still giving them your money because they did this 

great thing” (192).  

 In the flashback scenes with the father, no specific season or time of day was 

needed.  The first flashback scene took place when Mina was five years old, so the year 

would have been about 1982; in the scene when Mina was thirteen years old, the year 
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would have been about 1990.  These scenes take place so quickly that there is no time to 

change clothes to help establish the year.   

 Other flashback scenes include the one with Julie in the coffee shop, and the ones 

with Mom and Dad.  These happened about four months earlier, in late June or early July; 

we know because Mina had four months of chemotherapy before the frame story of this 

play started.  Julie’s bachelorette party, when Mina first discovered the lump, would then 

have taken place in the summer.  

3.  Economic Environment 
 
 The economic environment is not the driving force in this play.  Money is spoken 

about casually—people seem content with the amount they have.  Nowhere is the 

expense of chemotherapy, surgery, or implants an issue for Mina.  In various scenes, she 

goes shopping, visits a strip club, and goes out to dinner, coffee, or drinks.  Lack of 

disposable income is not a major impediment to Mina.  We do not have any clues about 

Mina’s occupation or work schedule.  The only indication that she has a job at all is 

where she says, “On my way home from work I stop by one of those specialty stores Dr. 

Taylor told me about” (170). 

 Sugar talks about how much money she earns: “I can pull in six hundred dollars 

on a good night” (163).  Sophanda pays for his falsies with his boyfriend’s credit card.  

Julie lets Mina pay for her coffee, but it appears that Julie’s husband Doug bought the 

pizza.  Julie mentions working with her mother-in-law on various charities and fund 

raisers, which shows that she does not need to work to survive financially.  Doug works 

as a photography instructor, perhaps at the university.  They are both able to take time off 
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work to go with Mina to her appointment on a Monday morning.  One can make an 

educated assumption that the main characters are most likely upper-middle class.   

4.  Political Environment 
 
 Politics are not a major issue in the play either, at least in that we do not hear 

much about the governmental system or its bylaws.  Since the play is set in modern day 

United States, the political environment is open.  There are not any specific conversations 

on the government or political system, but there are certain characters one could assume 

belong to a specific political party. 

   Mina seems fairly liberal—she does not object to breastfeeding in public, talking 

to Sugar like a human being, chatting with a homosexual drag queen, or attending a 

production sponsored by the Women’s Studies Department.  It is the fact that Mina is so 

liberal and open-minded that makes her journey distinctive.  Another woman with 

different values could have been in the same situation and made the same decision at the 

end, but Mina’s journey is unique because of her views. 

 The one time that Mina expresses her political views is when she attacks the 

motives of companies who use Breast Cancer Awareness as a way to move more product, 

but I will discuss that idea more in Social Environment. 

5.  Social Environment 
 
 Most of the characters who Mina encounters are friendly enough to talk with her.  

There does not seem to be a lot of social unrest in the story.  Also, probably because 

Mina is open to all of the people she runs into, there is not a feeling of class or race 

distinction.  If any distinction is made at all on the social level, it is between the genders.  
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Women are different from men in several ways, but the fact that women have breasts (or 

are supposed to have them) is a major factor in the interactions in this play. 

 The play shows several social interactions that center around gender issues.  Most 

of the female characters in the play are intelligent, independent, and perceptive, while a 

majority of the male characters are callous, brutish, or lecherous.  Of course, there are 

obvious exceptions to this generalization (Dad, Doug, Sophanda, and several males on 

the interviews), but they seem to be extraordinarily sensitive and caring in comparison to 

the other male characters. 

 There is a marked difference in the way that Mina is treated by the male doctor 

and the female doctor.  Dr. Ellis, a man, does not look Mina in the eye and will not listen 

to her questions and concerns.  He is out of touch with Mina’s feelings, going so far as to 

advise her to seek professional help to rid her of the hostility she is carrying around 

(probably increased by her office visits with such a brusque doctor.)  Conversely, the 

female doctor, Dr. Taylor, listens to Mina, comforts her, and answers remaining 

questions sensitively and compassionately.   

 Also, there is the issue of the types of places that Mina visits that portray women 

as objects:  the Hooters-type restaurant, the porn store, and the strip club.  Men in these 

establishments treat women as if they are entertainment objects instead of human beings.  

Women who work in these places are also guilty of treating their bodies like a product to 

sell.  They understand well the effect their assets have on men and use that knowledge to 

earn more money.  Society has convinced these women that they are not degrading 
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themselves by using their bodies to make money—they are empowering themselves by 

using the system to their advantage. 

 American society’s obsession and immaturity with the subject of breasts is a 

recurring theme in the play.  The Boob Riff sections exemplify these two reactions to 

breasts by reminding us of all the slang terms that we use for breasts.  This is a social 

aspect that I took for granted, until Yi-Hui, our Taiwanese Projections Designer, 

expressed her frustration and confusion as to why Americans have so many euphemisms 

for breasts. 

 Another way we were able to show first hand the current social environment in 

our chosen setting was to interview people on the street, in homes, or in churches in 

Lubbock.  Their interviewed answers to questions like, “What do you think about 

breasts?” and “What is so great about breasts?” helped give a kind of social collage of 

opinions about this subject.  It helped that we used a variety of people from different 

social backgrounds to get our collection of film clips.  (Please see Appendix B for full 

transcripts.) 

 One social phenomenon that Mina abhors is the craze over all things breast cancer 

related.  She wants people to see the reality and horror of her situation, not the 

glamorized version that “Sex in the City” shows.  She is tired of pink breast cancer 

ribbons adorning all sorts of products to give companies lots of money as well as 

undeserved credit for increasing people’s awareness for breast cancer.   
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6. Religious Environment 
 

 The few religious elements in the script come primarily from Mina’s parents.  

They are Jewish; they talk to the Rabbi for Mina because they know she will not.  

Spiritual guidance is the only sort of advice that Mina refuses to seek.  Even Dr. Taylor 

mentions that she would talk to a minister before making a choice like Mina has to make.   

 The refusal to seek spiritual guidance shows that Mina is not swayed by mere 

faith.  She rejects religion as a final answer because she feels that religion is not scientific 

or objective.  Nevertheless, many people, when faced with the prospect of death, question 

the existence of a God and their own purpose in this life.  Mina does not do this.  My 

conclusion, therefore, is either that Mina is unreligious or she is not afraid of death (this 

issue will come up later).  In fact, the playwright had considered writing a scene with 

Mina going back and forth between a psychologist and a rabbi.  It obviously did not 

happen for this first production, but I have heard her mention adding it to her next 

version, showing the conflict between reason and faith. 

7.  Intellectual Environment 
 
 This is an area that may be overlooked, but I think it is one of the most important 

ones to the play.  Mina is well-educated, as we can see from her extensive vocabulary, 

and open-minded, as we can see from her willingness to listen to others who are different 

from her.  keepingabreast is a rhetorical play, that is, it is a play that presents a problem 

or question in the first scene, and our protagonist spends the rest of the play trying to 

answer it.  Therefore, Mina spends most of her time seeking enlightenment from the 

many people she encounters.  On the way, she learns a little about each of these 
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character’s lives.  Mina and the audience are educated about the scientific, social, 

personal, and intellectual issues surrounding breast cancer and the implications of only 

having one breast. 

8.  Artistic Environment 
 

Several of the characters that Mina encounters are artists, and that helps them to 

form their views on breasts.  Doug is a photographer, and Sugar, Sophanda, and Kali are 

all performers of various kinds.  I also think that the projections (at least, the pictures) 

add to the Artistic Environment.  In addition, the structure of the play creates a kind of 

snapshot for each of the scenes, which adds to the collage of images and ideas that Mina 

must sort through.  The final scene shows the creation of a piece of art—a photograph of 

Mina’s breasts, together for the last time. 

B.  Previous Action 
 
 Through the use of flashbacks and confessional-type monologues, Mina tells us 

her history.  A little over two months before the frame story starts, Mina found a lump in 

her left breast the night of her best friend Julie’s bachelorette party.  She went to the 

doctor and, following painful tests, was diagnosed with Stage II breast cancer.  Mina tried 

chemotherapy for eight weeks to no avail.  She finds out in the first scene that the chemo 

did not work enough. 

 One issue that came up over and over was that the script gives few clues about 

Mina’s background.  We do not know if she has brothers or sisters (I make the 

assumption that she does not, otherwise she would be calling them).  There are no 

references to where she works or what she does for a living.  In fact, we do not see her at 
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work at all.  She makes one reference to having a job—she mentions running an errand 

after work.  We do not know where she went to college or even if she went at all; we can 

only guess that she went because her vocabulary and sentence structure are sophisticated.   

 The playwright made the assertion that the reason she did not want to tell us about 

Mina’s background is that she wanted the impression that Mina could be anyone—that 

Mina is a sort of Everywoman.  I would argue that specifics help to make characters more 

real to an audience.  Our respondent, Dr. Doll, thought that more details about Mina’s life 

should be added. 

C.  Polar Attitudes 
 
 At the start of the play, Mina is a confused young woman, unsure of what to do 

and what people will think of her.  This is one of the reasons why she seeks out so many 

opinions as to what she should do—she wants someone to make the decision for her.  By 

the final scene, we realize that the play is also a kind of coming-of-age story:  Mina has 

become a woman.  She is strong, confident, and unashamed.  She finally has faith in 

herself to make the decision for life. 

II.  Character Analysis  

A.  Mina 

1.  Decorum:  The character description for Mina reads that she is “a 28 

year old single woman with breast cancer” (120).  The description on her 

first appearance has her wearing “pants and a blouse that she is buttoning” 

and “a head covering with a hair piece attached” (123).  We dressed her in 

a brown peasant skirt and cream colored scoop-neck blouse without 
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buttons.  In an effort to avoid either shaving our actress’s head or dealing 

with wigs, we gave her a colorful striped scarf to put over her hair.  She 

tells Dr. Ellis that she is “starting to feel a little stubble” (125) when he 

asks if her hair is growing back, so I wanted Mina to look bald under her 

scarf (we partially succeeded—hopefully the audience members were able 

to suspend their disbelief.)  She says, “I’m okay with my body.  It’s 

average.  Average height, average weight ish, and average breast size” 

(131).  I see Mina as earthy, comfortable with her body and her sexuality, 

firmly grounded in reason, and hardly ever excessively emotional.  In her 

first scene, we find out that she has a 4.5 cm lump in her left breast.  

2.  Desire:  Mina’s desire is to live the life of a “normal, regular woman” 

(167).  Her problem is that if she gets a mastectomy, she will be 

“abnormal and irregular” (168), but if she does not get a mastectomy, she 

may not survive.  One essential part of her desire will have to be 

compromised. 

3.  Will:  Mina’s will is not strong until the end.  She looks to anyone and 

everyone else to tell her what to do.  By the end, she has become a woman 

and is able to make a difficult but brave decision. 

4.  Moral Stance:  Mina’s moral stance is not particularly high, but we can 

identify with her because she is likable and like us.  She is okay with 

drinking a lot in public; she was so intoxicated from all the tequila shots at 

Julie’s bachelorette shower she falls into the stall in the ladies’ room at the 
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bar.  We do not know if she drives herself home from the bar, still 

“smashed” (129).  We also know that Mina is not above having sex with 

men she hardly knows; she goes home with Tom, the groomsman, after 

Julie’s wedding.  Mina curses when confiding in the audience, but usually 

she tries not to curse around the new people she encounters or her parents.   

5.  Diction 

a.  Choice of words:  Mina is not afraid to curse.  Her speech is 

fairly colloquial.  She is well-educated, probably college level or 

higher, but she does not use big words just to look smart.  She uses 

“I” in most of her sentences, but after all, this is her story.  She is 

honest, she says exactly what she is thinking, and she is open about 

her personal life.  She calls her own breasts “breasts” unless she is 

being ironic, then she uses “tits”, even though she tells the 

audience that she hates that word. 

b.  Sentence structure:  Most of Mina’s sentences during her 

monologues are marked by a confessional tone, as if she were 

confiding in a friend or a journal.  But when talking with others, 

Mina asks them questions, rarely sharing her own story with the 

other person.  On looking at any of her scenes with other 

characters, she wants to know something about their lives, their 

experiences, and their thoughts on breasts, so almost all of her 

sentences are questions. 
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c.  Choice of images:  Mina rarely needs to use poetic language.  

She describes in detail the moments leading up to and following 

the discovery of the lump in her breast.  When she tells stories of 

her life, she seems to relive the emotions she felt while in those 

moments.  She compares Sugar to a “ballerina” and “archangel of 

all things mammary” (158).  During Kali’s performance piece, 

Mina finally lets herself be emotional and rages against gimmicks 

used to sell products in the name of Breast Cancer Awareness and 

people who want to make having breast cancer an exercise in not 

thinking negative thoughts.  She has a particular problem with the 

pink ribbon campaign, or at least the abuse of the pink ribbon 

campaign.  In the dressing room scene, Mina describes the old 

lady’s breasts in the next stall, at first repulsed by their wrinkles 

and downward pointing nipples.  But then, she imagines the 

lifetime of use those breasts have had, feeding babies, being 

“caressed by lovers” (195), probably displaying beautiful 

necklaces in the cleavage. 

d.  Peculiar Characteristics:  Mina is open and conversational, 

casual but intelligent.  She needs to have a voice that an audience 

can listen to for a long time, because she has pages of monologues. 
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B.  Man 

1.  Decorum:  No specific decorum is listed.  We chose to dress Man fairly 

neutrally in charcoal pants and a white button up shirt.  He is only seen 

during the Boob Riffs and set changes.  When a Boob Riff immediately 

follows a scene where he is playing another character, he drops all 

mannerism of the previous character, even if still dressed in that 

character’s costume.  He is powerful, playful, and aggressive. 

2.  Desire:  Man’s desire in the first Boob Riff is to accost the audience 

with various euphemisms for breasts.  In the second and third Boob Riffs, 

his desire is to win the “game” against Woman as to who can come up 

with the best, funniest, weirdest, or most offensive name for breasts. 

3.  Will:  His will is strong.  Man does not back down from his desire to 

“one-up” Woman. 

4.  Moral Stance:  Man does not seem to have a high moral stance.  The 

names he uses for breasts are all objectifying to women, especially his 

plaything imagery and warlike imagery. 

5.  Diction 

a.  Choice of words:  As mentioned before, Man uses violent and 

playful images in his words for breasts, the more offensive, the 

better.  A few of these include the following “Hooters”, “Tig o’ 

Bitties”, “Torpedos”, “Punching bags”, and “Sweater Meat.”  In 

the first Boob Riff, all of the words use alliteration in the first 
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sound of the names (ex:  “Winnebagos.  Watermelons”).  In the 

second Boob Riff, the words are related by subject (ex: “Hubcaps.  

Airbags” are both parts of a car.)  In the final Boob Riff, Man’s 

choice of words are particularly violent (ex:  “Shotguns.  

Warheads”). 

b.  Sentence structure:  Man’s sentences are straight and to the 

point.  They consist of one euphemism for breasts.  They have no 

verbs, only nouns.  They have as few as one word, as many as 

three words.  Man’s sentences come in pairs. 

c.  Choice of images:  As all of Man’s words are images, these 

have been discussed above. 

d.  Peculiar Characteristics:  The most peculiar characteristics of 

Man’s dialogue are that he does not have traditionally structured 

sentences and that he only speaks in euphemisms for breasts.  He 

sounds a bit like a slam poet. 

C.  Woman 

1.  Decorum:  Like Man, Woman does not have any specific indications of 

how she should look, only that she be a woman.  We dressed her in khaki 

pants and a white button-up shirt. 

2.  Desire:  Her desire is much like Man’s.  In the first Boob Riff she 

wants to accost the audience with her words.  In the second Boob Riff she 

wants to win the “game” over Man by coming up with increasingly 
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whimsical names for breasts.  In the third Riff, however, Woman wants to 

rise above this game, only using names that women would call their own 

breasts. 

3.  Will:  Her will is at least as strong as Man’s, but she wins at the end. 

4.  Moral Stance:  At first, Woman’s moral stance is like Man’s:  she plays 

the game and does not seem to care that she is also objectifying women.  

In the final Riff, she raises her standards and refuses to stoop to Man’s 

level. 

5.  Diction 

a.  Choice of words:  Woman’s choice of words is softer and more 

whimsical than Man’s, but still the euphemisms are objectifying 

until the end. 

b.  Sentence structure:  Like Man’s, they generally consist of one 

to three words, all nouns and no verbs.  Her sentences come in 

pairs as well, except in the final Riff, where she only needs to say 

one sentence for every two that Man says. 

c.  Choice of images:  Woman’s images consist of musical 

instruments, fruit, food, and some toys.  In general, her images are 

more feminine (ex:  “Nancies”, “Yin and Yang”, and “Girls”). 

d.  Peculiar Characteristics:  Again, Woman is like a slam poet, 

rhythmically listing breast names. 
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D.  Dr. Ellis 

1.  Decorum:  The script says, “Dr. Ellis is an older doctor.  He is abrupt 

and impersonal.  Dr. Ellis speaks quickly during this scene, rattling off 

facts and figures.  He never makes eye contact with Mina” (123).  We 

dressed Dr. Ellis in his neutral Man costume, but added a white lab coat 

with pens in the pocket, dark framed glasses worn down on the end of his 

nose, and he holds a clipboard.  He is intelligent, crisp, condescending, 

and highly impersonal.  He has no time for family. 

2.  Desire:  Dr. Ellis’s desire is to deal with this patient quickly and 

efficiently, without softening his message or stopping to offer comfort.  

He checks his watch several times during the office visit.  He wants his 

patients to be reasonable, to do what he tells them, and to not ask 

questions or waste his time.  He has no sense of humor. 

3.  Will:  His will is fairly strong, but he does stop a few times to explain 

himself, even if it is with rolling eyes and sighing. 

4.  Moral Stance:  He does seem to lead a fairly clean life.  Although he 

does recommend the operation that is safest for Mina’s life, he seems 

disinterested in her as a human.  He has no bedside manner at all. 

5.  Diction 

a.  Choice of words:  Dr. Ellis uses medical jargon—especially 

notable is that he uses the metric system to refer to the size of 
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Mina’s tumor.  He uses the word “menstruating” instead of 

softening it to “period.” 

b.  Sentence structure:  His sentences are brusque but complete.  

The sentences try to incorporate as many technically confusing 

terms as possible to make him look smart. 

c.  Choice of images:  The only images outside of medical jargon 

include a few sentences about golf and one metaphor comparing 

the width of a pencil eraser to how much Mina’s tumor shrank. 

d.  Peculiar Characteristics:  He does not listen to his patient.  He 

cuts Mina off several times and does not let Mina control the 

conversation at all.  He is the only one allowed to ask the 

questions.  He does not connect his dialogue with anyone else’s; he 

has a checklist he needs to fill out.   

E.  Dad 

1.  Decorum:  The script says, “Dad is a strong father type more prone to 

logic than emotion.  His love for Mina should always be apparent on his 

face if not in his words” (129).  We dressed him in a pink polo shirt with a 

blue sweater vest.  He has big glasses and walks with a stoop, leading with 

his forehead.  He emotes with his hands, but feels uncomfortable with 

touching Mina once she starts developing into a woman.    
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2.  Desire:  His one desire is for Mina to be healthy.  If she has her health, 

it follows that she will also be happy.  He wants Mina to listen to reason 

and take care of herself. 

3.  Will:  He would never force his daughter to do anything.  The thought 

of Dad being disappointed in her influences her decisions.  He is a worrier 

instead of a doer.  He never confronts her directly, just makes suggestions 

in a serious tone. 

4.  Moral Stance:  Dad is a good man.  Mom says, “You have to 

understand that man would do anything to ensure you have a long, healthy 

life” (186).  He talks to the Rabbi for spiritual advice over how to help his 

daughter.  He views her as a “wonderful woman, with or without them 

[breasts]” (138).  He never misses an opportunity to tell his daughter that 

he loves her. 

5.  Diction 

a.  Choice of words:  He calls his daughter “Pumpkin.”  He uses a 

few colloquialisms like “megillah” (137), “good for nothing” 

(130), and “nip it in the bud” (137). 

b.  Sentence structure:  His sentences are mostly in the imperative 

form.  He is always telling his daughter what to do, not necessarily 

in a mean way, but he uses the implied “you” in almost every 

sentence.       
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c.  Choice of images:  The only real image he uses is “megillah”, 

which is the Yiddish word for the book of Esther.  During Purim, 

Rabbis read the entire book of Esther straight through.  I am told it 

is quite a lengthy service.  So the phrase means “the whole big 

ordeal.” 

d.  Peculiar Characteristics:  Dad speaks in a New York Jewish 

accent.  Even when he uses the imperative form, one can hear the 

sincere caring in his voice. 

F.  Groomsman 

1.  Decorum:  No specific appearance is noted.  In the café scene with 

Julie, we find out that his name is Tom.  Since he went home with Mina 

from Julie’s wedding, we dressed him in a tux shirt.  We decided that he 

and Mina were about to be intimate by the way he was nuzzling her neck 

and groping her, so we also had him in just boxers and black socks.  It 

should also be noted here that this Groomsman is not the actual 

groomsman Mina went home with, it is the Groomsman of her 

imagination.  The Groomsman of her imagination says something that the 

real Groomsman did not say. 

2.  Desire:  He wants to have sex with Mina. 

3.  Will:  His will is not that strong: he is lusty, but easily disgusted by 

finding the lump in Mina’s breast. 
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4.  Moral Stance:  Groomsman’s moral stance is not terribly high.  He 

went home with a woman he barely knew.  He is not very sensitive to 

Mina’s feelings. 

5.  Diction 

a.  Choice of words:  The one line he says is vulgar and offensive:  

“What’s this big ass lump in your tit?” (132).  The phrase “big ass 

lump” is insensitive and cruel, and Mina has already expressed her 

hatred of the word “tit”. 

b.  Sentence structure:  His one sentence is a question. 

c.  Choice of images:  “Big ass lump” makes one think of a lumpy 

sofa—uncomfortable and ugly.  

d.  Peculiar Characteristics:  Almost the whole sentence is rude. 

G.  Julie 

1.  Decorum:  No specific description is noted for Julie.  One can infer that 

Julie is about the same age as Mina, so late 20s.  She is a newlywed, flirty, 

gossipy, dreamy, and fun-loving.  She works with her mother-in-law for 

various charities, but pretends not to like it.  She becomes emotionally 

distant when she learns of Mina’s cancer. 

2.  Desire:  Her desire to help her friend is overshadowed by her desire to 

protect herself.  Perhaps she just does not want to say anything wrong.   

3.  Will:  Julie’s will is not strong.  She can not tell her husband that he 

can’t have his friends over, she can not tell her mother-in-law that she 
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doesn’t want to volunteer, and she is unable to be around Mina after she 

learns about the cancer.  She helps from a distance, leaving voice 

messages, asking Mina’s mom how she is doing, and organizing a Breast 

Cancer Awareness luncheon, but she can not bring herself to accompany 

Mina to her doctor’s exams. 

4.  Moral Stance:  Julie is a good woman.  She may not be the best of 

friends at times, but even with her inability to articulate her emotional 

support to Mina, she cares deeply for her friend.  The fact that she works 

for charities makes her a worthy person.  Also, she keeps confidences 

well.  She never told her best friend Mina that her husband was missing a 

testicle. 

  5.  Diction 

a.  Choice of words:  Her word choice is what one would expect 

from a hip, young woman.  She uses a lot of colloquialisms like 

“freaking”, “wasted”, “nerdy”, and “hottie”.  She uses Cosmo as 

her source of medical information. 

b.  Sentence structure:  She ends many of her sentences with “or 

something” and “you know?”  She likes to talk freely and does so 

until Mina tells her about the lump.  Then she asks short questions.  

It is this change in sentence structure that signals her distress and 

emotional constipation. 



 

 

 

28 

c.  Choice of images:  Julie likes to talk about the future.  She tries 

to set Mina up with one of her friends and envisions the happy 

events in which Mina gets married and has children who will play 

with her own children.  She also expresses her disinterest in her 

husband’s hobby of video games, mistaking (either purposefully of 

ignorantly) the names of them: “Playbox or X-station, or 

something” (133). 

d.  Peculiar Characteristics:  Julie’s voice is young and exuberant.  

She does not mind sounding loquacious or ditzy.   

 H.  Mom 

1.  Decorum:  “Mom is warm and sweet, but very wrapped up in 

appearances” (136).  She is the quintessential Jewish mom.  We dressed 

her in a colorful knit cardigan over her neutral Woman clothes with large 

pinkish glasses held on with a gold chain. 

2.  Desire:  Mom’s desire is for Mina to get married and have babies. 

3.  Will:  She has probably tried to set her daughter up on dates.  Every 

conversation tends to be about getting a husband.  Mom would like Mina 

to keep her breasts because they are one of the best ways to catch a man.  

But she does not tell Mina what to do; she only suggests—with a hearty 

helping of guilt thrown in. 

4.  Moral Stance:  Mom is warm and sweet, if a bit pushy.  She does not 

hide anything from her husband, even when they disagree (as in the case 
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of whether Mina should keep her breast or not).  Sometimes she can be a 

bit insensitive, for example, when she takes a while to think of what other 

things Mina “has going for [her]” (137) besides her breasts. 

  5.  Diction 

a.  Choice of words:  The one word that sets Mom apart is 

“tzitzkas” (136), the Yiddish word for breasts.   

b.  Sentence structure:  Mom tends to trail off at the end of her 

sentences.  She asks a lot of rhetorical questions as well.  Mom 

starts many sentences with “Your father…” instead of saying her 

husband’s name.  One sentence structure that shows off the New 

York accent is “You want I should keep secrets about our 

daughter’s health?” (186). 

c.  Choice of images:  Mom is proud of her family history.  She 

discusses all of the relatives that Mina gets her traits from.  She 

does this as a way of reminding Mina that she needs to continue 

the family by getting married and having babies. 

d.  Peculiar Characteristics:  Mom talks in a New York accent. 

 I.  Marie 

1.  Decorum:  “Marie is a seasoned waitress.  She is brash in a way that 

turns Richard on.  If needed, her bra is stuffed to create large, supple 

breasts.  She wears a low-cut blouse” (138).  We dressed Marie in a black 

mini-skirt with the same white button-up shirt and suspenders with “flair”, 
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or buttons.  She should have a nametag reading “Marie”, as it is mentioned 

in the line, “I was… reading your nametag” (140). 

2.  Desire:  Marie’s desire is just to make it through the evening. 

3.  Will:  She does not put up with any crap from google-eyed Richard.  

She just wants to get on with her day; the tips are not worth playing along 

with his lame come-ons. 

4.  Moral Stance:  She refuses to serve Richard a beer with his fries 

because he is not twenty-one.  She is very strict with that aspect of her 

job—even checking Mina’s I.D. to prove she is of age. 

  5.  Diction 

a.  Choice of words:  She calls her customers “hon” or “kid”.   

b.  Sentence structure:  Marie’s sentences are to the point.  She 

does not make a lot of small talk with her customers.   

c.  Choice of images:  She does not use any imagistic language 

except to exaggerate Richard’s age by calling him “kid”. 

d.  Peculiar Characteristics:  She is brusque and sassy.  I could 

imagine her chewing gum and looking at people (especially 

customers like Richard) in a way that indicates that they are stupid. 

 J.  Richard  

1.  Decorum:  Richard is only 20.  He looks like a frat boy, and he is 

obsessed with sports and breasts.  We dressed him in a pink polo shirt with 

the collar popped and a Texas Tech hat.  Richard is a marketing major at 
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the university.  He is young, eager, friendly, and horny.  He is also a bit 

clueless. 

2.  Desire:  He wants Marie to notice him and maybe go out with him. 

3.  Will:  Richard tries several tactics to entice Marie, all failing 

miserably—but he keeps trying. 

4.  Moral Stance:  He tries to lie to Marie to get a beer, and he makes 

openly sexual remarks about and to her.  He seems to like the kinds of 

restaurants where women wear hot little “get ups”.  Other than that, he 

seems like a regular college student.  He might even grow up to be a 

decent young man after he gets his hormones under control. 

  5.  Diction 

a.  Choice of words:  He calls Marie “baby” and thinks he is cute 

by turning any phrase sexual. 

b.  Sentence structure:  Richard asks a lot of questions.  He wants 

to get to know Mina, but it is really so he can get advice about how 

to win over Marie. 

c.  Choice of images:  His imagery is sexual.  Richard objectifies 

women, but thinks he is charming at the same time. 

d.  Peculiar Characteristics:  Richard’s voice is a little high and 

possessing a sort of nervous giggle.  He tries to be manlier than he 

is, but his eagerness betrays him.  
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K.  Mark 

1.  Decorum:  “Mark is in his mid 30s.  [Working in a porn store] is likely 

a part time job he works while he gets his master’s degree in film making.  

He is a little weird, but not creepy” (146).  Mark is a breast connoisseur.  

We dressed him in a Lord of the Rings black T-shirt and a beanie ski cap.  

He is reading a film magazine when Mina walks in. 

2.  Desire:  He wants to spread his appreciation of the intricacies of breasts 

to all who will listen. 

3.  Will:  He is very eager to spread the message.  Perhaps his next film 

will be on that subject. 

4.  Moral Stance:  Mark’s moral stance is not incredibly high.  He works 

in a porn store and has his own personal collection of amateur porn near 

him at all times.  In the heat of the moment, Mark invites Mina into the 

back room for some more “research”.  One gets the impression that he 

would never force a woman to do anything, but he is not above suggesting 

it. 

  5.  Diction 

a.  Choice of words:  He calls Mina “doll” and “darlin’”.  He uses 

colorful words to describe breasts; he is thorough and specific in 

his choice of descriptions.  His favorite breast name is “tits”. 

b.  Sentence structure:  He speaks in fragments, but his sentences 

have a sort of flow to them.   
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c.  Choice of images:  An audience can picture exactly the breasts 

he describes because he is so careful and particular.  “She is 

stacked like an order of flapjacks” (147) and “They’re [the breasts 

are] big enough to cast a shadow but not so big that they lie down 

on her, ya know?” (148) are some of the more colorful images.   

d.  Peculiar Characteristics:  Mark is enthusiastic about his favorite 

subject.  He wants so much to be instructive, not just to tell others 

what is so great about breasts, but also to help them to appreciate 

breasts themselves.  Our Mark had a nasal voice and clear 

consonants. 

 L.  Rachel 

1.  Decorum:  “Rachel is tired, grumpy, and certain she is always right” 

(152-153).  She is a new mother; she brings her baby with her to the park 

and starts breastfeeding him next to Mina.  She likes to be comfortable, 

and does not like inconvenience.   

2.  Desire:  To breastfeed Jackson in peace without people treating her like 

she is doing “something trashy” (153). 

3.  Will:  She is strong willed.  She will breastfeed in public and does not 

care if she offends anyone.   

4.  Moral Stance:  Aside from being pushy, she seems like she is a moral 

person.  She tries to advocate breastfeeding.  But she does trash-talk her 
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mother-in-law and she is not worried about saying un-ladylike words in 

front of her baby. 

  5.  Diction 

a.  Choice of words:  As mentioned before, Rachel uses words that 

many mothers try not to use in front of their children:  

“masturbate”, “sexual appetizer”, and “damn La Leche videos.” 

b.  Sentence structure:  When Rachel starts talking about 

something she has a strong opinion on, she just will not stop.  She 

likes to imitate others, especially when she does not like what they 

have to say. 

c.  Choice of images:  She speaks specifically about nipples and 

what happens to them when one breastfeeds.  She compares the 

ladies in the La Leche League to the “Hare Krishna passing out 

brochures on the street” (154). 

d.  Peculiar Characteristics:  Rachel is condescending and 

patronizing.  She feels the need to explain everything in an 

annoyed tone when Mina looks confused.  Her most cutting line is, 

“You haven’t had a baby, have you?” (154). 

 M.  Rob 

1.  Decorum:  “Rob is a middle-aged married man.  He’s already had a 

drink or two.  He is bolder in this place than anywhere else in his life” 

(157).  Mina needs an escort to get in to the strip club and Rob agrees.  
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She says about Rob, “He’s probably just called his wife to tell her he’ll be 

at the office all night working late.  Again” (157).  We dressed him in the 

neutral charcoal pants and white button-up shirt, except the shirt is half 

tucked in and the sleeves are rolled up.  He is also wearing a loosened tie.  

He walks in with a smirk, like he is entitled to whatever he can get. 

2.  Desire:  Rob’s desire is to see some “action” in the form of Sugar’s 

various parts. 

3.  Will:  His will is strong; he is not easily put off. 

4.  Moral Stance:  Obviously, Rob’s moral stance is not very high.  He is a 

married man visiting a strip club and making passes at the stripper.  He 

actually threatens Sugar with his desire to see her:  “If you don’t find me, 

I’ll find you” (160).   

  5.  Diction 

a.  Choice of words:  Most of Rob’s choice of words are vulgar and 

offensive.  “Bring those babies closer to daddy” (159) he says of 

Sugar’s breasts.  He also calls them “money makers” (158).  When 

Sugar starts paying more attention to Mina, he calls Mina a “dyke” 

(159). 

b.  Sentence structure:  Most of his phrases are short and in the 

command form.  He speaks to Sugar as though she were an object, 

not a person. 
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c.  Choice of images:  Rob does not have any real images, just 

colloquial euphemisms. 

d.  Peculiar Characteristics:  Rob slurs his demands in an 

aggressive fashion.  He could be dangerous if he were encountered 

alone. 

 N.  Sugar 

1.  Decorum:  “Sugar is sensual and graceful, just as Mina describes her.  

She’s street smart and a little crass, but never vulgar.  She could have 

made more of her life if she knew she could” (157).   Mina says of her, 

“This is like breast heaven and Sugar is the archangel of all things 

mammary.  She’s beautiful.  I wasn’t expecting that.  I thought I’d only 

see a bunch of, well, a bunch of trashy women who had found the only 

way they could make a buck.  I was wrong.  There are trashy women here 

for sure, but not Sugar.  Look at her.  She’s graceful and elegant like a 

ballerina, but so sexual” (158).  Sugar has breast implants and is very 

proud of them.  We dressed her in a silver bikini top and silver g-string 

with beaded fringe.  Her stilettos have diamonds on them, and she is 

wearing a platinum bobbed wig.  She also has silver pasties where her 

nipples should be. 

2.  Desire:  She wants to show off her goods. 

3.  Will:  Sugar has a strong will.  She divorced her husband because he 

did not want her working in a “topless joint” (163). 
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4.  Moral Stance:  Sugar’s moral stance is not high.  Working in a strip 

club was a higher priority than keeping a husband.  She is thrilled that just 

by showing “a little glimpse of this and a little glimpse of that” (163) she 

can “pull in six hundred dollars on a good night” (163).  She smokes, but 

she wants to quit. 

  5.  Diction 

a.  Choice of words:  She calls her audience members “honey”.  

She calls her breasts “boobies”, “beauties”, “babies”, “mosquito 

bites”, and “boobs”.  She likes to say “fuck”. 

b.  Sentence structure:  Sugar’s sentence structure is fairly normal.  

She has short, one word sentences as well as longer, more drawn 

out sentences.  When telling the story about getting her implants, 

she becomes talkative and garrulous.   

c.  Choice of images:  When talking about herself pre-implants, she 

has colorful metaphors:  “I was as flat as my momma’s ironing 

board,” “Nothing up top but a pair of mosquito bites” (163), and 

“From the shoulders down, I looked like his [her ex-husband’s] 

little brother” (163).  But now, her breasts are “like fully inflated 

balloons” (161). 

d.  Peculiar Characteristics:  Because she is from “The Big D” 

(157) or Dallas, we decided it made sense for Sugar to have a 

Texan accent. 
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 O.  DJ 

1.  Decorum:  Only the DJ’s voice is heard.  He never enters the stage 

physically.   

2.  Desire:  To entice men to pay the strippers generously. 

3.  Will:  This is a job, but he is not without enthusiasm. 

4.  Moral Stance:  His moral stance is not terribly high.  He works in a 

strip club, hawking his wares. 

  5.  Diction 

a.  Choice of words:  He calls Dallas “the Big D” (157).  The DJ 

also tries to come up with whimsical ways of bringing attention to 

the more winsome parts of the girls (ex:  “heavenly ass” (157)).  

He uses common phrases with a sexual tone:  “Looks like Miss 

Sugar Hastings is taking some time to powder her cheeks” (162). 

b.  Sentence structure:  His sentences are well rehearsed and rote.  

But they are artistic and smooth as well:  “Look at her move.  Look 

at her dance.  Look at her shake her heavenly ass, men” (157).   

c.  Choice of images:  The DJ has colorful imagery that is meant to 

make men hungry for more.  He mentions a “feast for the eyes” 

(162) when directing attention to another part of the club. 

d.  Peculiar Characteristics:  DJ must have a smooth, radio voice. 
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P.  Dr. Taylor 

1.  Decorum:  “She is a no nonsense kind of woman.  She is assertive, 

forthcoming, and kind” (165).  She prefers to go by Rosie and she is an 

oncologist.  She is in huge contrast to Dr. Ellis; she looks Mina in the eye, 

she gives her a hug, and she listens to her concerns.  We dressed her in a 

white lab coat and gave her a clipboard. 

2.  Desire:  Her desire is to listen to her patient and give the best medical 

advice she can. 

3.  Will:  Her will is strong, but she would never force a patient or insist 

upon a particular treatment.  Only after much insisting, she very 

reluctantly tells Mina what she would do in the same situation. 

4.  Moral Stance:  Her moral stance is high.  She wants her patient to have 

the best medical advice and to feel like a human in the process.  She is 

appalled by stories of Dr. Ellis’s lack of bedside manner, especially that he 

only gave Mina pamphlets on reconstruction instead of explaining 

anything himself. 

  5.  Diction 

a.  Choice of words:  Dr. Taylor uses Mina’s name to talk to her, 

and uses question words at the end of her sentences to better 

understand how Mina is feeling:  “…then?” “…right?” “…doesn’t 

it?”  Her words are generally soothing and patient-centric. 
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b.  Sentence structure:  She asks questions and listens to the 

answers.  She confirms that it is okay for Mina to feel what she is 

feeling. 

c.  Choice of images:  While Dr. Taylor uses medical jargon in her 

vocabulary, one never gets the impression that she is showing off.  

She makes sure Mina understands everything she says.  In her talk 

of reconstruction, she focuses on what would cause the patient the 

least amount of stress, rather than what kind of breast would look 

the best. 

d.  Peculiar Characteristics:  Dr. Taylor has a soothing, kind voice. 

 Q.  Tamara 

1.  Decorum:  “Tamara is a slick retail pro” (170).  She works in Special 

Connections, a specialty lingerie store that sells falsies.  We dressed her in 

a black pencil skirt and her button-up white shirt.  She also wears a 

measuring tape around her neck.  In our version, she was aggressive and 

pushy with her body language, but had a sugary smile plastered on her 

face. 

2.  Desire:  Tamara’s desire is to make a sale. 

3.  Will:  She wants to make the sale so she talks non-stop to Mina about 

her products, pushing them on her.  In the stage version, she almost attacks 

Mina with her tape measure, wrapping it around her in several different 

ways to ascertain the exact size of whatever falsie Mina might need.  The 
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only glitch in her sale is the arrival of Sophanda.  His presence throws off 

her focus on the sale. 

4.  Moral Stance:  She wants to sell Mina the falsies, but she does not push 

as hard as she could.  For example, she wants to make the sale, but she 

tells Mina not to worry about buying the ones that would match her skin 

tone:  “(Sharing a secret)  But the truth is, as long as they stay inside the 

bra, no one will ever see them” (171). 

  5.  Diction 

a.  Choice of words:  Tamara is precise and product oriented.  She 

has a mission and she is not going to waste time chatting about 

subjects not related to her product.  She uses technical product 

terms like “prosthetics”, “silicone”, and “unobtrusive”. 

b.  Sentence structure:  Tamara has an answer for every question 

Mina asks, and then adds on explanation about the virtues of the 

prosthetic breasts. 

c.  Choice of images:  Tamara makes breasts—real ones and 

falsies—all sound plastic and sterile.  One never gets a sense that 

Tamara has a particular admiration for breasts.  She is more 

interested in matching a false breast to a real one. 

d.  Peculiar Characteristics:  Tamara speaks with a commercial 

voice—she has rehearsed these answers to product questions. 
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R.  Sophanda 

1.  Decorum:  The script describes Sophanda in this way:  “He carries a 

garment bag monogrammed with Sophanda Cox with fancy lettering.  

Sophanda wears fuzzy slippers and a beautiful monogrammed kimono 

over a pair of pants.  His hair is pulled back with a hairband or a stocking.  

Though he only wears shiny lip gloss, he looks as though he is nearly 

ready for his closeup” (171).  In our production, we made a few 

modifications to the costume.  He wears a silky black robe with leopard-

print cuffs and lapel.  He has a black stocking cap on his head, leopard-

print slippers, and pink glitter lip gloss.  He does not carry a garment bag.  

Sophanda Cox (meant to sound like “so fond of cocks”) is the drag name 

of this man, Enrique Esteban Emmanuel De La Hoya (173).  As a side 

note, an earlier draft had the fiery Latino Enrique as a more sedate 

WASPish Marshall. 

2.  Desire:  To pick up a new pair of prosthetics for his drag show later 

that evening. 

3.  Will:  At first, Sophanda seems to be in a rush to run more errands: 

“I’ve got a show in five hours, you know.  And I’ve still got to get my 

nails done.  They look wretched” (173).  But he easily falls into 

conversation with Mina, taking time to answer her questions, entertain her 

with his antics, and make fun of Tamara.  He takes time to chat with Mina. 
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4.  Moral Stance:  Sophanda is more than a little catty.  He likes to push 

Tamara’s buttons by inserting his witty remarks and opinions into her 

sales pitch to Mina and then huffing about professional boundaries when 

Tamara calls him by his drag name.  He talks casually and crudely about 

how nice it is to “[tear] the titties off” (174), not realizing how callous that 

comment could be to a person who is facing the possibility of a 

mastectomy.  When he does realize, however, he immediately tries to 

rectify the situation, offering to hug, hold, pat, and finally bribe Mina with 

paying for her falsies.  The moral dilemma comes when he offers to pay 

for the prosthetics with his boyfriend’s credit card.  He has been a drag 

queen performer for fifteen years, but it seems as though he does not 

perform in the most wholesome of venues.  He fights with his boyfriend 

about staying out late, and confides in Mina that Hector is “kinda dumb” 

(174). 

  5.  Diction 

a.  Choice of words:  Sophanda calls Mina “honey” and  “sweetie”.  

He calls breasts “breasts”, “titties”, and “my girls”.  He uses 

colorful language filled with adjectives and flowery verbs. 

b.  Sentence structure:  Sophanda speaks in phrases, not necessarily 

sentences.  Usually these phrases modify or clarify earlier 

sentences. 
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c.  Choice of images:  When Sophanda describes his ritual for 

dressing in drag, one can almost envision the scene:  “I pick out a 

bra that will match my dress and panties.  Something that makes 

me feel pretty.  I dust myself in lavender glitter powder, put on my 

bra and panties, then go to the mirror and (sexually) slowly slide 

the breasts deep into their cups” (175). 

d.  Peculiar Characteristics:  In our production, the actor playing 

Sophanda used a Hispanic accent, but exaggerated it, substituting a 

“j” sound for “y” and giving a glottal “h” whenever possible.  

Also, the pitches of Sophanda’s dialogue are vibrant and musical. 

 S.  Doug 

1.  Decorum:  There is no physical description of Doug.  He is the most 

normal character in the play.  Doug is Julie’s husband; he enjoys video 

games, pizza, nibbling on his wife’s neck, telling bad jokes, and 

photography.  Doug is a photography instructor, presumably at the local 

university.  Also, Doug has had testicular cancer, had a testicle removed, 

and went through both chemotherapy and radiation treatment. 

2.  Desire:  To offer council and comfort to Mina. 

3.  Will:  His need to talk to Mina about making the right choice is strong, 

but he never pushes the issue.  Sometimes he uses humor to distract from 

the harshness of the situation, but he knows when to be serious.  Doug is 

the voice of reason in the play.  He is willing to share his own private 
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story about dealing with testicular cancer, a subject that some men would 

be embarrassed to discuss. 

4.  Moral Stance:  Doug’s moral stance is high.  His mother works for a 

variety of charities and he has encouraged his wife to do so as well.  His 

humor never hurts Mina—he uses it to diffuse tension and to help her see 

the situation in a new light.  He has forgiven his friends for abandoning 

him when he was diagnosed with cancer, because he understands how 

hard it is to “watch someone [you] love suffer and to feel utterly useless” 

(183). 

  5.  Diction 

a.  Choice of words:  Doug never calls breasts by another name, 

but he does make light of testicles.  He calls them “the Captain and 

his Privates” (180), jokes about implants, discusses his lack of 

“testicle cleavage” (181), and tells his wife Julie that he and Mina 

were “having a ball!” (185) in reference to their conversation about 

testicles.  Doug enjoys puns and plays on words. 

b.  Sentence structure:  Doug uses complete sentences unless he is 

telling a joke or making a pun.  His sentences, serious or comedic, 

are meant to bring some sort of comfort to Mina. 

c.  Choice of images:  The testicular imagery is the most vivid, but 

he paints a touching picture in his description of his wife Julie 

crying when dressing for a Breast Cancer Awareness Luncheon. 
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d.  Peculiar Characteristics:  Doug could tend to get a little 

preachy, but it is more like a big brother offering advice than a 

pushy outsider.  When he tells jokes, he puts on character voices. 

 T.  Professor Wagner 

1.  Decorum:  Professor Wagner is “stodgy and awkward.  Think 

Christopher Walken having a bad day” (189).  He is a Professor in the 

university’s Women’s Studies Department.  He is a stuffy intellectual, but 

has no personal charisma.  We dressed him in wire frame glasses, a yellow 

bowtie, and a tweed sport coat with leather patches on the elbows. 

2.  Desire:  His desire is to fulfill his departmental obligations by 

announcing Kali’s piece. 

3.  Will:  He does his job, but he does not particularly prepare an eloquent 

announcement.  He does not even care enough to memorize the name of 

the piece and is caught off guard by a surprise exclamation point in the 

title. 

4.  Moral Stance:  It is hard to tell his moral stance.  He did not prepare for 

the introduction he was supposed to deliver, but that does not follow that 

he is a bad man.  He works in the Women’s Studies Department, so that 

says something about his commitment to gender equity. 

  5.  Diction 

a.  Choice of words:  This is a written out speech, so it does not 

necessarily show what he would choose to say.  Nevertheless, he 
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makes certain faux pas when reading his announcement—he calls 

Kali’s piece “Boobie Trapped exclamation point” (190) before he 

realizes that it is “Boobie Trapped!”; he mistakenly uses the word 

“curses” instead of “cures” in the phrase “’Boobie TRAPPED!’ 

will benefit the Foundation for Art, Performance and Song in the 

Detection, Treatment and Search for Curses, excuse me Cures of 

Female Specific Illnesses” (190) 

b.  Sentence structure:  His sentences are long and complex.  He 

must take big breaths before each one, and he sometimes runs out 

of air before he gets to the end of a sentence.  His sentences are 

examples of routine theatre announcements:  turn off cell phones, 

autographs available in the lobby, no flash photography or video 

recordings, etc. 

c.  Choice of images:  Dr. Wagner does not have any specific 

images, but he is reminiscent of a bored tour guide. 

d.  Peculiar Characteristics:  He is stodgy and boring, not even he 

thinks he is interesting to listen to.  He talks in the back of the 

throat. 

U. Kali   

1.  Decorum:  The script says, “Kali enters wearing an interpretation of the 

costume worn by the Indian goddess, Kali.  It is important that Kali have 

only one breast and that there be a tattoo of a bow and arrow on the side of 
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the breast” (190).  This tattoo is in reference to the part of Kali’s piece 

where she mentions Amazonian warriors.  Female Amazon warriors cut 

off one breast purposefully in order to shoot a bow and arrow more 

effectively.  Our choice of costume could have been much better for Kali.   

The Kali in our production wore a one-sleeved green dress with a skirt 

made out of red and peach strips of fabric.  She wore no shoes but had 

gold bracelets.  Kali is a performance artist who had a mastectomy and 

also chose not to reconstruct.  Instead, she decorated the scar site with a 

tattoo. 

2.  Desire:  Kali performs her piece for several reasons: to raise money for 

the Foundation for Art, Performance, and Song in the Detection, 

Treatment, and Search for Cures of Female Specific Illnesses; to express 

her dislike of companies who use Breast Cancer Awareness to make more 

money for themselves; to vent her anger at people who tell her to have a 

good attitude about cancer; to “encourage other women…to make the best 

medical decisions they can” (188), even if that means getting a 

mastectomy; and finally, to tell the story of her personal battle with breast 

cancer. 

3.  Will:  Kali’s will is strong.  Not only does she reveal the gory details 

about her personal battle, she shows her audience the scar that was once 

her breast.  She is an advocate and activist for Breast Cancer victims and 

survivors. 
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4.  Moral Stance:  While we do not learn a lot about Kali, we see that she 

is passionate about providing information to women so they can find the 

courage to make the best medical decisions they can.  She does not sit 

back and feel sorry for herself; she goes out and works for what she feels 

is important. 

  5.  Diction: 

a.  Choice of words:  Kali’s words are poetic and fierce.  She 

seems as comfortable reciting poetry as listing the names of 

various medications, chemicals, and pesticides.  She repeats words 

for effect:  “Drip, drip, drip” (191), “Pause. Repeat.  Pause.  

Repeat.  Ad nauseum.  Add nausea” (191), “Casualties.  

Casualties.  Casualties” (193), and “I took my breast” (194) nine 

times. 

b.  Sentence structure:  Kali’s sentences are not like colloquial 

speech.  She is poetic, uses parallel structure in sentences for 

effect:  “There is the fight.  There is the battle.  There is the war 

that is waged within our bodies” (193).  Many of her sentences 

have only one word, but on the whole, her sentences are short and 

choppy, like verse. 

c.  Choice of images:  As mentioned before, Kali is a poet and 

performer, and her words and sentences are suffused with imagistic 

language.  In the first section, she recites Robert Herrick’s poem 
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that compares Julia’s nipples to red and white roses, cherries in the 

center of lilies, strawberries in cream, and rubies with pearls (190).  

Then she tells of her treatment process, complete with “penicillin 

in every pore” (191), “chicken soup running through [her] veins” 

(191), and her “cherry of a nipple [going] to an incinerator” (191).  

She compares her breasts undergoing chemotherapy to “melons 

preserved with pesticide” (191).  Her whole ordeal with breast 

cancer is compared to an epic battle with casualties (her breast) 

and survivors (herself).  She sacrificed her breast for the good of 

her life, and that sacrifice cannot be replaced.  She says, “I will not 

build up another fort [a breast implant] upon my chest and allow 

cancer to bring it down again” (194). 

d.  Peculiar Characteristics:  Kali is a poet performer and needs to 

have a flexible, vibrant, and clear voice. 

III.  Scene Breakdown 
 
Table 2.1:  Scene Breakdown 
 Key: White:  No actors required.  Transition. 
  Pink:  Mina alone. 
  Blue:  Mina and Man 
  Yellow:  Mina and Woman 
  Green:  Mina, Man, and Woman 
 

SCENE PAGE  TITLE CHARACTERS 
REQUIRED 

PURPOSE 

1 122-
123 

Boob Riff #1 Mina, Man, Woman To grab the audience’s 
attention; to introduce one 
of the major themes of the 
play: American Society’s 
obsession with breasts 
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2 123 Interview #1 Interviewees To introduce the film 
element of the show; to 
introduce the outside 
“chorus”; to reveal that 
everyone (men, women, 
all age groups) has an 
opinion on breasts  

3 123-
128 

Dr. Ellis’s 
Office 

Mina, Dr. Ellis To set up Mina’s 
condition as well as the 
essential decision she must 
make: to have a 
mastectomy or a 
lumpectomy 

4 128 Interview #2 Interviewees To reveal that people just 
like breasts to be “there” 

5 129 Mina 
Monologue #1 

Mina For Mina to recount her 
story about when she first 
discovered the lump in her 
left breast, to establish the 
inciting incident 

6 129-
130 

Child 
Flashback 

Mina, Dad To show that Mina and her 
Dad had a close 
relationship 

7 130-
131 

Preteen 
Flashback 

Mina, Dad To show that Dad is 
uncomfortable with Mina 
growing up because she 
has breasts, which only 
women have 

8 131-
132 

Mina 
Monologue #2 

Mina, Groomsman For Mina to retell when 
she rediscovered the lump 
and realized her life was 
going to be different 

9 132-
135 

Café Scene 
Flashback 

Mina, Julie To show that Mina is more 
alone—even her friend 
abandons her 

10 135-
136 

Mina 
Monologue #3 

Mina To recount Mina’s time 
going through 
chemotherapy; to bring the 
audience back up to her 
present situation 
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11 136-
137 

Mom on the 
Phone 

Mina, Mom To show that Mina’s mom 
wants her to keep her 
breasts, the better to catch 
a man 

12 137-
138 

Dad’s Advice Mina, Dad To show that Mina’s dad 
wants her to get rid of the 
breast so that she will be 
healthy and safe 

13 138 Interview #3 Interviewees To show that society puts 
too much emphasis on 
breasts—they are 
overrated 

14 138-
145 

Restaurant Mina, Marie, 
Richard 

To show that some young 
men put a lot of emphasis 
on attractive women 
having “[great] tits” 

15 145 Interview #4 Interviewees To list some of the reasons 
that men like breasts 

16 145 Mina 
Monologue #4 

Mina To show that Mina’s plan 
of attack is to learn why 
breasts are so important in 
American society 

17 146-
150 

Porn Store Mina, Mark To show that there are 
some real connoisseurs of 
breasts, even imperfect  
real ones as opposed to the 
over-inflated, air-brushed 
implants; to see that 
sometimes women are 
treated like objects 

18 150-
152 

Boob Riff #2 Mina, Man, 
Woman 

To continue the theme of 
breasts as objects or 
playthings; to illustrate the 
disrespect that some 
people have for breasts 

19 152 Interview #5 Interviewees To open up the discussion 
of whether breastfeeding 
in public is disgusting or 
beautiful 
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20 152 Mina Monologue 
#5 

Mina To show that Mina is 
stressed out about this 
decision and that she 
needs to get some fresh air 

21 
 
 

152-
156 

Breastfeeding in 
the Park 

Mina, Rachel To argue that 
breastfeeding can be 
beautiful and that it is 
what breasts were made 
for; to open up the issue of 
Mina wanting children 

22 156 Mina Monologue 
#6 

Mina, Julie’s 
voice 

To show that Mina is all 
alone 

23 156 Interview #6 Interviewees To open up the debate 
between whether fake 
breasts or natural breasts 
are superior 

24 157 Mina Monologue 
#7 

Mina To continue Mina’s search 
as to why breasts mean so 
much to people; to show 
Mina’s increased bravery 
and curiosity 

25 157-
162 

Strip Club Mina, Rob, Sugar, 
DJ’s Voice 

To show how women are 
objectified and how 
women use their 
objectification as a way to 
earn money/ power 

26 162-
164 

Outside the Strip 
Club 

Mina, Sugar To show that strippers are 
normal people; to argue 
that while big breasts are 
nice to have, they are not 
everything; to remind 
Mina that implants are a 
good alternative to being 
lopsided if she goes 
through with the 
mastectomy 

27 164 Mina Monologue 
#8 

Mina To show that Mina has not 
yet made up her mind 
because she has all these 
ideas and opinions offered 
to her 

  Intermission   
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28 165 Interview #7 Interviewees To show how women see 
their own breasts 

29 165-
170 

Dr. Taylor’s 
office 

Mina, Dr. Taylor To show the difference 
between a particular male 
doctor and a particular 
female doctor; to show 
that Mina has options; to 
show that the safest 
medical option is to 
remove the breasts; to 
explain that even if Mina 
removes the breast, she 
will not always have to 
feel irregular or abnormal 

30 170 Interview #8 Interviewees To show what a comfort 
breasts are to men 

31 170 Mina 
Monologue #9 

Mina To show that Mina is 
starting to consider her 
options of what she would 
do if she did remove the 
breast 

32 170-
176 

Special 
Connections 

Mina, Tamara, 
Sophanda  

To educate Mina and the 
audience about the option 
of wearing prosthetic 
breasts; to show that 
breasts are a very 
important part of a drag 
queen’s appearance; to 
show that even gay men 
have an attraction to 
breasts 
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33 176-
177 

Boob Riff #3 Mina, Man 
Woman 

To show that men often 
see breasts as something 
that can be abused, 
whereas women often see 
breasts as a personal and 
fun part of being a 
woman; also, as a 
structural element, Boob 
Riff #3 breaks the pattern 
of the other Riffs:  there is 
only one Riff in the 
second act (there were two 
in the first), Woman says 
only one breast name for 
every two of Man’s yet 
she overpowers him, and 
the unevenness of the 
Boob Riff game 
foreshadows the decision 
that Mina makes in the 
end.  Sometimes one is 
better than two. 

34 177 Interview #9 Interviewees To show that sometimes, 
men wish they had breasts 
of their own 

35 177-
178 

Mina Monologue 
#10 

Mina To show that Mina is self-
conscious and that she 
does not want to be a freak 
with only one breast; to 
show that Mina is 
reconsidering the 
lumpectomy 

36 178-
184 

Pizza with Doug Mina, Doug To show that Mina is not 
alone; to show that having 
an important part of one’s 
body removed because of 
cancer does not take away 
one’s identity; to show 
that Julie still cares about 
Mina, she just does not 
know how to express it 

37 184-
185 

Enter Julie Mina, Doug, 
Julie 

To reunite Mina and Julie 
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38 185 Interview #10 Interviewees To show that not everyone 
is as obsessed with breasts 
as we are led to believe 

39 185 Mina Monologue 
#11 

Mina To show that Mina is 
starting to think about 
saving her life versus 
saving her breast 

40 185-
189 

At Home with the 
Parents 

Mina, Mom, Dad To show the conflict 
between Mina’s parents 
and what decision they 
think she should make; to 
introduce the idea of 
seeing Kali’s performance 
piece 

41 189 Interview #11 Interviewees To show that to some 
people, the most important 
part of the breast is the 
nipple 

42 189 Mina Monologue 
#12 

Mina To show that Mina is a 
little anxious about going 
to the performance piece, 
especially since it was her 
dad’s idea 

43 189-
190 

Preshow 
Announcement 

Mina, Professor 
Wagner 

To introduce the 
performance piece; to give 
the audience the 
perspective that they are 
about to see a play within 
a play (this is very 
important to set the stage 
environment for Kali’s 
performance) 

44 190-
194 

Boobie Trapped! Mina, Kali To show that breast cancer 
is a difficult ordeal to go 
through; to show Mina’s 
and Kali’s anger at people 
who use Breast Cancer 
Awareness to make 
money; to show that breast 
cancer is a battle and is 
not pretty, and that 
sometimes, sacrifice is 
necessary to live 
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45 194 Interview #12 Interviewees To show that the real 
identity of women is not 
wrapped up in their 
breasts 

46 194-
196 

Mina Monologue 
#13 

Mina To show that Mina would 
like to live to be eighty 

47 196 Interview #13 Interviewees To show what breasts 
mean to older women; to 
show that breasts mean 
life 

48 196 The Picture Mina, Julie, 
Doug 

To show that Mina has a 
support system; to show 
that Mina has chosen life; 
to show that Mina has 
chosen to have a 
mastectomy; to make a 
souvenir picture of Mina’s 
breasts together for the 
last time; to give Mina a 
chance to say goodbye to 
her breasts; to show that 
Mina recognizes that she 
is a beautiful, strong 
woman, and that the loss 
of a breast will not take 
away from that 

 
 
IV.  Ideas 
 

A. Meaning of the Title 
 
 The title keepingabreast is a bit enigmatic at first.  Where are the spaces supposed 

to go?  Is it keeping a breast? Or keeping abreast?  Actually, either interpretation works.  

The whole play centers around whether or not Mina should keep her breast or have it 

removed.  So in a way, the first interpretation’s double meaning still does not give away 

the ending.  Does Mina keep her left breast (the one in question)?  Or does she only have 

one breast at the end (her right) because she has the left removed?  In the second 
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interpretation, keeping abreast could describe what Mina does throughout the entire play:  

she collects information from several sources to better make an educated decision.  The 

fact that the word “breast” is in the title is clever, and the ambiguity in what it means is 

perfect for the rhetorical nature of the play.  

B. Philosophical Statements in the Play 
 

1.  SOPHANDA:  “We [Men] want titties because we don’t have them. 

Men always want what they don’t have” (176).   

This statement, coming from a homosexual drag queen, shows just how obsessed 

American society is with breasts.  This play explores why breasts are so important to a 

person living in American society. 

2.  DAD:  “I think you are a wonderful woman with or without them 

[breasts]” (138).   

Mina needs to be reminded that breasts are not what define a woman, even though 

they may be a distinctive feature.  Throughout the play, Mina fears being desexualized 

and losing her identity if she loses her breast. 

3.   SUGAR:  “So bigger boobs equals more hot dates equals getting anold 

man [a husband]?” (163).   

One of Mina’s main concerns throughout the play is that she is still single (a fact 

that her mother brings up every time they talk) and that having good looks is the only 

way to “catch” a man.  For a woman, the general assumption is that good looks include 

having nice breasts.  Even though Sugar adores her augmented breasts, she acknowledges 

that big breasts are not essential to getting a man. 
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4.   DOUG:  “Your cancer isn’t simple.  It’s just not as complicated as it 

could be.  And maybe you should think harder about the option that 

can keep it from getting worse” (184).  

Doug reminds Mina that there is more at stake than just losing a breast—there is a 

big possibility that the cancer could return and spread to other parts of her body—parts 

that might not be so easy to remove.  Mina has concentrated so hard on what life would 

be like with only one breast that she pushed aside the thought that she could actually die 

from this cancer, breasts or not. 

5.   KALI:  “Cancer did not take my breast.  It did not.  I took my breast.  I 

took my breast.  I took my breast.  I took my breast. I took my breast I 

took my breast I took my breast. I. Took. My. Breast.  I took my breast 

to save my body” (193-194).   

Kali makes an interesting point in this section of her performance piece.  All 

along, Mina has felt like a victim of cancer: cancer made her life difficult, cancer might 

take her breast away, cancer might ruin any chances she has of being a wife or mother.  

But Kali tells her audience that she made the decision to remove her breast.  She refuses 

to give cancer that much power over her life.  Kali is proactive, whereas Mina up to this 

point has been reactive.  Mina needs to make a proactive decision and not wait until 

someone else tells her what to do. 

5.   MINA:  “There is no Zen and the Art of Breast Cancer Survival” 

(193). 
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 Mina acknowledges that breast cancer is a painful experience and that there are 

very few ways of surviving it gracefully.  There is no philosophical theory that can ease a 

breast cancer survivor’s pain. 

6.   MAN IN INTERVIEW #12:  “The real identity of a woman is not just 

wrapped up in her breasts or her body, but yet we make them a 

microcosm of a woman…[B]reasts and how women relate to their 

breasts can be an interesting insight into how they think of 

themselves” (Appendix B, 204). 

 This statement by a community member we interviewed was one of the most 

insightful of all those we received.  It reiterates the idea that breasts represent a woman, 

but they are not what a woman is about.  The second part of his statement sums up 

Mina’s journey eloquently and simply:  on the surface, she seeks the answer to what 

decision to make about losing or keeping her breasts, but the story is really about Mina 

becoming a woman and finding the strength to say, “This is who I am.  My outside is not 

who I am.” 

C. Implications of the Action 
 
 As stated earlier, this is a rhetorical play.  Each scene shows Mina either 

specifically seeking out more information or encountering a character who teaches her 

something about what breasts mean to society and what they should mean to her.  The 

Boob Riffs and the Interviews help to flesh out that collage of collected ideas.  In 

between almost every scene, Mina discusses with the audience what she gleaned from 

talking with the various characters.  Every scene has some sort of lesson learned or new 
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perspective.  The impression that I would like the audience to come away with is the idea 

that this is a difficult decision, and a person must choose the option that is best for her.  

Just because Mina ultimately makes the decision for a mastectomy does not necessarily 

mean that this is what every person in this situation should do.  I hope that in presenting 

all these contrasting views, the audience members can weigh for themselves what they 

would do in a similar situation.   
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CHAPTER III 
 

OUTSIDE RESEARCH 
 
 

 
 In this chapter, I include research that pertains to the script, either vocabulary or 

specific questions about breast cancer.   

Question and Answer 

Q:  How big is a five centimeter tumor? 

A:  A five centimeter tumor is about the height of an AA battery, but spherical 

(“Stages…”). 

Q:  How bad is Stage II breast cancer? 

A:  The tumor is between two and five centimeters or the cancer “has spread to the lymph 

nodes under the arm on the same side as the breast cancer.  Affected lymph nodes 

have not yet stuck to one another or to the surrounding tissues, a sign that the cancer 

has not yet advanced to Stage III” (“Stages…”). 

Q:  What is chemotherapy? 

A:  During chemotherapy, chemicals are pumped through the bloodstream intravenously.  

It is called a systemic therapy because it affects the body’s whole system.  The 

chemicals in the drugs hinder cells that divide rapidly, such as cancer cells.  

Unfortunately, other cells in the body that divide rapidly can be affected as well, such 

as blood cells, hair and nail cells, and mucus membrane cells.  This is why people 

going through chemotherapy have so many side effects (“Chemotherapy”). 

Q:  What are the possible side effects of chemotherapy? 
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A:  Mouth sores, nausea, vomiting, diarrhea, fever, inflammation, anxiety, loss of hair, 

bone loss, discomfort (neuropathy) of hands and feet, fatigue, anemia, infections, 

menopause, loss of fertility, weight loss, memory loss, changes in smell and taste 

(“Managing…”). 

Q:  What is the difference between a cyst and a tumor? 

A:  A cyst is a lump that is not cancerous.  A breast cyst usually goes away by the end of 

a woman’s period (“Breast Cancer FAQs”). 

Q:  What is a lumpectomy? 

A:  “Also known as breast conservation surgery, a lumpectomy is the removal of the 

cancer with enough surrounding tissue to get clear margins.  It does not involve 

removal of the entire breast...[in fact, a breast that has gone through a lumpectomy] 

looks similar to the way it looked before the surgery” (“Breast Cancer FAQs”). 

Q:  What is a mastectomy? 

A:  “[The] surgical removal of all or part of a breast, sometimes including excision of the 

underlying pectoral muscles and regional lymph nodes, usually performed as a 

treatment for cancer” (“The Free Dictionary…”). 

Q:  How does one decide between a lumpectomy and a mastectomy? 

A:  A woman should “talk to [her] doctors, use [her] instinct, and consider many different 

factors, including recurrence prevention, body image, feminine identity, breast 

conservation, reconstruction, radiation (often not given after a mastectomy)” (Breast 

Cancer FAQs”). 
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Breast Cancer Statistics for the United States  (“Facts for Life”) 

• Breast cancer is the most common type of cancer among women in the United 

States. 

• Breast cancer is the leading cause of cancer deaths among women age 15-59. 

• About 211,240 cases of invasive breast cancer will be diagnosed in women this 

year. 

• Over 40,000 women will die from breast cancer this year. 

• About 1,690 cases of invasive breast cancer will be diagnosed in men this year. 

• About 460 men will die from breast cancer. 

• Risk factors include the following: 

� Being a woman 

� Exposure to estrogen 

� Having a first period before age 12 

� Entering menopause at age 55 or older 

� Current or recent use of oral contraceptives 

� Hormone replacement therapy 

� Being overweight 

� Having high bone density 

� Having children later in life, having fewer children, or not having children 

� Not breastfeeding 

� High alcohol consumption 

� Having a family history of breast or ovarian cancer 
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Vocabulary 

Taxotere (docetaxel)—One of the chemicals in chemotherapy.  Side effects include 

swelling in the legs and fluid build up, sometimes in the lungs (“Breast Cancer 

FAQs”). 

Herceptin—Another name for the drug trastuzumab, used in treating metastatic breast 

cancer (“The Free Dictionary…”). 

Cyclophosphamide—Another term for Cytoxan 

Adriamycin (doxorubicin)—One of the chemicals in chemotherapy.  More common side 

effects are hair loss, nausea, mouth sores, and low blood counts (“Breast Cancer 

FAQs”). 

Tamoxifen—“A nonsteroidal estrogen antagonist used in the treatment of advanced 

breast cancer in women whose tumors are estrogen-dependent and also used 

prophylactically by some women at risk for breast cancer” (“The Free 

Dictionary…”). 

Cytoxan (cyclophosphamide)—One of the chemicals in chemotherapy.  More common 

effects include metallic mouth taste while being administered, and later nausea, 

appetite changes, hair loss, low blood counts.  Also, the likelihood of premature 

menopause increases (“Breast Cancer FAQs”). 

Organochlorine—“Any of various hydrocarbon pesticides, such as DDT, that contain 

chlorine”  (“The Free Dictionary…”) 
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Pyrethroid—“Any of several synthetic compounds similar to pyrethrin, used as an 

insecticide”  (“The Free Dictionary…”). 

Carbamate—“A salt or an ester of carbamic acid, especially one used as an insecticide” 

(“The Free Dictionary…”). 
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CHAPTER IV 

AUDITIONS AND CASTING 

 

 Before auditions, I talked with the playwright about what qualities we were 

looking for in the people we were to cast in the show.  We both agreed that we would like 

a cast that had a good sense of chemistry together.  There are only three people in the cast 

and making sure that we found people who were compatible was essential to our process.  

I am collaborative by nature and I enjoy creating a safe environment where actors and 

designers can play.  Another quality we both wanted was flexibility.  As this was to be 

the world premiere of keepingabreast, we wanted actors who could bring flexibility and 

fun into originating these roles.  And the final essential quality we were looking for was 

an ability to be real.  This was most important for the character of Mina, but also we 

needed Man and Woman to be genuine as well as distinctive.  Even when Man and 

Woman were playing characters that could easily be turned into stereotypical caricatures, 

we wanted to resist that and retain the feeling that these could be real people. 

 At the cattle call auditions, I looked for women who could show emotion in a 

genuine way for Mina.  I had no particular body type in mind for Mina except that the 

script says that she is “…average.  Average height, average weight ish, and average 

breast size” (131).  Even there, the playwright made sure I knew that she would be 

willing to change that line around if we found the perfect Mina and she was different than 

average.  Also, the production team had been given permission to have nudity in the final 
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scene, so I needed to make sure that a person auditioning for Mina would be comfortable 

with the idea of nudity or simulated nudity on stage. 

 For Universal Man, I needed an actor who could play age sixty as easily as age 

twenty, and also play several ages in between.  He needed to be able to transform into 

over ten characters and make each distinct.  I needed an actor who could be attractive or 

repulsive, whatever the character needed to be at the time.  I looked for men who seemed 

to have a lot of control over their movement and vocal pattern.   

 The type of actor I needed to play Universal Woman was so specific I was afraid 

that I would not find her in this department.  Even if such an actor existed, I had three 

other shows to compete with during the casting meeting, and my show had the lowest 

priority, being a lab show that was not going to competition.  I needed a woman who had 

a neutral enough look to be able to play over ten characters easily and show a contrast 

between them.  For Woman, we needed a person who had some sort of dancing ability for 

the Sugar and Kali scenes and who had an attractive figure and would not be afraid to 

show it.  She needed to be comfortable with simulated nudity.  In addition, I needed to 

find an actor with breasts of a size that my costume designer could flatten one for Kali’s 

one-breasted performance piece.  So the challenge for finding the perfect Woman was 

considerable.  

 Before callbacks, I made a checklist with some of the more difficult Man and 

Woman characters so that I could see the extreme ranges of the actors.  I left room in the 

boxes, first so that I would not have the same person read for the same role if I could help 
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it, and second, so that I could write in comments.  The charts looked something like 

these: 

Table 4.1:  Men 

 Dr. Ellis Dad Richard Doug Sophanda 

Actor #1 
 

     

Actor #2 
 

     

Actor #3 
         Etc. 

     

 
Table 4.2:  Women 

 Mina Rachel Sugar Mom Kali Marie 

Actress #1 
 

      

Actress #2 
 

      

Actress #3 
           Etc. 

      

 

 At callbacks, I explained the play, introduced the playwright, and talked a bit 

about the requirements of the script.  I wanted to make clear that there were parts of the 

play that could make an actor not want to be in the play.  For Mina, that included cursing, 

nudity, being in explicit scenes like the porn store and the strip club, and having her 

breasts touched by both Man and Woman, medically and sexually.  For Woman, it meant 

cursing, simulated nudity, playing a stripper, touching Mina’s breasts, and having Mina 

touch her breasts.  For Man, it meant cursing, touching Mina’s breasts, and being in 

explicit scenes like the porn store or the strip club.  I needed actors who could handle 

being in those situations, so I informed everyone of the performance demands ahead of 

time.  I gave anyone a “free walk”, that is, the chance to say, “Sarah, this play is not 
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something I feel comfortable doing.  I am not going to waste your time or my time 

auditioning today.”  Two men took advantage of this “free walk” and left. 

 We did a few warm-ups and a few ensemble-building exercises.  First, we went 

around the room and said our names and one thing we liked about breasts.  Then we did 

the “Czechoslovakia” exercise (a hand-clapping, foot-stomping, hip-swinging exercise 

that speeds up on every verse).  Finally, we did “Zip Zap” (a game where each participant 

sends an onomatopoetical signal across and around the circle as quickly as possible) 

except we shouted out euphemisms for breasts instead of “zip”. 

 Next, I divided them up in pairs or groups and gave them two or three-person 

scenes to work on in the hallway.  I prefer to call people in one group at a time so there is 

not as much of a tendency for actors to copy each other.  After about an hour and a half, I 

sent some actors home if I had already seen what I needed to see, for example, if I had 

them reading for Mina and I had seen them three or four times.  I kept the rest of the 

actors long enough to make sure I saw enough of them to find their range. 

 After auditions, I sat down with the playwright to get her feedback on the 

audition.  While we had agreed that I had the responsibility of casting, the playwright had 

requested the right to veto any actors she felt would compromise the integrity of her 

work.  Fortunately, the playwright and I had similar ideas of who could play each part.  

We came up with a cast list including second and third choices to bring to the casting 

meeting the next day. 

 The casting meeting was brutal.  I had to bargain for every actor I wanted to cast.  

I am not sure that I was completely prepared for the possibility of not getting any of the 
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actors I wanted.  One director in particular was very flexible and allowed me to steal or 

trade actors from him until I got a cast I was satisfied with.  My cast consisted of Mattie 

Adamson as Mina, Karen Moore as Woman, and Jeffrey Scott as Man.  In the past, I had 

worked with each of these actors, either in a classroom situation or on stage, and I was 

confident in their abilities, their natural chemistry, their directability, their work ethic, 

and their craftsmanship. 
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CHAPTER V 
 

THE REHEARSAL PROCESS 
 

 
September 27th, 2005 was the first rehearsal for keepingabreast.  I got together 

with Mattie Adamson to work through some of her monologues without the rest of the 

cast.  The playwright was present so that we could consult her.  I asked Mattie some 

questions about what she knows about her character, Mina.  We went through the first 

monologue and discussed what some of the words meant.  Also, I decided that Mina is 

not just telling us the story of what she has gone through.  She needs to relive the 

emotions she felt (even while telling us in the past tense) and make discoveries onstage.  I 

sent her home with some questions: 

 What is Mina’s background? 
 What do we know about her biography? 
 What does Mina like? 
 What does Mina dislike? 
 What does Mina fear? 
 What makes Mina laugh? 
 How does Mina feel about breasts? 
 How does Mina feel about her own breasts? 
 

 On September 29th, 2005, Mattie and I rehearsed together without the rest of the 

cast.  We went over the monologue that had the part about Mina having never done a self 

breast-exam before.  I was alarmed to find out that my actress had never done one either.  

But then again, this is exactly what this play depicts, the idea most young women have: 

“I’m too young to start worrying about that.  People my age don’t get breast cancer.”  So 

if I do one good thing with the run of this play, it will be to spread the word about the 

importance of self breast-exams.  I hope to entertain as well as teach, of course.  During 
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the following rehearsal, Mattie shared that she went home the night before and checked 

her breasts.   

 Mattie and I had another private rehearsal (with the playwright present) on 

October 4th, 2005.  We talked through some of the questions that I gave her on the first 

meeting.  One of the challenges of Mina is that the playwright has not given us a lot of 

background clues in the script about Mina.   

We knew that both her parents are alive.  We did not know if she has siblings or 

not, but they are never mentioned by either Mina or her parents, so we assumed that she 

does not.  She has an apartment and apparently lives alone (she is able to strip down to 

nothing the instant she comes in the door.)  We did not know if she has pets.  We did not 

know what kind of job she has (she never mentions having to talk to her boss about 

missing work.)  We did not know her level of education either (but we guess that Mina is 

at least college level—her words are fairly sophisticated.)  And finally, we did not know 

where the play takes place—other than the “here and now” indicated by the playwright.   

Mattie had an epiphany and shared it with me.  She had been reading some of the 

books that the playwright read as she was writing the play and some her mom sent her on 

breast cancer.  Mattie noticed that these women with breast cancer had lives and goals 

and dreams before they were diagnosed.  Cancer just snuck up on them and changed 

everything forever.   

October 10th, 2005 was my first official rehearsal on the stage with the entire cast.  

I was thrilled and I could tell that my actors were excited too.  The playwright was not 
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able to be there for this rehearsal, so I had the chance to establish myself as the voice of 

authority.   

 We started the night with some stretching and group warm-ups.  Then we sat 

down and discussed all of the characters, with general impressions, character word 

choices, surmises about biographies, status, and their relationships with Mina.  We spent 

the first hour on warm-ups and character discussions. 

Earlier, I broke down all of the scenes into French scenes, that is, scenes that 

consist of the action between entrances or exits of any characters, with a color-coded 

chart: 

Pink:  Mina Monologues 
Blue:  Man and Mina 
Yellow:  Woman and Mina 
Green:  All three 
White:  Interviews 
  

This chart aided me in making a rehearsal schedule.  (This is similar to the Scene 

Breakdown on pages 50-57.)  We ran through, discussed, and blocked almost all of the 

green scenes that first rehearsal.  The only scene that we did not run was the final 

“Picture” scene; we wanted to wait for a time when we could have more privacy and a 

faculty supervisor to block the topless scene. 

The lack of privacy was a major issue that came up in this first rehearsal in the 

space.    With the Crazy for You set taking up so much room on the main stage, the actors 

and dancers from that show had no room to walk behind the scenery.  They needed to use 

the Lab stage to cross back stage.  The actors and I would be working on a scene and all 

of a sudden a dozen dancers would walk directly across and down the thrust part of the 
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stage in between my actors in tap shoes and feathered, flashy costumes or with a giant 

upright bass.  My stage manager and I understood that the other show had priority 

because they were in technicals and performances.  Nevertheless, we discussed the need 

for some sort of “flight pattern” for people to make their crosses so that they would be 

less distracting.   

  Before rehearsal on October 11th, 2005, my stage manager diplomatically 

established a “flight pattern” for the actors from the other show to cross through our 

space.  This rehearsal I worked with Karen Moore and Mattie Adamson on the yellow 

scenes (all the scenes involving Mina and Woman) with some of the monologues leading 

into those scenes.  Karen and Mattie were very easy to work with.  I asked them a lot of 

questions while we are working so that they could discover things about their characters, 

like, “Why does Julie leave the café so suddenly?” 

We discussed the fact that several of the female characters could be seen, as 

Karen put it, as “bitches”.  The problem became how to differentiate the “bitch” factor 

for each character:  Marie (the waitress) is short to her customers, Rachel (the 

breastfeeding mother) is grumpy about needing space to take care of her baby, Tamara 

(the store clerk) is slick and unfeeling when giving Mina a sales schpeil, Kali (the 

performance artist) shows anger towards people who ignore or sugarcoat the horrors of 

cancer treatment, and Mom is pushy and makes Mina feel insecure.  There are a lot of 

dimensions to these female characters and we wanted to avoid making them all rude or 

pushy in the same way.  I wanted to avoid creating caricatures or stereotypes for 

Woman’s characters. 
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The next day, October 12th, 2005, I rehearsed all of the blue scenes with Jeff Scott 

and Mattie Adamson.  I started to notice that most of the scenes involve a lot of sitting 

and talking between characters.  I needed to find a way to make the stage pictures 

interesting or find ways or reasons for characters to move.  The first time we went 

through each scene, we sat on the stage and read the scene.  Then I told the actors to walk 

through the scene and experiment with movement.  We talked about what the movements 

felt like and what worked and did not work for the scene.  At this point in the blocking, I 

abandoned the thought of having movable set pieces.  The “uterus” platform needed to be 

fixed so that Sugar and Kali had a solid stage on which to dance.  While blocking the 

other scenes, I found no real reason to move the “ovary” platforms either.  I knew it 

would take time and I wanted the scene changes and transitions to be as smooth as 

possible.  

The night of October 13th, 2005, I was supposed to practice on the green scenes 

(the scenes with all three actors) and then dismiss Jeff and work with Karen and Mattie.  

We worked on a few scenes, and then someone suggested that we try to run the 

transitions in Act I.  So actually we ended up running all of Act I with transitions.  I must 

say it ran pretty smoothly considering we had had less than a week of rehearsal.  Mattie 

already had her big beginning monologue memorized at this point, but the rest of the cast 

was still on book.  I was quite pleased with our accomplishments. 

October 14th, 2005, we spent some time working on the Kali scene.  I was not 

entirely sure how I wanted it to go.  I was still trying to figure out what the scene was 

about.  Does Mina join into Kali’s performance?  Is she “remembering and recounting” 
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how the performance went, like a flashback?  Do we pause the performance while she 

talks, like a running commentary on a movie?  Is Kali’s audience different than Mina’s 

audience—the one she confesses to and confides in?  I had not used the vom or aisle 

entrances for any of the previous scenes, therefore, it would not make sense to me to have 

Mina join the rest of the audience and sit in the auditorium to watch Kali’s performance.   

 I solved these problems and questions in a way that clarified the scene.  First of 

all, I created a stage for Kali so that she could be in a sort of play within a play.  I kept 

Kali on the stage (the “uterus” of the set design) and had her imagine that Mina is one of 

several audience members seated in a half circle around her.  That way, Kali would not 

come down on the main part of the stage and into her audience.  I allowed Mina to get up 

and confess to her audience (i.e. patrons and students watching the play) about the 

thoughts that hit her in the middle of Kali’s performance.   

Throughout most of the play, Mina is not “remembering” what happened to her 

(there are only a few points where there is past tense, but that is before the flashback 

scenes in Act I), but I had her discovering and living the moments as she remembers 

them.  It did not make sense for her to be recounting or flashing back to her evening with 

Kali, so I had her pause the action so that the audience could hear her inner monologue 

while she is watching the performance art. 

At the request of the cast, we ran Act II that same night.  It was a lot more ragged 

than Act I, but we still got all the way through it.  At this point, the whole show was now 

blocked (except for some choreography still to do with Kali and Sugar—we needed a 

pole for the Sugar scene before the blocking could be completed).   
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Sunday afternoon, October 16th, we worked primarily on choreographing the Kali 

scene.  Genevieve Durham came in to work with Karen on the choreography.  We 

discussed the idea of Kali having her own stage on which to perform and Genevieve 

modified her choreography to fit this vision.  I wanted Kali’s piece to work up into some 

sort of climactic frenzy before ending.  Kali’s performance piece included some rolling, 

stomping, slapping, slashing, thrusting, and finally some pressing movements.   

 Later that rehearsal, Mattie expressed her apprehension about the last monologue 

(the dressing room scene).  She said she felt stupid looking through the imaginary cracks 

of the dressing room.  I hoped to remedy the situation by having a tri-fold screen there so 

she would not have to pantomime and so the audience members would have an easier 

time suspending their disbelief. 

 On October 17th, 2005, we ran the whole show.  Yi-Hui and Cole (my projection 

and light designers, respectively) came to the rehearsal so that they could get an idea of 

the flow and tone of the show.  Actually, we went through the show fairly smoothly—we 

hardly had to stop.   

On October 18th, 2005, the playwright suggested, and I agreed, that we make a 

deadline for a final script because we did not want to keep giving the actors cuts and 

additions late in the rehearsal process, as often happens with original scripts.   

We ran Act I twice.  The transitions went smoothly, the scenes had chemistry, and 

the blocking worked.  In the earlier blocking rehearsals, I was careful to change seats and 

see the scene from as many angles as I could.  A thrust stage makes creating pictures that 

work from several vantages difficult, but I think that by my moving around and making 
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adjustments, we managed to give all seats “something interesting to look at,” as Dr. 

Marks would put it.   

One problem we were still having at this point was truly seeing the correct heights 

for the stage pictures.  We had to use rehearsal blocks until the actual platforms could be 

installed.  My stage manager, Rob Oler, carefully measured the heights of the blocks and 

found combinations that were close to the blue-printed height for the platforms.  

Nevertheless, finding an appropriate substitute for our “uterus” platform was a problem.  

Rob could make it the correct height, but because it was made up of several stacked 

blocks, it was not safe enough for Karen to stand on for her Sugar scene (besides not 

having a pole) or sturdy enough or wide enough for Karen to properly run her Kali 

choreography.  Getting the uterus stage and attached pole constructed earlier would have 

made choreographing and rehearsing the Strip Club scene or the Boobie Trapped scene 

easier.    

On October 19th, 2005, we ran the entire show.  Dr. Marks came to this rehearsal 

to check on my progress.  This was the last night for the actors to be on book for Act I.  

After warming up with our traditional stretches, some “Czechoslovakia”, and then “zip-

zap” using breast names, we got started.  We did not have a lot of rehearsal props to work 

with, so Rob and I tried to keep track of what kinds of imaginary props would be on stage 

and when they get brought on or off.  I thought it would be better if the actors at least 

pantomimed the props for the transitions so that it would not be such a shock to get the 

props later.   



 

 

 

80 

Even though the rehearsal went smoothly (with only a few stops to adjust or take 

away the “uterus” blocks for safety, I was anxious knowing that Dr. Marks was watching.  

I thought I was doing a pretty good job of not directing in proscenium until he sat in the 

extreme house left seat on the top row.  (By the way, that seat is now dubbed the “Dr. 

Marks seat” in his honor.)  One of the first scenes he saw was the breastfeeding in the 

park scene, one of the only scenes where Mattie and Karen are on the same horizontal 

plane.  I kept wanting to call out to the actors “Look this way!  Dr. Marks can’t see you!” 

Dr. Marks commented the next day that the blocking around the taller ovary was 

exactly the way it should be.  He added that I should try the same techniques when 

blocking around the other set pieces.  He also suggested that I adjust some blocking so 

that the side audience could see Mina better at certain times.  I asked Mattie to scoot 

closer up to the proscenium line while jogging and to not be afraid to face different 

directions when running.  He liked how I solved the problem of Kali’s play-within-a-

play. 

By October 20th, we were off book for Act I, but the production was already 

starting to get stale.  I kept checking my script to see how many pages we had left in the 

Act.  And not just once or twice.  I knew the actors were feeling it too.  I discussed with 

the playwright and the stage manager the necessity of changing our routine so that so that 

we would not get into a rut with two weeks left to go before performances started.   

October 21st was our last night for script changes in Act II.  We did the act the 

regular way once through, but I was afraid that we were falling into a slump with Act II 

as well.  So for the second time through Act II, we decided to do a “fun through”.  A “fun 
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through” is when the actors run through the scenes as quickly and goofily as they can, 

finally able to say the jokes they have always wanted to say on particular lines.  That 

always makes me in a better mood when I am in a play.  It lifts tension and helps actors 

to discover new aspects of the scene because they finally have the freedom to be crazy 

and experimental.  I borrowed this idea from one of my favorite directors, Mike Novak.  

We were getting much too serious and working too hard.  I thought it really helped.   

 This was the first time I had seen a “fun through” work on this scale before.  We 

had been having a hard time finding Sophanda Cox’s character.   Jeff had tried all sorts of 

tactics but nothing seemed to feel right.  The playwright was particularly concerned that a 

satisfactory interpretation of Sophanda was eluding us all, but not for lack of effort.  Jeff 

tried an effeminate Southern accent; a metropolitan, crisp accent; flamboyant gestures à 

la Queer Eye for the Straight Guy; and sedate gestures with the occasional wrist flick.  

Nothing seemed right.   

During the “fun through”, Jeff was messing around and tried on an accent like the 

character “Spartacus” from The Birdcage—we all had tears streaming down our faces 

from laughter.  We insisted he keep it (Jeff loved it too) and Jackie changed Sophanda’s 

Christian name from Marshall to Enrique Emmanuel Estaban de la Joya.  Even though it 

was past our time for adding or cutting lines, the playwright, the actors, and I all agreed 

that this was a good move. 

 I decided we needed a break from rehearsals and a chance to get re-energized 

about breasts.  On October 23rd, I invited the cast, Rob, and Jackie over to my house for a 

Sunday late lunch, and then we watched the interviews that Jackie, Yi-Hui, my husband 
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David, and I had taped so far.  Since the actors themselves would not be acting out the 

interviews (as an earlier draft of the script suggested), I thought they might like to see the 

types of interviews that would be playing while they make scene changes or costume 

changes. 

Photo call was the evening of October 24th.  Here is where Rob showed us his 

handiness and flexibility.  Some of the work lights in the Lab had burned out, making it 

too dim and too shadowy for good pictures.  Rob quickly wheeled out a scoop light and 

lit the actors’ faces so that the photographer for the Lubbock Avalanche Journal could get 

good shots.  The actors wore their costumes for the first time and seemed excited about 

the visual realizations of their characters.  After the photo call, the actors ran Act II off 

book. 

 On October 25th, the cast requested another line-through, that is, running through 

the lines of the show without the actions.  I did not really see the harm, so I allowed it.  It 

gave Jackie and me a chance to talk about our progress.  The line-through went well 

enough.  Their last night to call for lines was the 28th, so the cast wanted to make sure to 

stay motivated.  

On October 26th, we accomplished two very important objectives:  we blocked the 

pole dance and lap dance for the Strip Club scene, and we ran the final scene with 

Genevieve supervising.   

After finally getting a rehearsal pole that was sturdy enough to swing on, 

Genevieve Durham came in to work with Karen on this section.  I was impressed by the 

athleticism that was necessary for performing such a dance.  I regret not personally 
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researching the environment of a strip club, but I felt confident in my choreographer that 

she and Karen created a sexual, but not vulgar, dance.   

The final scene went well.  Our department chair stipulated that we would need a 

faculty supervisor when blocking the final scene (the one with nudity).  With the time 

constraints, it was impossible to schedule a faculty member to be present at all rehearsals.  

Fortunately, our department chair said that after the first night of working the final scene 

with a faculty member, we would be allowed to work on our own, unless Mattie 

requested that a faculty member remain.   

We started in the room with just me, Genevieve, and the playwright as audience 

members.  We ran the scene with Mattie in her bra a few times, and then without her bra.  

I read Doug and Julie’s lines so that Mattie could get an idea of the timing of the scene.  

When Mattie said she was ready, we brought in the actors and our stage manager.  We 

put signs on the doors so that no one would inadvertently walk in on us.  Again, Mattie 

performed the scene a couple of times in her bra to get comfortable, and then she ran the 

scene without her bra.   

It was a beautiful scene.  I just did not want it to be rushed.  I could understand for 

this first rehearsal that Mattie just wanted to do the topless part quickly and get it over 

with, but I felt like we needed to take our time with the scene in performance.  My 

impression was that the audience needs to take a little time to get over the “Oh my God!  

Live breasts!” effect so that they can hear that last line.  They have to hear the singular 

pronoun it in the line, “I want something to remember it by when I’m eighty” (194).  If 

they do not hear the line, they will not get the ending or understand Mina’s final decision. 
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 For the rehearsal of October 27th, we ran the Sugar scene as a warm up and 

practiced Kali’s flip on the platform (with Rob helpfully spotting) to make sure 

everything was comfortable for the run through.  Beth Scheckel, a staff member and 

fellow graduate student, joined us for rehearsal.  She had been involved in readings and 

some dramaturgical commentary from the early stages of the script, so she always had 

insightful comments.  I appreciated her comments, and the playwright trusted her as well.   

 October 28th was the last night to call line.  Rob made a deal with the actors that if 

they called line less than 20 times, he would buy them pizza for our Sunday rehearsal.  

As a company, they only called for line 12 times, but the added stress was not all 

positive.   

At this point in rehearsals, the show seemed to be running better and better.  I 

stopped pausing rehearsals to tweak scenes.  I wrote comments down and discussed notes 

at the end of each run.  From here on out, we took a ten minute break for intermission and 

a ten minute break right after they finished Act II so that I could have a chance to collect 

my notes for discussion.  Even with all the work we accomplished, we finished rehearsal 

early, around 10:00 or 10:15 every night.   

 On October 29th, we had another line through, but this time it was because I 

wanted to make sure that the actors are getting all their words and lines exactly right.  

With the playwright attending most rehearsals, I felt that it was kind of awkward when 

my actors paraphrased.  My stage manager wrote down, even to the word, what the actors 

missed.  It took the playwright mentioning that she was not all that concerned with 

mistaking one or two words for Rob to ease up in his meticulousness.  The line-through 
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went very quickly, but it was a little boring for me.  I could not really give acting notes 

on line-throughs. 

 On October 30th, I came to rehearsal but found the progress on the set 

construction completely unsatisfactory.   The shop staff had been working on the set all 

weekend, but when I saw it, it was not at all how I imagined it would be.  The actors ran 

through their parts, but there was a general lackluster quality about it, which was 

probably my fault because I was not paying as close attention to the actors as I should 

have been.  I was too engrossed with trying to figure out the best way of communicating 

my concerns with the set designer. 

By October 31st, our run throughs were the best they had ever been.  I had fewer 

and fewer notes to give.  The actors needed an audience.  I could not have been happier 

with my actors.   

 November 1st was crew watch.  I had been looking forward to having all the 

elements come together for this production, and the audience was the major element I had 

been anticipating the most.  It was so nice to hear people laughing at the right spots (and 

sometimes the wrong ones.)  I love adding comic “bits” into plays, even serious ones, and 

hearing them pay off is a big reward.  

An interesting moment (but in no way supposed to be a comic bit) was when 

Mina says her line “I found a lump in my breast” (134) when talking to Julie at the café, 

and a member of our costume crew let out this blast of laughter.  It was a great moment 

because it showed how people laugh at unexpected things, even though perhaps it might 

be an inappropriate time.  I use that in the show when Doug talks about his cancer and 
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says “Testicular” (179) in a funny way and Mina laughs, even though testicular cancer is 

not funny.  In fact, that subject reminds me of the quote that we put in the program about 

the “cancer laugh” and how healing it is to laugh at death (Appendix C, 211). 

Mattie was not feeling well the evening of November 2nd, so I asked her to go half 

voice.  Dr. Marks and Dr. Mann, my thesis chair, came to see the show.  I hoped to get a 

chance to talk to both of them before we opened, but realistically, there was not a lot I 

could change in case they did not like something.  But then again, it is always good to get 

feedback. 

Technical rehearsals were long and grueling.  My actors had good attitudes and 

stayed still while lights were being focused.  They even endured costume changes over 

and over to get the timing right.  (I discuss technical rehearsals in more detail in my 

designer chapter.)  I could not help being pleased with my actors and hopeful that the 

technical elements would support them rather than detract from them. 
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CHAPTER VI 

WORKING WITH DESIGNERS 

 

Stage Manager 

Rob Oler was the best stage manager I could hope for.  At first, I was simply 

grateful to have a masculine perspective to balance my and the playwright’s feminine 

perspective.  Almost immediately after the rehearsal process started, I realized that Rob 

was the mellow and calming presence I needed.   

He did a lot of behind the scenes work for me, going above and beyond what I 

expected.  He was loyal and kept all the confidences I shared with him.  I would never 

consider him a “yes” man; he told me the truth when I asked for it, even when I did not 

necessarily like the answers.  As a designer, Rob was able to give me a perspective on the 

production process.  Rob was a good liaison between me and the designers.  He took the 

time to talk me through their reasoning or process if I did not understand what they were 

trying to do. 

Having Rob by my side brought my stress level down greatly.  I would call him 

about some new problem I had discovered only to find that he had already thought of it 

and fixed the problem.  He helped to make the rehearsal atmosphere relaxed and fun.  I 

never would have expected it, but Rob warmed up with the cast and me every night 

without complaint—he wanted to join in our sense of ensemble.  He kept the actors on 

track with their lines in a gentle but firm way.  He also earned the respect of the crew—
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there was never any rolling of eyes when he asked someone to do something.  I would 

work with Rob again and heartily recommend him to any director or any theatre.   

 

Set Designer 

Chris Moore was the set designer for keepingabreast.  He was eager at the earlier 

stages of our collaboration, but after the first few weeks, for personal and professional 

reasons, his involvement with Texas Tech University ceased—with the exception of 

being my set designer.  He withdrew from classes at the beginning of the semester, but 

insisted that he still wanted to work on keepingabreast.  In retrospect, I should have 

asked the head of design to relieve him from the show; it would have taken the pressure 

off of him and would have made the process easier for me. 

My set designer and I had already discussed some of the needs I had for the 

play—he had been to a reading and was familiar with the requirements and themes of the 

play.  He brought in a research collage with pictures of mammograms and cancerous 

lumps.  He was drawn to the idea of this being a feminine play—so he envisioned curved 

lines and soft shapes and colors.  I disliked the idea of having two breasts onstage—he 

agreed, thinking it would be too literal.  Instead, he chose to represent an abstract version 

of a uterus and two ovaries.  He had the difficult task of designing a unit set that could 

become several scenes with minimal movement from the actors or stage hands.   

On Friday, September 23rd, Chris brought a white model—that is, a simple 

cardboard model to the production meeting, so the production team could get an idea of 

the set.  The white model included a large triangle-shaped platform (except with rounded 
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corners) and two circular shapes connected with a two-foot wide runway attaching the 

circular shapes to the triangle shape.  While this idea looked great on a paper ground 

plan, when the production team saw it in model form, we realized that it would seriously 

limit walkways, sightlines, and variety.  Chris’s faculty advisor asked if having the 

platforms separated would be a better solution.  Chris said he would bring in another 

model to the next production meeting. 

For the production meeting on September 30th, my set designer brought in a 

painted model of the new set.  The set consisted of a uterus-shaped platform upstage and 

two ovary-shaped platforms of different heights downstage, one table height and one 

chair height.  I was happy with the color scheme as well: a black base with cloudy light 

blue blobs resembling a mammogram.  Chris said that the ovary-shaped platforms could 

be moved around by the actors to form different stage pictures if needed. 

After he was absent from several production meetings in a row without any sort of 

previous communication, we discovered some issues with the “uterus” platform.  We had 

been rehearsing and blocking the show with that platform (and more importantly, the 

platform stairs) at about proscenium level.  When I saw the official ground plan at the 

production meeting on the morning of October 21st, the whole platform was five feet 

further down the tongue of the stage than I envisioned.  The stairs needed to be where we 

were rehearsing with them or the table-height ovary would obstruct the view of any scene 

blocked on the stairs. 

We could not get in touch with Chris by phone or email and the shop staff could 

not start building until this problem was resolved.  We had to delay blocking the Sugar 
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scene to an even later date.  An additional problem with the official blueprint was that if 

we just moved the platform back, the light plot would no longer work.  The actors would 

cast dark silhouettes on the cyc from being that close to it.  The uterus-shaped platform 

on the blueprint was longer and skinnier than the earlier white models.    It was not wide 

enough for Karen to do her back flip or stamping dance for Kali’s performance art piece 

safely.   

Because the set designer was unavailable to participate in a decision, the 

department chair, the shop foreman, the technical director, the stage manager, the lighting 

designer, and I all got together and had a meeting about this platform.  They listened to 

my concerns and needs for this platform, and I listened to their concerns and challenges 

with the platform, and the department chair made the decision to widen the width and 

shorten the length of the platform by a few inches and then move the whole platform 

back five feet.  This solved all three of my problems:  the sightline issue, the light plot 

issue, and the safety issue for Karen’s choreography.  

On October 26th, I was informed that a member of Chris’s family underwent 

emergency surgery, then complications, and so Chris was out of the state.  When he 

finally contacted us and heard about the meeting he accepted the changes we made and 

the way we coped without him.  

 When I walked in to rehearsal on the afternoon of October 30th, the state of the set 

was completely unsatisfactory, so I needed to find a solution as soon as possible.  Some 

of the problems were aesthetic, like bunchy seams, wrinkled fabric, or paint finishes; 

some of the problems were practical, for example, the top stair of the uterus needed to be 
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solid for Karen to slap during the Kali scene; and some of the problems were safety 

related, such as the possibility of Sugar’s stiletto slipping through the gaps in the stairs. 

 Rob took control of the situation.  He had been on the other side of designing a 

show and knew that there could be many awkward stages in a set’s development.  He said 

to call Chris with a list of things I would like changed.  Any changes to the set needed to 

go through Chris and not directly to the shop foreman or technical director.  Again, I 

could not get in touch with my designer for three days.   

 During that time, Martin Sopha, my technical director, alleviated many of my 

practical and safety related concerns.  He stretched, starched, and steamed the backdrop 

until the seam was barely noticeable.  He fixed the gaps in the stairs and added a solid 

piece for Karen to bang on. 

On the evening of November 1st, Chris came to the crew watch.  I had the 

opportunity to speak seriously and frankly with him about fixing the aesthetic problems 

on the set.  Because of my frustration at not being able to get in touch with Chris, I feel 

that I did not air my concerns with as much tact or grace as I am normally capable of.  I 

gave him a list of my concerns and a deadline for talking to the shop staff.  He assured 

me that he would send the email to the appropriate people right away.   

 Again, the channels of communication were obstructed.  By November 3rd, 

neither my technical director nor the shop foreman had received the letter from Chris.  

The shop foreman decided not to do anything on the set until she talked to Chris that 

evening at the first technical rehearsal.  I was frustrated by my inability to connect the 
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people who needed to communicate.  At the technical rehearsal that night, I made certain 

that Chris talked to the shop foreman personally.  

By the next evening, the requested work had been done on the set, but it still did 

not look the way that I first envisioned it with Chris’s description of his concept.  At this 

point, however, I thought that this was the best that could be done with one rehearsal to 

go before the first performance in front of an audience.     

Many problems could have been solved by reassigning the set designer once we 

found out that Chris would not be enrolled at Texas Tech.  We needed an in-house 

designer who could work closely with the people who would be building, painting, and 

rehearsing on the set.  One thing I have learned is that I should keep more involved in the 

design process.  I trusted that everything was running smoothly in the scene shop so I did 

not concern myself with checking every day on the progress and problems.   

 

Costume Designer 

Christina Wells was our costume designer.  She also had a difficult task:  to 

provide costumes for three actors playing over twenty characters with a budget of only 

$500.  In addition, several of the costumes required specialty accessories—the kind that 

one would not normally find in costume storage.  Fortunately, this play is set in modern 

times, so pulling several of the costumes from stock or buying them from thrift or 

department stores should not have been a problem.  

The first meeting Christina and I had about costumes was fruitful.  She brought in 

a collage of images—mostly including breasts and women with mastectomies.  We 
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discussed the specific costumes of several of the characters.  Her visions of many of the 

characters fit with my own.  She had Man in neutral black pants for almost the entirety of 

the show, only changing shirts and accessories to transform into the various other 

characters.  She had Woman changing complete costumes throughout, only sharing pants 

a few times.  Mina, we discussed, was earthy and warm.  I liked the earth-toned qualities 

of the costume descriptions.   

I was concerned with the cost of finding all the other costumes, the time it would 

take the actors to completely change costumes, and the amount of space the costumes 

would take up back stage.  I expressed my concern about the sheer number of complete 

costume changes that would be needed to replicate the initial designs.  I asked her to look 

at simplifying Man and Woman’s costumes. 

I also had some concern that Christina had not read the script thoroughly and put 

in the required research.  When she mentioned different styles or colors for costumes, she 

did not seem able to back up her ideas with specific lines from the script.  Also, the 

preliminary design for Kali’s costume was far outside what either the playwright or I had 

imagined.  The script says that Kali wears “an interpretation of the costume worn by the 

Indian goddess, Kali” (190).  I asked Christina about the necklace of skulls and the skirt 

of human arms that Kali traditionally wears.  I asked her to bring in her research for me 

to peruse and discuss for a private meeting. 

 On October 4th, Christina brought in some pencil sketches of the costumes.  I was 

interested in seeing the color palate she envisioned, so we walked down together to the 
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costume shop and went through the swatches together.  She brought in her research so 

that I could see what she was doing with Kali’s costume design.      

By October 7th, Christina’s design sketches were more in line with the specifics in 

the script and with my interpretation of the characters.  Because the sketches were not yet 

painted, she had swatches for me to get a better idea of the finished product.  I hoped that 

the actual costumes would not stray too far away from what the sketches looked like.  I 

understood that because she was going to have to pull a lot from stock, some colors and 

styles would inevitably be different. 

 Photo call for the Lubbock Avalanche Journal and the Daily Toreador was 

October 24th and Christina was organized and ready with the costumes I had requested.  

The actors looked great in the costumes for the photos.  An added benefit was that the 

actors could better envision their own various characters by seeing the physical 

manifestations of what each character would wear.   

November 5th, the first technical rehearsal with costumes, was a frustrating day 

for me.  I had requested several additional costume items in production meetings (a jacket 

or cardigan for Mina when she goes to the strip club and that she could put money in, 

running pants, running shoes, pants she can try on for the dressing room scene, and 

glasses for some of the Man and Woman characters.)  Christina remembered some of 

them, but had forgotten others.  In the end, Christina agreed to let the actors wear some of 

the clothing and accessories that they brought from home.   

Kali’s costume was not as I expected it, even though I tried to keep involved in 

the process.  The dress rehearsal was the first time I had seen the costume at all, so there 
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was no time for modifications of any kind.  The flesh-colored strips on the skirt were 

supposed to go on the top because they represented a skirt of human arms, but the red 

strips had inadvertently been sewn on the top.  The neckline of the costume was supposed 

to reveal Kali’s missing breast and the tattoo of the bow and arrow as indicated in the 

script; neither of these could be seen.  Also, Christina was unable to obtain or make a 

necklace of heads or skulls.  With a few minor exceptions, all of the others were great 

and it was a pity that Kali’s costume marred an otherwise impressive design. 

 I will gladly admit that this was a difficult show to design costumes for.  Christina 

put in many hours pulling, building, and shopping for costumes.  I learned that I should 

have communicated my needs to her early enough and clearly enough.  I also wish I 

could have given her some more technical support and encouragement. 

 

Light Designer 

I took a lighting course the semester I directed keepingabreast.  Lighting was one 

of the areas in theatre that I had the least experience.  As a director, I think it is important 

to at least have a basic knowledge of the different areas of theatre so that I can converse 

intelligently about my needs.   

Cole Cantleberry was my light designer, and I knew him to be a hard worker and 

a creative individual.  As this is a play that requires many scene changes without moving 

any scenery, just bringing on some simple properties, I knew that the lighting design 

would have to give the impression of each new setting, and Cole would be able to assist 
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our imagination to switch from scene to scene.  He described his lighting effects in the 

vocabulary that I could understand in terms of angles and colors and moods.   

Cole brought me a collage of lighting effects and some simple pastel sketches 

showing what he planned for several of the key scenes.  Honestly, it overwhelmed me 

imagining the number of scenes that Cole would have to portray with lights, not 

including the subtle mood changes done with lights in the middle of the scenes.  I 

realized that lighting is one of those areas that must remain abstract.  There were no scale 

models or fabric swatches or patterns to peruse.  I just had to imagine the effects that 

Cole described and hope that what ended up on stage matched what I imagined. 

Part of the requirements for my lighting class included working in the shop 

helping to hang, gel, and focus lights.  I took advantage of these required hours to 

observe Cole and feel more attached to the process.  I felt more motivated to help hang 

lights knowing that they were for my show.  It helped me to be more in touch with what 

Cole was doing.  I appreciated his light design and long hours more completely.   

On October 17th, Cole came to the rehearsal to get an idea of the flow and tone of 

the show.  Afterwards, I asked him a lot of questions about what moods he envisioned 

about the play and discussed my own visions.  I talked about special effects and the 

general feel I wanted for each scene.  I felt we had a common understanding of the moods 

and atmospheres that were required for each scene.  He was patient and explained his 

steps and helped me to envision what each scene would look like from the angles and 

colors of the lights we were hanging. 
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November 3rd was the first night of technical rehearsals.  I had only seen a few of 

Cole’s lights, and even then, separately.  I was excited to see those images we had 

rehearsed become more complete with the addition of lights.  The rehearsal went slower 

than I had hoped.  I knew it would be a little slow because we had to try to work the 

projections in.  Cole was not given the time to write his cues before we started, so he had 

to write the cues as we went along.  Fortunately, he was very familiar with his dimmer 

and channel numbers and which lights they went to, so he was able to write the cues 

fairly quickly.  We only got through intermission the first night.  The next night at 

technical rehearsals, Cole was able to pre-cue several looks and we finished with ease.  

Overall, I was pleased to work with Cole.  The thrust stage is a difficult space to 

light, and I think he accomplished his lighting design with few flaws.  There were a few 

times during Mina’s monologues that I felt like the center of the stage was dimmer than 

the edges, but that was my only complaint.  I only discovered it after several 

performances, so it was barely noticeable.  It was refreshing to work with a person who 

still has so much passion for theatre.  He was a kind teacher and a great collaborator.   

 

Sound Designer 

Cole Cantleberry was also my sound designer—working double duty.  Cole gave 

me a CD to listen to a few possible song ideas for Kali’s scene, Sugar’s scene, opening 

and intermission music, and curtain call music.  I put it in my car and listened to it 

enough to clarify what worked and what did not.  The CD showed me that we were on 

the same wavelength in terms of what we both envisioned for the show. 
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   We discussed the idea of having a “whisper effect” as kind of a theme sound.  

Mina is overloaded with all these people telling her what to do and what breasts mean.  

Cole said that he might like to have lines from her monologue echo and kind of haunt her.  

I was intrigued by this idea, but I was also conscious that it might make Mina look crazy 

to have all these voices in her head.  We ended up abandoning the idea—but I liked the 

fact that Cole was able to think outside of what was specified in the script. 

 Cole’s choice of music fit the earthiness of Mina and her melancholy and 

inquisitive nature.  He happened to find the perfect song for curtain call—one I knew but 

that I would never have thought of myself—“Closer I am to fine” by the Indigo Girls.  

The lyrics are perfect to signify Mina’s journey:  “I went to the doctor, I went to the 

mountain, I looked to the children, I drank from the fountain.  There’s more than one 

answer to these questions pointing me in a crooked line.  And the less I seek my source 

for some definitive, the closer I am to fine” (Ray and Sayers).   

 There were a few moments in the Kali scene where the sound effects did not seem 

to fit but we never got around to polishing them.  In the midst of Kali’s piece, there were 

chimes, dripping noises, and thunderous booms.  The music that played throughout her 

piece was wonderful, but the extra sound effects never seemed to fall into place—either 

they were out of sync or they clashed or they were not loud enough.  That was my only 

complaint about the sound effects.  Everything else worked and was entirely appropriate 

to the play. 
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Projections Designer 

Yi-Hui Lee was assigned to design the projections for keepingabreast.  Her 

background in lights and sound as well as computer technology made her a perfect 

choice—especially since the projections were a major part of the design concept for the 

show.  She also had some experience in set design, so this was useful when we were 

trying to figure out where to put the projection screens so that every seat in the thrust 

space could see it.  I was happy to hear lots of ideas and have collaborative brainstorming 

to help come up with solutions to problems such as this. 

Unfortunately, this problem of where to put the screen(s) was a difficult one to 

solve.  We could only obtain two projection screens, but even those were not the same in 

picture quality.  Most placements of screens would completely block sight lines or 

seriously impede reasonable light designs from certain angles.  Finally, a solution was 

found to have a scrim at the back of the stage where most people could see it and place 

two TV screens over the aisles (or voms) so that the extreme seats would also be able to 

see the images and interviews. 

Yi-Hui came to several rehearsals to see what the requirements would be.  After 

watching a rehearsal, Yi-Hui was concerned that the images used during the Boob Riffs 

would flash too fast for people to see.  I guess I never thought of that because I wanted it 

to have a sort of MTV feel, a system-overload assault of all these breast words and breast 

images.  She suggested that if she designed images to play at a slightly slower pace 

during the pre-show and intermission, people would understand that the images are 

breasts or breast euphemisms.  
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Yi-Hui’s faculty advisor brought up the same concern that so many images in a 

short time might be overwhelming for the audience and they may “turn off” at the very 

start of the play.  I listened to the concern, but disagreed.  I wanted a general overload of 

boob names and boob images, assaulting both Mina and the audience.  So I though that 

the pictures and names together in a sort of fast-motion overload worked for me.  

People’s brains can take in a lot more than we estimate.  Even if the audience did not see 

every picture, they got a general impression of “Boobs are everywhere.” 

At a production meeting on the 21st of October, Yi-Hui brought in some great 

pictures for the slide show during the show.  After sitting down with both the playwright 

and me, she understood more fully the idea of “breast icons” like Pamela Anderson, Anna 

Nicole Smith, Marilyn Monroe, Elizabeth Taylor, and Madonna.  Yi-Hui is from Taiwan, 

so the list of breast euphemisms was confusing to her.  Despite this cultural difference, 

Yi-Hui gave me exactly what I wanted.  I envisioned the Boob Riffs as violent and 

surreal, requiring a sense of the unattainable, and she achieved it with her images.    

Yi-Hui was also in charge of filming and editing the interviews.  The playwright 

insisted on having the task of reading through the transcripts of the interviews and 

picking out certain clips to fit into certain slots in the script, and I agreed because the 

words of the interviewees became text for the play.  I believe Yi-Hui was grateful to have 

someone else working on this part of the production, as she was already overloaded with 

the sheer numbers of images required for the projections.   

Jackie, Yi-Hui, my husband David, and I went around town looking for people to 

interview.  We brought along a simple legal waiver so that we could use people’s images 
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and words without being liable.  Between the four of us, we caught about two hours of 

interviews on various breast-related topics.  I was concerned about the sound quality of 

several of them.  We ended up not using many of them because of outdoor sounds.  Yi-

Hui shared my wish to avoid the “bad home movie” look to the interviews. 

We had three people over seventy, two girls under thirteen, a few moms and dads 

over forty, two pregnant women, and the majority of the rest were between twenty and 

thirty without children.  Most of the interviews I had were with Caucasians.  There were a 

few Hispanics and a few African-Americans, but no Middle-Eastern or Asian 

interviewees.  Jackie and I both agreed that shying away from using actors from our 

department was best because we did not want audience members to recognize an actor 

they have seen on stage and think that these interviews were set up and not real.     

By two weeks before the performance, Yi-Hui was starting to feel the strain of the 

amount of work required for her design.  The video clips and projection arrangement took 

her many more hours than she expected, even with Jackie arranging and categorizing 

them.  She was not able to get any computer help she needed.  I wish that I could have 

given her some more technical support.  

During the technical rehearsals of the show, more issues surrounding the TVs and 

projection screen surfaced.  I wanted to be faithful to the democratic idea of the thrust 

and make a good show for everybody, no matter where he or she might be sitting.  

Projections are a major issue in the lab theatre, because the main screen limits sightlines 

from several seats.   
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The first problem arose when Yi-Hui had to change her plan and instead of 

hanging the projector from the grid, she had to put it in the catwalk.  From that throw 

distance, the image would cover the entire back wall of the theatre.  She shrank the 

images and surrounded them with black so that the image and film clips would be a 

decent size.  Unfortunately, when she hooked the computer to the TVs, they also had a 

smaller image surrounded by black.  The TV screens were already small, maybe thirty 

inches, so having a tiny image on the screen did little to help the people in the extreme 

seats see the images, especially as they would be twenty five feet away from the screens.  

I asked Yi-Hui if she could enlarge the image again so that the TV screens would show a 

good-sized image. 

Before she got a chance to do that, we discovered some more technical problems 

with the TVs.  Because of problems with the circuiting, we did not use the TVs 

November 3rd or 4th.  In this time, we discovered that if the TVs and projector were 

plugged up to the laptop (we were doing our projections and interviews on PowerPoint), 

then all three units were knocked out of focus.  There was no way to focus the image on 

any of the screens if they were all hooked up together.  Not only that, but the laptop 

would not show any image at all when they were all hooked up, so the projection 

operators would be working blind.  I made the decision to cut the TVs two days before 

Sneak Peek. 

 If anyone on the production team had known about this issue from the start, or 

even a couple of weeks earlier, we could have made arrangements: roped off some seats, 

acquired another screen, or fixed the circuit.  But on the Friday of technical rehearsals, 
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there was very little I could do but hope that we would not sell out.  Sacrificing four seats 

out of ninety-nine was the best solution I could make when faced with the other option of 

showing small fuzzy images on the TVs and a large fuzzy image on the screen.   

 Yi-Hui spent countless research and formatting hours putting the projections 

together, not including the hours of video editing she did.  She is careful, hard working, 

creative, and unafraid to ask questions. 

 

Choreographer 

 From the start of this project, Genevieve Durham, Assistant Professor of Dance, 

expressed her sincere wish to help me with whatever show I directed for my thesis 

project.  Directing a play that contained several difficult dance pieces made her an ideal 

choice to ask to sit on my thesis committee.  She volunteered to choreograph Sugar’s 

strip dance scene and Kali’s performance piece.  I was grateful to have her artistic input 

and the chance to collaborate with her. 

 The afternoon of October 7th I saw a dance rehearsal with Karen and Genevieve in 

which they worked on choreographing the Kali scene.  Genevieve had obviously studied 

Indian and Asian styles of dancing.  The movements were very controlled, but also very 

close to the body.  When I envisioned this part of the play, I saw wide sweeping (but 

controlled) movements of the arms, legs, and body.  I also envisioned from the script a lot 

of aggression and ferocity and violence—yet all of it controlled.  What Genevieve and 

Karen had come up with was more sedate than I envisioned, so I asked if we could have 

those slashing or punching or thrusting movements at specific places in the performance 
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art piece.  Genevieve added and modified the dance to include some of these movements 

I requested.   

 The first part of Kali’s performance art piece contained a poem by Robert 

Herrick.  This poem describes strawberries dipped in cream, rubies surrounded by pearls, 

a rose bud in the center of a lily, and so forth.  All these beautiful images are metaphors 

for the breast and nipple of a woman named Julia.  But the idea that the subject of the 

poem is a nipple should be a surprise in the last line.  Therefore, I did not want the 

physical motions to bring attention to the nipple similarities until the very end of the 

poem.  At the first dance rehearsal I visited, the movements were breast-centered 

throughout, so we needed to change that before it became too ingrained.  Genevieve was 

able to make subtle changes in the first part so that the movement indicating nipples was 

saved for the last line of the poem. 

 On October 14th, Genevieve came to rehearsal in the theatre to help transfer Kali’s 

performance piece onto the actual stage and platforms we would be working on.  After 

much deliberation about the nature of Kali’s audience versus Mina’s audience, we 

decided to have Kali’s piece performed on the “uterus” shaped platform so that she had 

her own stage.  This made the back flip trickier, but Karen and Genevieve worked it out. 

 It was not until much later, October 26th, that we were able to block Sugar’s pole 

and lap dance.  We needed a sturdy pole—with Karen on stilettos and thirty inches off 

the ground, safety came first.  Genevieve and Karen were graceful and athletic, worked 

quickly and safely, and I thought the pole dance was tastefully done.  We incorporated 

the other actors into the scene and it met with Genevieve’s and my approval. 
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 I was pleased that Genevieve worked on this project with me.  I appreciated her 

guidance and skills.  It helped that she had been involved with theatre, not just dance, and 

we could communicate with a similar vocabulary.  I have learned that it is best to use a 

professional to deal with areas in which I have less training. 
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CHAPTER VII 

PERFORMANCES 

 

Sneak Peek, or final dress rehearsal with a non-paying audience, occurred 

November 6th, 2005.  The play went well for its first time in front of an audience.  I do 

not really believe in superstitions, but I do like routine and think it helps me get in the 

mood when I am acting.  I know not all actors feel the same way about getting ready to 

go onstage, but I feel like it is a good thing to have a scheduled moment all together just 

before they have to go to their places backstage. 

I also wanted to have a little pep talk with the crew during our Greenroom 

meeting every night.  After having worked in backstage crews on other shows, I realized 

just how important the running crew is—especially for making sure the right costume 

piece or prop is ready when the actor needs it and the cues are called at the right time.  

Any slip of attention on the crew member’s part spells disaster for the actors.  It is often a 

thankless job, so I made a point of thanking them for their hard work every night.  We 

could not have done this show without their support.  This pep talk became one of my 

routines that helped to center me and the people who worked on the show. 

For Sneak Peek, I sat in the stage left audience.  It was a great view of the show.  I 

could see the screen from where I was sitting, so that gave me some reassurance.  The 

only moment that was uncomfortable to me was during Kali’s piece, because the boom 

lights were right in my eyes.  There were a few problems with the projections, but I 

hoped that they would all get worked out for the rest of the performances. 
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 I was relieved when Radhica Ganpathy, an Indian graduate student, said she liked 

the Kali piece.  I was concerned with how she would feel about our “take” on the Indian 

goddess Kali, and whether or not it was violent and poetical enough, but not laughable.  I 

hoped no one would laugh at inappropriate times during the Kali scene.     

November 7th was opening night and I thought it went well except for a few weird 

performance goofs.  The night before, Karen forgot to bring out Mattie’s purse for the 

Restaurant scene (which made reaching for her ID very awkward as she had to mime it.)  

So for this performance, as a remedy, Karen brought the purse on during the Julie café 

scene as usual, but forgot to take it back after the scene was over.  This created an 

unresolved part of the scene.  The purse sat there for the next two scenes, even having it 

on the taller of the two ovaries during the Mom on the phone scene.  I just kept staring at 

the purse the whole time.  

Karen also had trouble with the fake breasts for Sugar’s scene.  During Sneak 

Peek, they started creeping downwards, making a very unflattering and unsexy silhouette.  

On opening night, the falsies stayed in place, but the audience could see the top of one of 

the fake breasts sticking out of the top of her leotard, making our suspension of disbelief 

even more difficult in this scene.   

Mattie could not get the money out of her jacket pocket during the strip club 

scene, but Karen adlibbed beautifully.  I truly thought something horrific was about to 

happen because Karen’s stiletto got caught in Mattie’s jacket when she was on the stairs.  

I could just imagine the possibility of Karen breaking her ankle again and us having to 

recast in the middle of performance week.  I could not even think about how awful that 
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situation would have been.  There are very few people in the department who could do 

this role; Universal Woman was difficult enough to cast as it was!  I was having anxiety 

over a situation that never even happened—but just the possibility of it happening was 

enough to have me gripping my husband’s arm through that section of the play. 

Aside from all of those glitches, we got a standing ovation.  I was truly very 

surprised and I did not know whether I should stand for my own show or whether that 

would be pretentious and self-gratifying.  Jackie and I were sitting together, hugging each 

other and crying, and we realized that we should support the actors and their fine work, 

so we stood up together. 

On November 8th, we had several major disasters, and Bill Kerns (the reviewer for 

the Lubbock Avalanche Journal) was in the audience.  He seemed to be enjoying himself 

despite the technical mayhem that was going on backstage and onstage.  The projections 

stopped completely at the top of the show, completely freezing on some sections and 

delaying on the Boob Riffs.  This, understandably, sent the rest of the show into a slump:  

Rob, my dear stage manager, called it “The Tuesday Slump” or “Second Night Slump.”  

Technical glitches during the second night’s performance centered around the 

laptop that was used for the projection images and interview clips.  The opening Boob 

Riff lagged behind the actors so the wrong picture was with the wrong word.  Then the 

computer froze and the entire first interview series had to be cut.  This was especially 

unfortunate because this first series sets the tone for the rest of the interviews and also 

helps set the tone for the entire show.  My light operator just brought the lights up for the 

Dr. Ellis scene, but Jeff was not yet changed into his costume and therefore was not ready 
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to go on.  Mattie just sat in the light of the scene for what seemed like eternity—in 

actuality, only a few seconds.  Boob Riff #2 also lagged, and then the Interview right 

after that cut off Mina’s funny line: “Sweater Meat?  You’ve gotta be kidding me!”  For 

the interview at the top of Act II, the computer did the same thing.  We skipped another 

important interview.  Luckily, Karen was ready when the lights turned on, so someone 

just prodded her out on stage.  Boob Riff #3 was terrible as well.  Karen was thrown off 

because of the pictures, and dropped several lines.  Perhaps the audience did not notice 

because there were too many other things going wrong. 

The Tuesday performance was just an “off” night, but the cast received a standing 

ovation again.  Even Bill Kerns stood up, but I was not sure if it was because he loved it 

or because he was ready to go.  He stood up and clapped for a few seconds but then 

immediately grabbed his coat and papers.  At least my actors did not know he was there 

that night.  Apparently, Jackie did not know either because she was surprised when I told 

her after the show. 

It was so frustrating when everyone was doing all they could to make the cues 

work but the computer kept messing up.  Rob did his paper work and noted the egregious 

errors in the Tuesday performance—it got Fred and Andrea’s, the department chair and 

lighting professor’s, attention to get the computer fixed.  The computer worked better on 

November 9th.  The show ran much more smoothly; it was an entirely different show.  

Wednesday was the first night we sold out.  I have to admit I was a little 

disappointed because of those two trouble seats on either side that could not see the 

projection screen.  I did not want anyone to have a bad seat.  I was told that we could not 
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tape off those seats.  I vowed that if one of my students was given one of those seats, I 

would trade seats with them. 

 The review from the Daily Toreador, the university newspaper, came out on 

Thursday, November 10th.  It was not very flattering at all, but fortunately, it was written 

by someone who has no idea about theatre and appeared not to understand the concept of 

the play—he thought the “shedding” of clothes helped save the play.  (See Appendix F, 

page 225.)    It actually never mentioned my name at all, so I was a little disappointed.  I 

was most worried about Jackie because it said some pretty awful things about the script.  

She seemed to take it well and even laughed about it.  That was good of her, and I hoped 

my actors were not too bothered either.  Several of the crew members were outraged by 

the review and some of them wrote in to the editor.  I was completely awed; it is a sign of 

a strong ensemble when the crew members who have to be there are loyal to the show.  

 We sold out Thursday and received a standing ovation again.  I hoped I would 

not come to count on those as an indication of whether it was a good show or not.  Our 

respondent, Dr. Bill Doll from Angelo State University, came to see the show that night.  

We had a great show that night, technically and artistically, so I felt pretty confident.  

Jackie knew him from her undergraduate work; he even directed her first play.  There 

was never a doubt in my mind that we would not get a good response from him, because 

the metaphorical deck was so stacked in our favor.  But then again, there was the issue of 

“did I direct it like he would have directed it?” 

 I did not really think he had a lot of negative criticism for us.  One thing he said 

was that he wanted Mina to get closer to the section B audience, or the middle section of 
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the thrust.  I agreed that some of that would be good, but it does cut off quite a bit of 

sections A and C, the side sections, which I was trying to be careful to give good 

sightlines to.  Also, he said that Mattie’s walking pattern was a bit repetitive.  I agreed 

here as well, but with the stationary set and performing on a thrust stage, I felt like there 

were not a lot of options for her to explore. 

 For the most part, he liked the characters and their development.  He felt that 

some of them were over the top and caricatures.  This was also true.  But that was one of 

the dangers of using only two actors to play all the extra characters:  in order to make 

them distinct, some exaggeration was needed.  He said that the characters became more 

honest as the play went along.  Two examples he mentioned as particularly honest were 

Doug and Dr. Taylor, both of whom were hard for the actors because they were so 

normal and so realistic.  To contrast the “realness” of these two characters, they had to 

make the others somehow different, and perhaps that took away from the believability of 

the other characters. 

 He also wanted to see more emotion from Mattie, that is, more of a range.  He 

liked when she got angry.  I thought we used those moments sparingly because I wanted 

them to be that much more powerful when she allowed herself to get angry.  If someone 

is angry all the time, I tend to turn them off and tune them out.  My students in my 

Theatre Appreciation class said that when she started getting angry in the Kali scene, they 

kind of stopped relating to her.  I am not unhappy with my choices in this regard. 

 Dr. Doll was concerned that the last two scenes moved too fast.  I agreed with 

him on this as well.  At first, I thought that it was just a technical thing and the cue was 
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being called early.  But it has become increasingly obvious that the dressing room scene 

finished so abruptly, the audience did not see Mina make her choice.  I asked Rob later if 

we could hold that blackout a few more seconds.  That was a hard transition because I 

could tell Mattie was thinking about her quick change into her robe and being naked in 

front of the audience for the next scene.  She had not been taking the time to have her 

revelation in this scene—the climax came with her decision at the end of the dressing 

room scene, not at the final moment of the play.  Mina has already made her decision by 

the time she asks Doug to take the picture.  The timing in the dressing room scene was 

one major failing of mine and I take the blame for this scene being not quite right. 

 Dr. Doll also asked whether I thought the play was more about breasts or about 

cancer.  I said that I thought that the play was about the possibility of losing a breast in a 

boob-obsessed society.  He thought it was more about cancer and death.  I have the 

feeling that Jackie intended it to be more like that too.  But the text does not support that 

intention to me.  Mina worries constantly about not having a breast.  Almost all of the 

mini-scenes have to do with breasts and American culture.  (I exclude the first Julie scene 

and the scene with Doug).  Even her monologues mention more about breasts than about 

life or death.  In the end, she does choose life, but the audience gets the feeling that she 

almost chose to keep her breast so that she could be “normal” instead of losing it in order 

to live.  If Jackie would like the play to be more about death, then I think she needs to 

show it in her script.   Actually, I like the script as-is—it feels complete and well-written. 

 On November 11th, the review of the show came out in the Avalanche Journal.  

I was not sure how Bill Kerns would review the show because he saw it on such a 
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wretched night.  At any rate, this was perhaps the nicest review that I have ever seen 

given to a show here.  (See Appendix F, page 227).  He loved it.  This review gave the 

cast, crew, Jackie, and me some vindication.  The review and the great response from Dr. 

Doll gave us a much-needed pick-me-up.  We sold out and got another standing ovation 

that night.   

Friday, November 11th was also the art auction to raise money for the Susan G. 

Komen Foundation.  My mom, brother, sister-in-law, niece, and best friend came to the 

show and the auction.  Julie, my brother’s wife, donated a painting.  Jackie and I helped 

solicit art donations from the community.  Unfortunately, we did not make nearly as 

much for the Susan G. Komen foundation as I wanted to.  I wanted this to be a big deal.  

The Vagina Monologues, sponsored by the Feminist Majority Leadership Association, 

raises lots of money every year for the Rape Crisis Center.  Somehow I figured that our 

production would have a similar audience and similar support.  Even though we sold out 

almost every night, our art auction was a tremendous flop.  Almost every art piece or 

donation went for the minimum bid and we did not even sell everything.  Jackie and I 

decided that it would be better to donate the rest of the art to the Vagina Monologues’ art 

auction. 

On November 12th, we sold out and got another standing ovation, our sixth in a 

row.  This was the best night that we had.  Nothing technically went wrong, no lines were 

dropped, and the acting was solid.  

November 13th, our final performance, was like the day after Christmas.  The 

party was over, the presents were all unwrapped, I was exhausted, I was broke, my house 
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was a wreck, I was tired of family, and I had tons of work I had been putting off and still 

needed to get done.  Energy was low on our final day.  Matinees are often lackluster, but 

I think the problem was that we did not want to let the show go yet.  There were no flubs 

or mishaps, but the actors dragged and cues were late (not by much, but there was a 

decided lethargy).  That said, when the strike was over, I certainly was pleased with our 

work and what we had done.   
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CHAPTER VIII 

FINAL THOUGHTS 

 

I was extremely fortunate to work with Jackie Rosenfeld on the world premiere of 

her play.  I loved the play so much—both what it had to say and the way it said it.  It 

made me realize how important theatre can be in raising people’s awareness of other 

walks of life or hitherto taboo subjects.  So many people thanked me for this play and the 

conversations that they were able to have after seeing the play.  All I can say is that the 

play touched me and changed me, and I am spiritually richer and wiser for the 

experience. 

In this process, I learned a few valuable lessons about delegating.  I can either do 

things myself, stress myself out and make the people around me miserable, but have 

things done the way I want them; or I can delegate, not have to spend extra time and 

stress worrying about things that are not my job, but then not know if I am going to get 

the results I want.  I learned that I should only collaborate with people I trust if I want to 

be happy with the results.   

Nevertheless, employing both delegation and collaboration is the only way to 

succeed in a theatre production.  It is only effective if I make sure that the delegated tasks 

are possible within the capabilities of those to whom I delegate, and that they have the 

resources, tools, and support they need.  To delegate well is to follow these important 

steps: communicate, trust, facilitate, verify.  At some times and with some people, this 

worked well; with others, it did not. 
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I need to remember to be diligent in articulating and communicating my vision.  

Just because I understand my vision does not mean everyone else does.  My typical way 

of helping people see my vision is to guide them in self discovery through questioning.  

This worked well for the cast, but not always for my designers.   

In addition to these lessons in delegation, I should stop worrying about what other 

people think about my artistic endeavors.  No play is ever going to be exactly perfect—

that is part of the collaborative nature of theatre.  Also, no two people will ever agree on 

what is perfect.  Theatre is not a solitary art, and I can only do the best I can with what I 

am given.  I understand that I should listen to constructive criticism, but I have to know 

in my heart that I have done a good job.  And I know. 
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KEEPINGABREAST 
 
Cast of Characters 
 
MINA ---  A 28 year old single woman with breast cancer. 
 
UNIVERSAL MAN (in order of appearance) 
DOCTOR ELLIS  ---  Mina’s Oncologist 
DAD ---  Mina’s father 
GROOMSMAN ---  man in his early 30’s 
RICHARD ---  20 year old college student 
MARK ---  cashier at adult bookstore 
ROB --- man at strip club 
DJ’S VOICE – DJ at strip club 
SOPHANDA COX --- drag queen, late 20’s 
DOUG --- Julie’s husband.  Mid 30’s 
PROFESSOR WAGNER – professor, late 50’s 
 
UNIVERSAL WOMAN (in order of appearance) 
JULIE --- Mina’s best friend 
MOM ---  Mina’s mother 
MARIE --- Waitress in her mid twenties 
RACHEL --- a woman in her mid twenties 
DOCTOR TAYLOR --- an oncologist, mid 40’s 
TAMARA  --- sales clerk, 30’s 
SUGAR --- stripper, exotic dancer, mid 20’s 
KALI  --- performance artist, late 30’s 
 
Time: 
The present. 
 
Place: 
Various locations within a city in the United States of America. 
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KEEPINGABREAST 
 
 
Notes: 
All characters, other than Mina, will be played by one man and one woman.  
 
Though each of the universal characters is only briefly on stage avoid caricature.  Trust 
that all of these characters are going about their lives doing the best they can in their 
given circumstances. 
 
Throughout the play brief filmed interviews play on projection screens.  These should be 
filmed at familiar local spots to give a sense that the play takes place here and now.  The 
director may choose to use the interview questions and answers within the script, using 
the Man and Woman as the interviewees, or film real man on the street interviews using 
the following kinds of questions: 
 What do you think of breasts? 
 How do you feel about fake breasts? 
 What kind of breasts do you prefer? 
 How do you feel about breast feeding? 
 Are you a boob man? 
Interview segments should not last longer than 1 minute. 
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ACT I 
 

MINA 
I hate the word tits.  I hate the word titties more.   
 

 (The projection screens  
 start flashing pictures of breasts  
 in a distinct rhythm.  All three  
 actors are on stage.  Once the  
 rhythm of the flashing breasts is  
 established, the actors begin   
 chanting euphemisms  for breasts.   

Music may be used to  
 underscore.)   

 
      MAN 
Headlights.  Hooters. 
 
      WOMAN 
Boobs.  Boobies. 
 
      MAN 
Ta-Ta’s.  Tig O’ Bitties. 
 
      WOMAN 
Smoke Stacks.  Shelves. 
 
      MAN 
Racks.  Raisins. 
 
      WOMAN 
Pinatas.  Puppers. 
 
      MAN 
Tomatoes.  Torpedos. 
 
      WOMAN 
Chaloopas.  Chandeliers. 
 
      MAN 
Naughty ninnies.  Knockers. 
 
      WOMAN 
Milk Wagons.  Muffins. 
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      MAN 
Goal posts.  Gazongas. 
 
      WOMAN 
Dueling Banjos.  Dirty pillows. 
 
      MAN 
Winnebegos.  Watermelons. 
 
      MINA 
I mean really.  How hard is it to say breasts? 
 

(Lights out.  MAN and WOMAN 
exit.)   

INTERVIEW #1 
 

(Lights up low on MINA sitting on 
the edge of a hospital bed. She wears 
pants and a blouse that she is 
buttoning as the lights rise.  She 
wears a head covering with a hair 
piece attached.  A few moments 
pass.  DOCTOR ELLIS’ voice is 
heard from offstage.  Most of what is 
said is inaudible, but key words, 
those in bold, are louder and clear.  
DOCTOR ELLIS is an older doctor.  
He is abrupt and impersonal.  
DOCTOR ELLIS speaks quickly 
during this scene, rattling off facts 
and figures.  He never makes eye 
contact with MINA.)  

      
DOCTOR ELLIS VOICE 

Chemotherapy has not shrunk the tumor as much as we had expected.  Unfortunately, 
despite our best efforts, it. . . 
 

(DOCTOR ELLIS enters reading 
from chart.) 

 
      DOCTOR ELLIS 
. . . is still about four and a half centimeters. 
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MINA 

What?  
 
      DOCTOR ELLIS 
The tumor. 
 
      MINA 
I didn’t hear what you said before you came in the room. 
 
 
 
      DOCTOR ELLIS 
Right.  Like I just said, the chemo helped but maybe not enough.  It shrunk. . .what. . 
.umm. . .---let me see here.  (refers to chart) 
 
      MINA 
It shrunk a half a centimeter. That’s like a quarter of an inch.  That’s it? 
 
      DOCTOR ELLIS 
No.  It’s more like a fifth of an inch.  This pencil eraser is a little bigger than five 
millimeters.  
 
      MINA 
Eight rounds of chemo for an eraser?  Four months of my life for a fifth of an inch?  Are 
you kidding me? 
 
      DOCTOR ELLIS 
Have you been keeping up with your medication? 
 
      MINA 
Yes. 
       

DOCTOR ELLIS 
The Torecan? 
 
      MINA 
That’s for the nausea, right? 
 
      DOCTOR 
Yes.  How is it working? 
 
      MINA 
I only vomited once last week. Is there anything— 
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      DOCTOR ELLIS 
What about mouth sores? 
 
 
      MINA 
They aren’t nearly as bad. But what can— 
 
      DOCTOR ELLIS 
Diarrhea?   
     
      MINA 
Some.  The constipation has been worse.  Um, why didn’t— 
 
      DOCTOR ELLIS 
How’s your hair? 
 
      MINA 
(Gives up.) I’m starting to feel a little stubble. 
 
      DOCTOR ELLIS 
Good.  It should continue to grow back without problems.  Have you started menstruating 
yet? 
 
      MINA 
No. 
 
      DOCTOR ELLIS 
That’s not surprising.  It’s still too soon.  We won’t worry about menopause having set in 
permanently for another few months.  Getting any exercise? 
 
      MINA 
I haven’t been able to run since the first round.  But I go walking every day. Seriously, 
Doctor Ellis, I’m doing it all by the book.  I take all the medicine, I eat right, I exercise. I 
even visualize and make affirmations. 
 
      DOCTOR ELLIS 
Have you discussed your diagnosis and treatment with your family? 
 
      MINA 
My parents know. I’ve told a few friends. 
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      DOCTOR ELLIS 
So you have a support system? 
 
      MINA 
Yeah.  Kind of. 
      DOCTOR ELLIS 
Are you seeing someone? 
 
 
      MINA 
I’m not. 
 
      DOCTOR ELLIS 
I think you should.  It would help. 
 
      MINA 
Help with what?  The sexual frustration?   
    
      DOCTOR ELLIS 
I’m serious. 
 
      MINA 
You want me to take out a personals ad?  Single White Female with Breast Cancer 
Seeks?  Seeks what?  A possibly temporary dating situation? 
 
      DOCTOR ELLIS 
Dating?  That’s not what I meant.  Your romantic life is none of my business.  What I’m 
wondering is, are you seeing a therapist?   
 
      MINA 
No. 
 
      DOCTOR ELLIS 
You should.  All this hostility you are carrying around won’t help your condition. There 
is usually a "let down" after chemotherapy is over. Just when you think you should be 
celebrating, you find yourself feeling very vulnerable.  Have you been feeling 
vulnerable?  

(Doesn’t wait for answer.) 
I can write a referral.  Your HMO should cover it.  I have a colleague I can recommend.  
He’s actually an old friend of mine.  We’re golf buddies.   
 
      MINA 
You want me to see your golf buddy?  Shouldn’t I see someone who knows less what it’s 
like to have a caddy and more about what it’s like to have breasts? 
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      DOCTOR ELLIS 
He specializes in the cultural construction of illness and healing with an emphasis on the 
female experience.   
  
      MINA 
Sounds great.   
 
      DOCTOR ELLIS 
And he’s got one hell of a cut shot. 
 
      MINA 
Okaaay. 
 
      DOCTOR ELLIS 
(Distracted) Where were we? 
 
      MINA 
Right here. (she points) Four and a half centimeters.   
 
      DOCTOR ELLIS 
Of course.  We were able to shrink it down half a centimeter. 
 
      MINA 
I know that, but what does that mean? 
 
      DOCTOR ELLIS 
It’s a half a centimeter larger than we’d like it to be. 
 
      MINA 
It’s FOUR and a half centimeters larger than I’D like it to be. 
 
      DOCTOR ELLIS 
Well, yes. 
 
      MINA 
So what do we do about it?  More chemo? 
 
      DOCTOR ELLIS 
We don’t have time to do another cycle of chemotherapy.  We need to make surgical 
arrangements. 
 
      MINA 
The lumpectomy? 
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      DOCTOR ELLIS 
If the tumor were smaller than four centimeters we would do the lumpectomy straight 
away, no question.  But the size of the tumor is now creating more of a problem.  I am 
inclined to recommend a mastectomy.  But a lumpectomy could still be possible.  It’s a 
very difficult decision, I’m afraid. I want you to take two weeks and think about it. 
Consider having a mastectomy instead.  It really is the safest option. 
 
      MINA 
Two weeks?  That’s not very long.   
 
      DOCTOR ELLIS 
The longer we wait the greater the chances are the cancer could metastasize.   
 
      MINA 
What about implants or reconstruction?  How much more painful is a mastectomy? 
 
      DOCTOR ELLIS 
I know this is a lot to consider, and not at all what we were expecting.  I’m going to go 
find some brochures. 
 
       (He starts to exit.) 
 
      MINA 
Doctor Ellis, what would you tell your daughter to do? 
 
      DOCTOR ELLIS 
I don’t have children. 
 
      MINA 
Your wife? 
 
      DOCTOR ELLIS 
I’m not married.  Come back and see me in two weeks with a decision.  And let me know 
if I can answer any questions for you. 

 
 (DOCTOR ELLIS    
 exits.  The lights   
 fade, leaving Mina   
 in a small pool of   
 light.  She begins   
 monologue where she  
 is seated) 

 
INTERVIEW #2 
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       (Lights up full on MINA.) 

 
      MINA 
I had never done a breast self-exam.  Sure, I've touched my breasts plenty of times.  
Others have touched my breasts plenty of times.  But I never went feeling for something 
that probably wasn't there.  
 
Because women my age don't get breast cancer.  Didn't you know that?  I knew that. 
 
But it was there.  I have breast cancer.  It found me. 
 

(She rises.  The lights shift to an area 
with a full-length mirror. MINA 
crosses to the mirror.) 

 
I had been out with the girls, a bachelorette party the night before my best friend Julie's 
wedding.  
 
I was tipsy.  Okay, I was drunk.  And as soon as I walked in the door I kicked off my 
heels and started pulling my clothes off.  My jacket, my top, my pants and thong and then 
my bra.  Only I couldn’t get it undone. I had my arms all twisted up behind me yanking at 
the hooks, but they wouldn’t budge.  So I pulled the damn thing off over my head.  And 
as my hand grazed my breast, I felt it.   
 
A marble firm lump.   
 
It wasn't the buzz kill you might be thinking it was.  Remember, I was smashed.  I 
thought it was a goose egg.  A boob goose egg.  I played the whole night out in my head, 
as much as I could remember, trying to figure out when I smashed my left breast into 
something.  Was it at the bar when I was leaning against the corner doing tequila shots?  
Or was it in the ladies room when I fell into the stall.  
I fell asleep curious, not worried. 
 
Why would you worry about your breasts?  I mean, really.  Breasts are relatively 
harmless.  They’ve never given me trouble before.  Except for when they first started 
coming in. 
 

(MAN enters with a magazine rolled 
up under his arm. DAD is a strong 
father type more prone to logic than 
to emotion.  His love for Mina 
should always be apparent on his 
face if not in his words.)   
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      MINA 
(as a little girl)Daddy! 
 
      DAD 
Hey, Pumpkin!  How’s my baby girl? 
 
      MINA  
(as a little girl) I’m great, Daddy!  How are you? 
 
      DAD 
If you give me another hug, I’ll be super! 
 
       (They hug.) 
 
      MINA 
(as a little girl)I love you, Daddy! 
 

DAD 
I love you, too, Mina! 
 

 (They separate.   
 DAD freezes.) 

       
MINA 

At six I was daddy’s little girl.  At twelve, when I only needed a training bra, my 
emerging breasts were already making him uncomfortable. 
 
       (MINA turns back 
       to DAD.) 
 
      DAD 
What’s the matter, Pumpkin? 
 
      MINA 
(as preteen)Bobby Landry asked Michelle to go to the roller rink and not me. 
 
      DAD 
Bobby Landry is a good for nothing anyway.   
 
      MINA 
(as a preteen)But Daaaaaad. 
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      DAD 
I think you’re still too young to be dating.  Don’t worry.  Someone will ask you to go, 
too.  When you’re old enough. 
 
      MINA 
(as a preteen)Dad!  I’m almost thirteen.  I’m growing up. 
 
      DAD 
I know. 
 
      MINA 
(as a preteen)I love you, Dad. 
   

(She opens her arms for a hug.  DAD 
does not move.) 

 
      DAD 
I love you, too. (As he exits.)  Honey, has Mina started her period yet? 
 
       (MAN exits.) 
 
 
      MINA 
I think he was disappointed that I wasn’t his little girl anymore.  I hate disappointing my 
dad. 
(Pause.) 
So.  Anyway. 
 
I didn't think about the lump when I woke up.  I was too busy downing Advil with Diet 
Coke.  It was Saturday, and I didn't have anywhere to be until the wedding that evening.  
I hung out in my pj's watching tv and eating stale Doritos with cold bean dip.  I painted 
my nails red and put a clay masque on.  It was my first time being a maid of honor, not 
just a lowly bride's maid, and I wanted to be the hot maid of honor.  The sexy one. The 
one the guys couldn't take their eyes off of, you know?   
 
Before I got in the shower I stood in front of the mirror naked and checked out the 
merchandise. I'm creeping up on thirty.  It's important to be sure nothing sags (cups 
breasts) or drops (pats butt) too much.  If they do, that means an extra hour at the gym 
every week.   
 
I'm okay with my body.  It's average.  Average height, average weight ish, and average 
breast size.  I’m happy to have an average body.  It doesn’t give me much to complain 
about.  Boys like it.  Some girls like it.  I appreciate it.  In the right dress, like the red 
number Julie and I picked out for her wedding, I can be stunning. 
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After spending a considerable amount of time trying to look at my reflection the way a 
rich, handsome, wild in bed stud might, I got in the shower.   
 
That's where it all came back to me.  As I lathered up and spread ginger peach body scrub 
all over my torso, I felt it again, that hard marble in my breast.  In spite of the steaming 
hot water pounding down on me, I went dead cold.   
 
It was a moment I wanted to preserve, to stop in its tracks, because I knew, I knew 
without a doubt, that as soon as I turned off the water and stepped onto the purple rug, my 
life was going to be different. 
 
I did all the right things that night.  I stowed the new finding carefully in the back of my 
mind.   

 
(MAN enters. He stands behind 
MINA. As she talks he puts his arms 
around her and nuzzles his face in 
her neck.) 
 

I made it through the wedding with smiles and winks for everyone.  I enjoyed myself.  I 
was stunning.  Hell, I was smoking hot.  I even went home with one of the groomsmen.   
 

(MAN cups Mina’s  breasts.) 
 

And every time his hands touched me I was terrified he’d say: 
 
      GROOMSMAN 
What’s this big ass lump in your tit? 
 
       (MAN exits.) 
 
      MINA 
I got an appointment with my gynecologist Monday afternoon.  At first they tried to put 
me off to the end of the week, my being in a low-risk category and all.  Remember, I’m 
twenty eight with no family history of breast cancer.  I tried being assertive, demanding, 
loud, but it was the crying that finally got me in at three o’clock. 
 
Within a week I had been pinched, prodded, stuck and x-rayed.  Breast cancer.  Stage 
two.  I had a five centimeter lump in my left breast.  I found out while Julie was on her 
honeymoon.  I waited until she got back to tell her. 
        

(MINA crosses to a small table 
where  JULIE is sitting  
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flipping through a magazine, 
drinking a cup of coffee. MINA sits.  
The conversation is already in 
progress.) 

   
      JULIE 
Last night Doug asked me if he could have the guys over this weekend. 
 
      MINA 
Yeah? 
 
      JULIE 
To play freaking video games. 
 
      MINA 
Which ones? 
 
      JULIE 
Hell.  I don’t know.  Playbox or X-station, or something.  We’ve only been back from 
Cancun for a week, and he’s itching to have the guys over to get wasted, smear Cheetos 
on the brand new white sofa, and play nerdy games.   
 
      MINA 
So you said no? 
 
      JULIE 
I said yes.  I can’t say no to him when he’s nibbling on my neck.  He knows how to get 
me to say yes to anything.  Oh!  He’s inviting Tom.   
 
      MINA 
Tom? 
 
      JULIE 
Don’t be coy.  The hottie you went home with after the wedding. 
 
      MINA 
I didn’t think you noticed I left with— 
 
      JULIE 
Oh come on, Mina.  It was my wedding, not my funeral.  We all noticed the two of you.   
 
      MINA 
Oh, God. 
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      JULIE 
You could come over, too, you know?  While the guys veg out. You could help me write 
thank you notes.  We’ll make margaritas and see what happens. 
 
      MINA 
I’m not up for that right now. 
 
      JULIE 
Oh come on.  It’ll be fun.  We could go on couples dates.  Doug will take your 
engagement picture.  I’ll be your matron of honor. Our children will play together. 
 
      MINA 
(Spits it out quickly.) I found a lump in my breast. 
 
      JULIE 
What? 
 
      MINA 
The night of your bachelorette party, I found a lump in my breast. 
 
      JULIE 
A lump?  You know, I bet it’s one of those cysts.  I read something about them last 
month in Cosmo.  Fibroid cysts or something.  You should get it checked out. 
 
      MINA 
I did.   
 
      JULIE 
What can they do about it? 
 
      MINA 
It’s not a cyst. It’s a malignant tumor. 
 
      JULIE 
Are you sure? 
 
      MINA 
They’re sure, so I feel sure.  I have an appointment tomorrow to find out what happens 
next.   
 
      JULIE 
But we’re too young for this. 
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      MINA 
I know. 
 
      JULIE 
Can I do anything? 
 
      MINA 
Not yet.  I don’t know anything yet. 
 
      JULIE 
Okay.  I’m sure it’s nothing too serious.  You’re going to be fine.   
 
      MINA 
I hope so. 
 
      JULIE 
You will be.   
 
      MINA 
Right.  Hey, do you think you could come with me— 
 
      JULIE 
Oh, Mina, I’m sorry. I hate to do this, but if I don’t go now I’m going to be late.  I’ve got 
to meet Doug at his mother’s.  She’s trying to get me involved in one of her women’s 
clubs, and I need Doug by my side so I can be strong enough to tell her no. 
 
      MINA 
Oh.  Okay. 
 
      JULIE 
Here.  Let me leave you a five to cover my— 
 
      MINA 
No. Don’t be silly.  I got it. 
 
      JULIE 
Call me. 
 

(JULIE exits.  MINA  crosses back 
to mirror.) 

     
      MINA 
I did chemo for eight weeks.  It goes exactly as you would expect for being hooked up to 
an IV and having poisonous chemicals poured in to your bloodstream. The nausea has 
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been the worst part.  I’ve learned to eat mostly soft foods.  Tortilla chips hurt like a bitch 
when they come back up.   
 
And so the tumor shrunk.  A little.  Not enough.  And now I’ve got this big decision to 
make.  On my own.  No husband or boyfriend to consider or talk things over with.  No 
babies.  The decision is all mine. 
 
But this should be an easy decision, shouldn’t it?  My breast or my life.  Simple.  Cut and 
dry.  At twenty eight you’d assume I know what I might be losing, the significance of my 
own breasts.  But I don’t.  No more than I know the global significance and symbolic 
relevance of my knee caps.  I know they’re important.  I know they mean something.  But 
it would take someone telling me that I should cut one of them off for me to really stop 
and think about them.  And understand that I know so very little. 
 
I’ve got fourteen days to decide.  I have to take my breasts into my own hands. 
 
And like every other time I’ve decided to do something on my own and in my own way, I 
call Mom. 
 

(WOMAN enters holding a phone to 
her ear, while  mixing something in a 
bowl.  MOM is warm and sweet, but 
very wrapped up in appearances.  
What would people think if her 
daughter only had one breast?  
Surely that she did something 
wrong.) 

 
      MOM 
I know you need to do what the doctor tells you, but I think it’s such a shame.  You’ve 
got nice tzitzkas.  You get ‘em from my side of the family.  Round and plump.  Not too 
far apart like your cousin Edith’s.  Your hair you get from your father, right.  Your nose?  
Now I don’t know who you get that nose from. 
 
      MINA 
Mom, my nose isn’t the issue.  It’s my breast.  So, you say stick with the lumpectomy, 
then? 
  
      MOM 
Mina, Mina.  If you were married.  If you already had children.  I’d say play it safe and 
have the mastectomy.  But you’re coming up on thirty now and well…we know how men 
are, don’t we?  They love the tzitzkas.  They can’t help it.  It’s because of their mothers— 
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          MINA 
But I’ve got other things going for me, don’t I? 
 
      MOM 
Of course you do.  You have beautiful eyes.  You get those from your grandma Sadie. 

 
(WOMAN exits. MAN enters.) 

  
      MINA 
Cancer schmancer.  My mother wants to dance at my wedding and figures these are the 
best dowry I’ve got. I don’t need to talk to my dad about the new developments.  When I 
told him about the cancer diagnosis he said: 
 
      DAD 
Get rid of it.  Have it removed, Pumpkin, the whole megillah.  Don’t take any chances. 
 
      MINA 
I knew he was upset.  I could tell by the calm, still, insistent way he told me to— 
 
      DAD 
Remove it, Mina. 
 
      MINA 
He didn’t want to discuss it.  He simply wanted me to do what he said, and solve this 
problem in the most efficient way possible. 
 
      DAD 
Nip it in the bud, Pumpkin, before it gets worse. 
 
      MINA 
Such a clear thinking, logical man, my dad.  Mom said he cried all that first night.  Then 
spent a week or two pissed off at the world because his little girl was sick. 
He wants me to play it safe.  He doesn’t want me to snip off just the smallest amount now 
and spend the rest of my life, and the rest of his, wondering when it’s going to come 
back. 
 
      DAD 
Put it all behind you.   
  
      MINA 
What he doesn’t realize is that this will never be all behind me.  Since it would be 
impossible to remove all the breast tissue, even with a mastectomy, I would still have a 
chance of the cancer coming back.   
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      DAD 
Look at the numbers.  You prefer twenty percent if you keep it?   
 
      MINA 
I know he wants me to be alive and healthy.  But I wonder if my being desexualized in 
some way makes him feel more at ease. 
 
      DAD 
I love you, Mina.  And I think you are a wonderful woman with or without them. 

 
(DAD exits.  Lights dim on MINA as 
she crosses to a small table and 
chair.) 

 
INTERVIEW #3 
 
       (Interview ends.  Lights up on MINA 
       and Richard.) 
 
      MINA 
I haven’t had a drink since I started chemo.  I probably shouldn’t drink now, but I need 
something to help me relax.  I called Julie to see if she’d meet me here, but I just got her 
answering machine.  
 

(MINA sits.  MARIE enters and 
crosses to RICHARD.  MARIE is a 
seasoned waitress. She is brash in 
such a way that turns RICHARD on. 
If needed, her bra is stuffed to create 
large, supple breasts.  SHE wears a 
low-cut blouse.) 

 
      MARIE 
You need another, hon? 
 
      RICHARD 
Yeah.  Please. 

(MARIE takes his glass and starts to 
cross to MINA.) 
 

Wait. 
 
      MARIE 
You want some chips or fries or something? 
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      RICHARD 
Sure, cheese fries.  With chili.  But I was thinking maybe you could bring me a beer this 
time. 
 
      MARIE 
Let me see some I.D. 
 
      RICHARD 
I told you, I forgot it. 
 
      MARIE 
Your I.D. 
        

(RICHARD pulls out wallet and 
hands MARIE his I.D.) 

 
That’s what I thought.  You’re twenty, kid.  You want me to lose my job? 
 
      RICHARD 
No.  No.  But see, I’ll be twenty-one next month. 
 
      MARIE 
Then next month you can have a beer.  On me.   
 
      RICHARD 
When you say “on you” do you mean that literally?  (He leers at her chest.) 
 
      MARIE 
(Ignoring his remark.) Another root beer and some chili cheese fries.   
 
      RICHARD 
Yeah, and make ‘em spicy, baby. 
 
      MARIE 
You’re something else. 

 
(SHE writes on his ticket, then 
crosses to MINA.) 

   
Sorry you had to wait.  What can I get for you? 

  
(MINA is caught off guard at having 
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MARIE’ breasts in her face.  
MARIE notices.) 
 

(Sarcastically)Did I spill something on my shirt? 
 
      MINA 
Oh.  No. No.  I was…reading your nametag.  How do you say that? 
 
      MARIE 
Marie. 
 
      MINA 
Very pretty name. 
 
      MARIE 
What can I get you? 
 
      MINA 
Jack and coke. 
 
      MARIE 
I.D., please. 
 
      MINA 
Seriously?  You might just be my new best friend. 
 
      MARIE 
We have to card anyone that looks under 35. 
 

(MINA pulls I.D. from a pocket.) 
 

Thanks.  Anything else? 
      

MINA 
That’s it. 
 

MARIE 
I’ll have it right out. 
 
        (MARIE exits.) 
 
      RICHARD 
Hey. 
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      MINA 
Hi there. 
 
      RICHARD 
How’s it going? 
 
      MINA 
You want the usual or the truth? 
 
      RICHARD 
The truth, of course. 
 
      MINA 
Oh, I’m just being--it’s going great.  You? 
 
      RICHARD 
If Denver beats Kansas City it’ll be going perfect. 
 
      MINA 
You from Denver? 
 
      RICHARD 
No.  But my ex-girlfriend is from Kansas City. 
 
      MINA 
Sweet revenge. 
 
      RICHARD 
Oh yeaaaah.  Hey, I’m Richard. 
      
       (HE stands and crosses to shake  
       MINA’s hand.) 
 
      MINA 
Mina.   
 
      RICHARD 
Good to meet you. 
 
      MINA 
Do you go by Richard or do they call you Rich or Ricky or Dickie? 
 
      RICHARD 
(He’s heard this a thousand times.) Just Richard. 
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       (RICHARD sits. MINA smiles.)  
       

MINA  
(Oozing sex.) What do you do, Dickie? 
 
      RICHARD 
When you say it like that, it sounds kinda dirty.   
 
      MINA 
Good.  So what do you do? 
 
      RICHARD 
I’m a student at Tech. (Or name of local college.) 
 
      MINA 
What’s your major? 
 
      RICHARD 
Marketing. 
 
      MINA 
Fascinating. 
 

(MARIE enters with drinks and a  
     plate of chili cheese fries. She carries 

them to MINA’s table. ) 
 
      RICHARD 
How ‘bout you? 
 
      MARIE 
One root beer and a basket of spiiicy chili cheese fries for the kid and a Jack and Coke for 
the lady.  Anything else I can do for the two of you? 
 
      RICHARD 
You could join us. 
 
      MARIE 
Wouldn’t that be nice?  But I’ve got work to do.   
 
       (MARIE exits.) 
 
 



 

 

 

143 

      RICHARD 
You should work here. 
       

MINA 
You think? 
 
      RICHARD 
Oh yeah.  You’d look hot in one of those get ups.  Maybe a little skirt and a tight shirt.  
Like hers. 
 
      MINA 
You don’t think I’m too old? 
 
      RICHARD 
Twenty three is not too old.  You’re about twenty three, right? 
 
      MINA 
Right. 
 
      RICHARD 
Yeah.  You should work here.  You’d load up on tips.   
 
      MINA 
(loving the attention) Would you be a big tipper? 
 
      RICHARD 
Hell yeah.  If you took that off— 
 
       (He reaches for her hat, she grabs his 
       hand and sets it back on the table.   
       He picks up a  fry.) 
 
and wore your hair down.  Yeah.  I’d tip you big. 
 
      MINA 
I’d like that. 
 
      RICHARD 
You want some fries? 
 
      MINA 
No thanks. 
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      RICHARD 
They’re real spicy. 
 
      MINA 
Really.  I’m fine. 
 
      RICHARD 
Is that the usual or the truth? 
 
      MINA 
(sweetly) Right now it’s the truth. 
            
      RICHARD 
Let me ask you something. 
 
      MINA 
Sure.  Ask me anything. 
 
      RICHARD 
Man.  I don’t know.  Maybe I shouldn’t. 
 
      MINA 
Oh come on. Stop being coy, Dickie. 
 
      RICHARD 
Do you think…Well.  Do you— 
 
      MINA 
Yes? 
 
      RICHARD 
Do you think it would be out of line for me— 
 
      MINA 
No.  It absolutely wouldn’t be. 
 
      RICHARD 
Really?  Great. 
 
      MINA 
Great! 
 
      RICHARD 
And you think she’ll say yes? She’ll go out with me?   
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      MINA 
The waitress? 
   

RICHARD 
Yeah.  She’s just got the greatest tits I think I’ve ever seen.   
 
       (MINA rises and crosses back to  
       mirror.  Lights fade on RICHARD.) 
 
INTERVIEW #4 
 
      MINA 
I have eleven days left to make a decision.  I’m feeling anxious and sitting around the 
house watching Lifetime movies isn’t helping matters.   
 
I want to see breasts the way men see them.  I want to see happy fun bags.  Sweater meat.  
Winnebagos.  I want to think about breasts, not as these fleshy things I have to strap into 
a bra every day, but with sex.  With horniness and fucking and lust.  I want to see what 
all the hype is about. 
 
If I had balls (gestures to crotch) instead of bazongas (grabs breasts) I’d go to a strip 
joint.  Instead, I’m going to The Underground Spelunker—the hottest adult bookstore 
within a one mile radius of the city limits. 
 
       (She stands and crosses into the  
       bookstore which consists of a  
       counter with advertisements on  
       the front.)  
 
I don’t ask Julie to come with me here.  This is no place for a lady.  I walk in the door 
and am hit with the smell of Lysol.  It is a nice smell, but knowing it covers something 
more musky kind of makes my stomach turn a little.   
 
There are rows and rows of dildos, vibrators, lubricants, handcuffs, nipple clamps and 
whips.  I ignore the urge to browse. 
 
Then past the rows of videos.  Dude, Where’s My Dildo?, The Anal Girls of Tobacco 

Road, Moulin Splooge and Maliboobies are a few that catch my eye.  But I press on. 
 
All the way to the end of the store, on the back wall are the racks of magazines. 
 
Here I browse. 
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And browse. 
 
And browse. 
 
There is a magazine for every possible fetish you can think of.  I laugh out loud at the one 
called Plushies Are Us.  I had never thought of Winnie the Pooh as a sexual icon. 
 
I grab a handful of magazines and take them up to the counter. 
 
       (MAN enters and stands behind 

the counter.  MARK is in his mid 
30’s.  This is likely a part time job he 
works while he gets his master’s 
degree in film making.  He is a little 
weird, but not creepy. ) 

 
      MARK 
You got a lot of magazines there.  Light reading? 
 
      MINA 
More like research. 
 
      MARK 
(Opening the first one.) What kinda research?  How do I get involved in it? 
 
      MINA 
Trust me.  You don’t want to know.  Look.  Can you tell me which of these are best? 
 
      MARK 
They’re all good, doll.  What are you looking for? 
 
      MINA 
What do you mean? 
 
      MARK 
You looking for pussies?  Tits?  Asses? Man on woman?  Woman on woman?  Tats? 
Feet?  What? 
 
      MINA 
Tits. 
 
      MARK 
Alright.  I like your thinking.  I’m a tit man for sure.  Now, how do you like them? 
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      MINA 
How do you like them? 
 
      MARK 
How don’t I like them?   
 
      MINA 
How do you like them best? 
 
      MARK 
How I like them best aren’t in these magazines. 
 
      MINA 
Why is that? 
 
      MARK 
These tits aren’t for fucking real.  Look. They’re silicone mounds airbrushed in a lab.  I 
like my tits real. 
 
      MINA 
Where do I find them real? 
 

(MAN checks around to make sure 
they are alone.  Then he pulls out a 
stack of tattered magazines from 
under the counter.) 

 
      MARK 
Right here.  My own personal collection of vintage and amateur porn.  Look at this one. 
May 1963.  Look at her, she is stacked like an order of flapjacks.  Nothing fake about 
those beauties. 
 
      MINA 
They’re nice. 
 
      MARK 
Nice?  They’re perfect. 
 
      MINA 
What makes them perfect? 
 
      MARK 
You can’t see?  Seriously? 
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MINA 

Tell me. 
 
      MARK 
Okay.  First, look at the symmetry.   
 
      MINA 
That one actually looks bigger than the other. 
 
      MARK 
Exactly!  They’re both completely unique.  You get tired of one, you just start playing 
with the other.  Two different experiences.  Now.  Okay.  See the shadows beneath them?  
On her stomach? 
 
      MINA 
Yeah. 
 
      MARK 
That is totally hot.  They’re big enough to cast a shadow but not so big that they lie down 
on her, ya know?  They’re still… 
 
      MINA 
Perky? 
 
      MARK 
Right!  See, you’re getting it.  Do you like them? 
 
      MINA 
Uh.  Yeah. (She does.) Sure. 
 
      MARK 
Why? 
 
      MINA 
Ummm… 
 
      MARK 
Be specific. 
 
      MINA 
Her nipples.  I like her nipples. 
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MARK 
Absolutely incredible nips.  But why?   
 
      MINA 
Their color.  They’re pink and rosy.   
 
      MARK 
What else? 
 
      MINA 
The areolas are large but not too big.  More like pepperoni than bologna. 
 
      MARK 
Oh yeaaaaaah. 
 
      MINA 
I like how her breasts are spaced out.  Not too close together, just a couple of inches.  
 
      MARK 
Oh God.  I hadn’t noticed that.  You’re right they’re just enough room for a tongue or a— 
 
      MINA 
Couple of fingers? 
 
      MARK 
Heh.  I like my idea better. 
 
      MINA 
Of course you do.  I like the shape of her breasts, too. 
 
       (MAN leans in closer to MINA 
       as they look in the magazine,  

obviously getting turned on by the 
way she talks.) 

 
They’re so round and full, heavier at the bottom but, like you said, still lifting up like 
they’re being suspended by the tips of her nipples. 
   

(MAN looks at MINA and smiles.  
She smiles back nervously.)   

       
MARK 

You wanna go in the back? 
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      MINA 
Why? 
 
      MARK 
To continue our research? 
 
      MINA 
You have more back there? 
 
      MARK 
I have a lot more back there, darlin’.  
 

(MARK comes around from behind 
the counter and crosses slowly 
toward MINA. As she considers the 
new the impending limitations of her 
sexuality and her mortality, MARK 
cups MINA’s left breast.  She looks 
down, considers the offer for a 
moment, and then as she looks back 
up MARK leans in to kiss her.) 

 
      MINA 
No.  I can’t. 
 

(MINA pulls away and exits. Lights 
out on bookstore. 
Boob Riff #2 begins.)    

   
     MAN 

Twins.  Dynamic Duo. 
 
      WOMAN 
Checking and Savings.  Herk and Jerk. 
 
      MAN 
Betty and Veronica.  Trixie and Dixie. 
 
      WOMAN 
Twin Peaks.  Yin and Yang. 
 
      MAN 
Bongos.  Gongs. 
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      WOMAN 
Bassoons.  Mandolins. 
 
      MAN 
Hubcaps.  Airbags. 
 
      WOMAN 
Traffic cones.  Speed bumps. 
 
      MAN 
Bumper boats.  Honkers. 
 
      WOMAN 
Head lamps.  Flotation devices. 
 
      MAN 
Punching bags.  Beach balls. 
 
      WOMAN 
Bullseyes.  Party balls. 
 
      MAN 
Pears.  Avocadoes. 
 
      WOMAN 
Coconuts.  Casabas. 
 
      MAN 
Ice cream cones.  Everlasting Gobstoppers. 
 
      WOMAN 
Dinner rolls.  Cream puffs.   
 
      MAN 
Garbonzas.  Candy apples.   
 
      WOMAN 
Melons.  Popcorn balls. 
 

     MAN 
Love fruit.  Sweater Meat. 
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     MINA 
Sweater Meat?  You gotta be kidding me. 

   
(The projections freeze.  The music 
stops. MAN and WOMAN exit, 
MINA crosses back down to mirror 
and starts doing runner’s stretches.) 

 
INTERVIEW #5   

 
(Lights up on Mina jogging in 
place.) 
 

      MINA 
Usually, I work out at the gym.  Lately it’s been a lot of walking on the treadmill.  But 
this morning I have enough on my mind to justify a run in the park.  It helps me put 
things in perspective.   
 
I mean, it’s a “tit”, right?  It’s like men see them as these pieces of art attached to our 
chests.  If I take one of them off, it doesn’t make the other any less beautiful.  And I can 
always have a reproduction made and hung back up.   
 
I like running. It clears my head, lets me feel in tune with my body. 
 

(She stops running, out of breath.  
Lights rise on a park bench.) 
 

Only what’s in my body is telling me to slow the fuck down.   
 
(She crosses to bench and sits.) 
 

I asked Julie if she wanted to come running with me, but she had errands to run.  She 
joined mommy-in-law’s woman’s group, after all.  She’s doing some kind of AIDS 
benefit or something.  Anyway, I’m glad she doesn’t have to see me wimp out after half a 
mile. 

     
I’m no athlete.  Never have been, but I don’t like having to sit on my butt so much 
because I have no energy.  No stamina.   

 
(RACHEL enters pushing a baby 
stroller. She sits on bench, takes 
baby out of stroller, opens her blouse 
and begins to breastfeed her baby.  
RACHEL is tired, grumpy and 
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certain she is always right.)   
 
      RACHEL 
(unapologetically) Could you move over? 
 
      MINA 
Oh.  Sure.  I’m sorry. 
 
(No response.) 
      
She’s cute. 
 
      RACHEL 
He. 
(Pause. Looks at MINA.) 
Does this make you uncomfortable? 
 
      MINA 
Um.  No.  No.  It’s fine. 
 
      RACHEL 
Good. I get so irritated with people who get all bothered like I’m doing something trashy.  
 
      MINA 
People think that? 
 
      RACHEL 
Are you kidding me?  Men act like I’m begging for their attention.  Like this is a sexual 
appetizer. Women are worse.  They either tisk-tisk me or actually come out and tell me 
that I need to do “that sort of thing” in private.   
 
      MINA 
“That sort of thing”? 
 
      RACHEL 
Yeah.  Like I’m masturbating. 
 
      MINA 
You’re feeding your child.  That’s not dirty. 
      

RACHEL 
No, it’s not.  It’s what breasts were made to do, actually.  It just really pisses me off.  
Fifteen year old girls can go to school and around town with all but their nipples hanging 
out their tops and no one says a word.  I try to feed my baby, in public because that’s 
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where I happen to be when he gets hungry, he’s always hungry, and I’m the inappropriate 
one.  Please.  It’s enough to get me to join the La Leche League. 
 
      MINA 
The what? 
 
      RACHEL 
You’ve never heard of it?  La Leche.  Leche is milk in Spanish. 
 
      MINA 
The milk league? 
 
      RACHEL 
(Obviously.) The breast milk league.  (Waits for MINA to catch on.  She doesn’t.) La 
Leche was started in like the fifties by some moms who wanted to “educate the masses” 
on the importance of breast feeding.  Like they just discovered it or something. 
 
      MINA 
What do they do? 
 
      RACHEL 
They have support groups and conventions and stuff. I think they’ve toned it down some 
but they used to be like the Hare Krishna passing out brochures on the streets. 
 
      MINA 
How do you know so much about them? 
 
      RACHEL 
My mother-in-law was a member.  Ever since Jackson was born it’s like she’s a born 
again breast feeder. (Mimicking) “Happy Mothers.  Breast fed Babies.” Obviously she 
must have had some post partum issues.  The day I came home from the hospital she 
brings me a damn La Leche instructional video from the 80’s. 
 
      MINA 
Do you really need someone to show you how to do it?   
 
      RACHEL 
Well, yeah.  The nurses at the hospital helped me get him to attach the first time.  It’s not 
as easy as you think.  You haven’t had a baby, have you? 
 
      MINA 
No. 
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      RACHEL 
I didn’t think so.  But yeah so she brings me this video with these women in leg warmers 
telling me how to breast feed my baby.  And there wasn’t anything new.  It was just the 
whole “antibodies good, formula bad” message.  I mean, no kidding. Who doesn’t know 
that—ow! 
 
      MINA 
Does it hurt? 
 
      RACHEL 
(Moving baby to other breast)Yeah, sometimes.  When he gets excited he tends to clamp 
down real hard.  Just like a man, huh?  And my nipples get really dry and crack.   
 
      MINA 
Ouch. 
 
      RACHEL 
It’s easy enough to take care of.  I rub some of my breast milk around the areola when 
I’m done feeding him.  I know it sounds gross, but the antibodies in the milk heal it up 
really fast.  (to baby, and sweet for the first time) You getting enough, Jackson?  You are 
a hungry little boy, aren’t you?  
 
      MINA 
Is he your first? 
 
      RACHEL 
Yeah. (To baby)  He’s my cute little snookems.  (To Mina.) Couldn’t you just eat him 
up? 
 
      MINA 
He’s darling.  Look at him go. He must be starving. 
 
      RACHEL 
He’s always like this.  His little stomach is bottomless. 
    
       (MINA stares  in silence for a  
       few moments.) 
\ 
      MINA 
It’s beautiful.  (pause) I’m sorry, I was staring.  I just, I’ve never seen this before. 
 
      RACHEL 
You’ve never seen a baby breast fed? 
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      MINA 
Not that I can remember. 
 
      RACHEL 
Hell, stare all you want.  It is beautiful. Nature at work. 
I’m not particularly proud of this, but on occasion I have (like it’s a dirty word) pumped 
my breast milk so that Keith, my husband, can share in the experience, too.  And so that I 
can catch a nap or get the dishes done, too.  But I don’t like it. It doesn’t feel right.  And 
Jackson doesn’t take to it as easily as he takes my nipple.  You planning on having a 
baby? 
 
      MINA 
No.  Not in the foreseeable future. 
 
      RACHEL 
Ever? 
 
      MINA 
Yeah.  I want to have a baby someday.  I really do.  If I can.  It’ll be a few years at least. 
 
      RACHEL 
If you want to enough, you will. You should breastfeed when you do.  You won’t regret 
it.  And hey, I have a video you can borrow.  (She laughs a snort at herself.) 
 

(MINA rises and crosses to mirror as 
the lights fade on the park bench.) 

 
      MINA 
I want to have one.  But I don’t want a child who has to hold mommy’s hand through 
years of cancer treatment.  Maybe a mastectomy makes more sense.  But then how do I 
explain why mommy only has one breast? 
      
While I’m out.  Julie calls. 
 
      JULIE 
Hi, Mina.  It’s me.(pause) Julie. (pause) I ran into your mom at the March of Dimes fund 
raiser.  She told me the chemo didn’t work.  Or didn’t work enough.  I’m sorry.  And I’m 
sorry I’ve been so out of touch.  Married life is crazy.  But, Doug and I want to take you 
out for dinner some night this week or next.  Will you come?  Call me.  And, really.  I’m 
sorry I haven’t— (Machine cuts off.) 
 
INTERVIEW #6 
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      MINA 
Since they have yet to write an Idiot’s Guide to Breasts, I do the next best thing.  I 
assume a pair of balls and go to the strip club.   
 
Only they won’t let me in unescorted.   
 
I can’t go to see naked women unless I have a man with me.   
 
I wait and ask the next guy that comes along to let me in with him.  His name is Rob.  
He’s probably just called his wife to tell her he’ll be at the office all night working late.  
Again.   
 

(Lights up on MAN sitting on chair 
and WOMAN dancing 
on a small platform with a pole 
coming up from the center. There is 
one empty chair.  ROB is a middle 
aged married man.  He’s already had 
a drink or two.  He is bolder in this 
place than anywhere else in his life.  
SUGAR is sensual and graceful, just 
as MINA describes her.  She’s street 
smart and a little crass, but never 
vulgar.  She could have made more 
of her life if she knew she could.) 

 
      ROB 
That’s it, baby.  That’s it.  Oh yeah. 
 
      SUGAR 
You got money, honey? 
 
      ROB 
I got money, you gonna show me some action? 
 
      SUGAR 
Show me some money and I’ll show you a thing or two. 
 

(ROB pulls out a wad of bills from 
his pocket.) 

    
   DJ’s VOICE 
On stage three we have Sugar Hastings.  Sugar is visiting us this weekend from the Big 
D.  Look at her move.  Look at her dance.  Look at her shake that heavenly ass, men. 
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(SUGAR bends over so that ROB 
can put bills in the back of her 
lingerie.) 

 
Show Sugar how thankful you are.  That’s right, the more you give the more you can see. 
 
   SUGAR 
You wanna see more? 
 
   ROB 
I wanna see a lot more, Sugar.  I want to see a lot more Sugar. 
  

(SUGAR kneels and pushes her 
chest out and shimmies.) 

   
You’re shaking your money maker tonight. 
 

    (ROB slides bills into the front of  
    her bottoms. SUGAR rises and  
    continues dancing.) 

 
  MINA 
This is like breast heaven and Sugar is the archangel of all things mammary.  She’s 
beautiful.  I wasn’t expecting that.  I thought I’d only see a bunch of, well, a bunch of 
trashy women who had found the only way they could make a buck.  I was wrong.  There 
are trashy women here for sure, but not Sugar. Look at her.  She’s graceful and elegant 
like a ballerina, but so sexual. 
 
I have never been that in touch with my body. 
 
 
    (ROB puts more bills into SUGAR’s 
    lingerie.  SUGAR bends over and  
    pulls her lingerie up to reveal a  
    breast.  MINA crosses and sits in  
    empty chair.) 
  
   SUGAR 
Hi, honey.  You joining the party? 
      
    (MINA puts a bill in SUGAR’s  
    lingerie.) 
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She’s joining.  But if she’s gonna be so stingy I’m gonna be stingy, too. 
      

(SUGAR puts lingerie back over 
breast.  MINA gives her more bills.) 

 
That’s more like it. 
     
    (SUGAR removes the   
    top part of her  lingerie   
    completely.) 
     
      ROB 
That is more like it.  Bring those babies closer to daddy.  Hey, you a dyke? 
 
      MINA 
Me? 
 
      SUGAR 
No.  This beautiful girl is not a dyke.  She is simply an appreciator of the female form.  
An art lover.  Am I right? 
         

(SUGAR sticks her leg out toward 
MINA.  MINA puts more bills in her 
garter.) 

 
I’m right.  You wanna lap dance? 
 
      ROB 
I want a lap dance! 
 
      SUGAR 
Get lost.  I’ll come find you later. 
  
      ROB 
I gotta watch this.  I’m not going anywhere. 
 
      SUGAR 
Beat it before I call the bouncer. 
 
       (ROB gets up, sticks some bills  
       into SUGAR’s remaining   
       lingerie.) 
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      ROB 
If you don’t find me, I’ll find you. 
 
      SUGAR 
Is that a threat or a promise? 
 

(SUGAR blows ROB a kiss as he 
exits.) 

 
      MINA 
How much? 
 
      SUGAR 
This is on me. 
 
       (SUGAR steps off of    
       platform and     
       straddles MINA.) 
 
And me is on you.  You like? 
 
      MINA 
Sure. 
 
      SUGAR 
You with that guy? 
 
      MINA 
No.  I needed someone to come in with.  They don’t let women in alone. 
 
      SUGAR 
That’s right.  They’re afraid of what could happen to a single woman in here.   
 
       (SUGAR starts dance.) 
 
She could be molested, you know.  You’re looking awfully hard at my boobs.  They’re 
real, you know. 
 
      MINA 
They look real. 
 
      SUGAR 
Good, because they’re not.  My ex husband bought these for me—a wedding present.  
Beauties aren’t they? 
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      MINA 
They are. 
 
      SUGAR 
So are you?  A lesbian? 
 
      MINA 
No. 
 
      SUGAR 
Cool.  You wanna touch ‘em then?  See how they feel? 
 
      MINA 
I didn’t think I could touch— 
 
      SUGAR 
I just give a thumbs up to the dj (she does this) and nobody cares.  So, here (she takes 
MINA’s hands), feel. 
What do you think?   
 
      MINA 
They’re firm.  Much firmer than mine. 
 
      SUGAR 
Yeah, they’re like fully inflated balloons, huh?  
 
      MINA 
Did it hurt? 
 
      SUGAR 
Hell yeah.  I was out of commission for a week or so.  But they have paid off.   
    
      MINA 
You’d do it again? 
 
      SUGAR 
In a heartbeat.  I love them how they are.  The size is perfect for me.  Big, but not too big 
to get in my way, if you know what I mean. 
 
       

MINA 
So, why do you do this— 
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      SUGAR 
Oooh.  You’re one of them.  (She starts to get up) Jesus-freaks. (MINA grabs SUGAR’s 
thighs, shakes her head no, and pulls SUGAR back down.) Who are you, then? 
 
      MINA 
I’m just.  I’m.  I’m thinking about getting a boob job.  Wanted to see some on display. 
 
      SUGAR 
Oooh!  Cool.  Hey.  I’m gonna finish this up for all the boys watching from the bar. It 
guarantees another dozen dances before we close.  But come out back with me after.  I’ll 
take my break. 
 

(SUGAR finishes the dance in such a 
way that involves both women 
standing and SUGAR’s hands on 
MINA’s breasts.  SUGAR exits, 
MINA crosses to edge of stage and 
sits.)    

 
      DJ’s VOICE 
It looks like Miss Sugar Hastings is taking some time to powder her cheeks.  Don’t 
worry, she’ll be back with more sugar for everyone.  In the mean time, there is a feast for 
the eyes on Stage 2, where Princess Pie is being served by her lady in waiting, Wench 
Willa. 
 
       (SUGAR enters wearing a long  
       jacket.  SHE sits next to MINA.) 
 
      SUGAR 
You got a cigarette? 
 
      MINA 
No, sorry. 
 
      SUGAR 
It’s alright.  I need to cut back anyway.  Don’t want to go giving myself cancer or 
anything, right? 
 
      MINA 
No kidding. 
 
      SUGAR 
You serious about getting a boob job? 
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      MINA 
I am.  So, why did you do it?   
 
      SUGAR 
Like I said. My ex-husband paid for it.  Wedding present and all.  I was flat as my 
momma’s ironing board.  Nothing up top but a pair of mosquito bites.  My then boyfriend 
Cody, he owned the joint I was waitressing at, he wanted a woman he could strut around 
on his arm, you know?  A girl as hot and endowed as the ones who worked in the topless 
joint next door.  A fucking trophy.  Me?  From the shoulders down, I  looked more like 
his little brother.  My new boobies made their debut at our wedding.  I thought my daddy 
was gonna have a stroke.  “Where’d those come from?” he asked.  Like aliens might have 
put them in.   
 
      MINA 
What happened with you and Cody?  Why did you get divorced? 
 
      SUGAR 
Oh that.  He got all put out because I started waiting tables at that topless joint. 
 
      MINA 
Did you like doing that? 
 
      SUGAR 
It paid better, and it gave me a chance to flaunt something I ain’t ever had before. 
 
      MINA 
And all that led you here? 
 
      SUGAR 
Yeah.  I like it.  I don’t know why exactly.  It makes me feel sexy.  Wanted.  For the first 
time in my life guys are dying to get their hands on me, to fuck me.  But I don’t ever have 
to give nothing back but a little glimpse of this and a little glimpse of that.  And hell, I 
can pull in six hundred dollars on a good night.  I’ll have to give it up someday.  Find 
another way to earn a living.  With luck, I’ll just find myself another husband.  What 
about you?  Your old man pressuring you into it? 
 
      MINA 
No.  I don’t have an “old man.”   
 
      SUGAR 
Ooooh.  So bigger boobs equals more hot dates equals getting an old man? 
 
      MINA 
No.  No.  It equals…  Yeah.  I guess that’s what it equals. 



 

 

 

164 

 
      SUGAR 
Well.  I know boobs.  Let me tell you.  I could identify the girls in the bar by their boobs 
better than I could their faces.  I see their boobs more.  And I think yours are just fine.  
It’s a lot of money just for some dates.  Why don’t you just stuff your bra with some old 
shoulder pads and use the money to get your hair done.  Your hair needs more help than 
your boobies. 
 
      MINA 
You know.  Maybe you’re right. 
 
      SUGAR 
Maybe.  But damn, (she opens her jacket and sticks out her chest) I love these babies.  
You wanna touch them again? 
 

(MINA rises and crosses to mirror.  
Lights fade on SUGAR.) 

 
      MINA 
I’m running out of time, and I’m not any closer to a decision.  As soon as I think I know 
what I need to do, another pair of breasts or another stranger’s opinion twists my mind 
around.   
 
I’m tired.  I’m confused.  And I still have this big ass lump in my tit. 
 
       (Lights out.) 
END OF ACT I  
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ACT II 
 
At Rise:  Lights up on a metal chair, a privacy screen, and a hospital bed.  It should be 
somewhat different than the bed in ACT I, perhaps a different color sheet.     
 

INTERVIEW #7 
   

(MINA sits on bed wearing a waist 
length dressing gown that opens to 
the front.  Almost immediately, 
DOCTOR TAYLOR enters.  She is a 
no nonsense kind of woman.  She is 
assertive, forthcoming, and kind.) 

 
      DOCTOR TAYLOR 
Good morning, Mina.  I’m Doctor Rosie Taylor.  Call me Rosie. 
 

(They shake hands.  DOCTOR 
TAYLOR pulls up a chair, sits, and 
opens MINA’s chart.) 

     
      MINA 
Thank you for getting me in so fast.  I’ve never needed a second opinion before.  I 
thought I might not be able to get an appointment in time. 
 
      DOCTOR TAYLOR 
Not a problem.  We had a cancellation.  How are you feeling, Mina? 
  
      MINA 
I’m good.  
 
      DOCTOR TAYLOR 
Are the chemo side effect starting to ease off? 
 
      MINA 
Yeah.  In fact, I shaved my legs this morning. 
 
      DOCTOR TAYLOR 
That’s good to hear.  Feeling more like a normal woman again, then? 
 
      MINA 
I think so. 
 
       (DOCTOR TAYLOR rises and 
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crosses to MINA.) 
 

      DOCTOR TAYLOR 
It’s the left breast, just beneath the nipple, right? 
 
      MINA 
Right. 
 
       (DOCTOR TAYLOR   
       opens MINA’s gown.) 
  
      DOCTOR TAYLOR 
Raise your left arm for me. I hope my hands aren’t too cold. There it is. 
 
      MINA 
It only shrank half a centimeter. 
 

(DOCTOR TAYLOR closes 
MINA’s gown.) 

 
      DOCTOR TAYLOR 
Makes you angry, doesn’t it? 
         
      MINA 
Yeah.  It really does. 
 
      DOCTOR TAYLOR 
Doctor Ellis has recommended that you have a mastectomy, but believes a lumpectomy 
could still be successful. 
 
      MINA 
Right. 
 
      DOCTOR TAYLOR 
So, he’s given you some time to make a decision? 
 
      MINA 
Two weeks.  I have a week left. 
   
      DOCTOR TAYLOR 
I don’t suppose you would be here if you had already decided.  
 
      MINA 
Right.  I want another opinion on whether or not I should have a mastectomy.  I mean, 
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they told me it would be a lumpectomy so I did all the chemo and did all the throwing up 
and crying and not sleeping and everything because it meant I could keep my breast.  It 
was horrible.  And now I can’t keep it?  After all that? 
 
      DOCTOR TAYLOR 
I know.  It isn’t fair. 
 
      MINA 
Fair?  Fair doesn’t have anything to do with it.  Having cancer isn’t fair.  Having to go 
through chemo for no reason is. . .  insane. 
 
      DOCTOR TAYLOR 
I’m so sorry, Mina. It is insane.  Here.  There’s plenty of tissue around here.  Use as 
much as you need.   
 
Now, I agree that removing the breast is your safest option.  The mass is bigger than we 
like to see for a lumpectomy, but it wouldn’t be impossible.  Why don’t you tell me what 
you’re feeling, what concerns you have. 
 
      MINA 
Death.  Pain.  Fear.  Scars.  Not being able to breast feed or have babies. Losing my 
breast, my sexuality, my identity. 
 
      DOCTOR TAYLOR 
This is a hard process.   
 
      MINA 
Uh-huh. 
 
      DOCTOR TAYLOR 
Being so young makes it even harder.   
    
      MINA 
I don’t know what to do, Doctor Taylor— 
  
      DOCTOR TAYLOR 
Rosie. 
 
      MINA 
Rosie.  If I have the lumpectomy I can keep my breast.  I’m still a normal, regular 
woman.  Mostly.  But if I have the mastectomy I decrease the chance of the cancer 
coming back.  
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      DOCTOR TAYLOR 
And you spend some time feeling like an abnormal and irregular woman, but 
reconstruction can do wonders for that. 
  
      MINA 
Can you tell me more about that? 
 
      DOCTOR TAYLOR 
Reconstruction?  Sure.  What has Doctor Ellis told you? 
 
      MINA 
He gave me pamphlets. 
 
      DOCTOR TAYLOR 
Pamphlets?  He didn’t explain anything himself? 
 
      MINA 
No, he said it would all be in the pamphlets, but I still have a few questions. 
 
      DOCTOR TAYLOR 
What questions do you have, Mina? 
 
      MINA 
Is it true that they can take the fat from my stomach or my butt to make a new breast? 
 
      DOCTOR TAYLOR 
Absolutely.   
 
      MINA 
That just seems so strange to me.  I’d feel so weird walking around with my butt on my 
chest. 
 
      DOCTOR TAYLOR 
None of this is about feeling normal.  It is about saving your life.  Besides, you could 
have saline implants.  They have their own difficulties, too, though. Or you could choose 
to not reconstruct at all.   
 
      MINA 
Why wouldn’t I? 
 
      DOCTOR TAYLOR 
Many women don’t have the funds to do it with.  Others have found a sense of pride in 
their mastectomy site.  It serves as a reminder of courage.  They’ll often times even get a 
tattoo to decorate the scar.  Many women, particularly older women, choose to wear 
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prosthetic breasts. 
  
      MINA 
Those fleshy pink jiggly things you stick in your bra? 
 
      DOCTOR TAYLOR 
Those are the ones.  If you do choose to have a mastectomy I would recommend you 
wear the prosthetics for a year, anyway, before reconstruction.  That will give your body 
time to heal from the surgery, the stress, everything you’ve been through. 
 
      MINA 
They look real? 
 
      DOCTOR TAYLOR 
Under clothes, they do.   
 
      MINA 
Right.  Where do you get that kind of thing?  Do you have to order it online? 
 
      DOCTOR TAYLOR 
You can usually find them at lingerie shops.  
 
      MINA 
What would you do? 
 
      DOCTOR TAYLOR 
I’d think about it.  I’d talk to a minister or a counselor, maybe.  I’d definitely talk to my 
family and friends. Are you seeing anyone? 
 
      MINA 
I have an appointment in three weeks. 
 
      DOCTOR TAYLOR 
Good.  But I mean are you dating anyone? 
  
      MINA 
Oh.  No.  I’m not. 
 
      DOCTOR TAYLOR 
Good, good.  That could complicate things even more for you.  You should make this 
decision for yourself, not anyone else.   
  
      MINA 
Tell me what you would do. 
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      DOCTOR TAYLOR 
I’d choose the mastectomy.  But I’m not as young as you are.  I’m married.  I’ve already 
had a child.  They don’t serve me in the same ways. 
 
      MINA 
But you still think I should have it removed? 
 
      DOCTOR TAYLOR 
I think that is your safest option.  Only you can decide if it is your best option. 
 

(Lights dim on bed, DOCTOR 
TAYLOR exits, MINA crosses 
behind privacy screen.  She removes 
her gown and puts on her bra.) 

 
INTERVIEW #8 

  
(Lights up on MINA coming out 
from behind the screen putting on 
her shirt.)  

 
      MINA 
Seeing Doctor Taylor yesterday didn’t help as much as I wanted it to.  I have five days 
before I’m due to have a final decision.  In the last week I’ve encountered breasts as the 
dangling carrot, the fetish, the nurturer, the source of tremendous envy and always the 
driving force that leads men on.   
 
On the way home from work I stop by one of those lingerie specialty stores Doctor 
Taylor told me about.  Special Connections, it’s called.  I want to touch one of those 
jiggly, silicone chicken cutlet breast things.  I want to have a sense of what it might be 
like.   
 

(WOMAN enters carrying a basket 
of prosthetic breasts. TAMARA is a 
slick retail pro.) 

 
      TAMARA 
The prosthetics don’t come in cup sizes like bras.  The range of breast shapes and sizes is 
just too great to make it that simple.  Instead, they are numbered, one through thirteen.  
One being the smallest and narrowest and thirteen being the largest and fullest. 
(TAMARA takes close look at MINA’S breasts.) You look like you are probably a 7. 
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      MINA 
Lucky number seven.  How do they feel? 
 
      TAMARA 
Here.   
 

(WOMAN takes prosthetic out of the 
package and puts it in MINA’s 
hands.) 

 
      MINA 
It’s cold. 
 
      TAMARA 
Right, but being silicone they warm up very quickly when they come in contact with your 
skin. 
 
      MINA 
Even in cold weather? 
 
      TAMARA 
Assuming you wear a blouse and a coat, you should be fine. 
 
      MINA 
Are they all this butterscotch color? 
 
      TAMARA 
You can order them to match your skin tone.  They are a bit more expensive, but our 
customers who have purchased them have been quite satisfied with the results. They are 
made to order and would arrive in two to three weeks. (Sharing a secret.) But the truth is, 
as long as they stay inside the bra, no one will ever see them. 
 

(MAN enters.  He carries a garment 
bag monogrammed with 
SOPHANDA COX with fancy 
lettering.  SOPHANDA wears fuzzy 
slippers and a beautiful 
monogrammed kimono over a pair of 
pants.  His hair is pulled back with a 
hairband or a stocking. Though he 
only wears shiny lip gloss, he looks 
as though he is nearly ready for his 
closeup. He stands, unnoticed, 
listening.)  
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      MINA 
This isn’t much of a nipple, is it? 
 
      TAMARA 
No.  It’s very unobtrusive. 
 
      MINA 
And if the other one gets a little chilly and becomes obtrusive? 
 
      TAMARA 
You could wear a padded bra. 

(MAN crosses to women.) 
      
      SOPHANDA COX 
I think they should have reactive nipples built in.  Kind of like the Purdue oven roasters 
that have the little “done” button that pops out when it’s cooked.  These should have 
nipples that poke out and retract in response to the temperature of a sensor that is 
positioned somewhere in the boob mass. 
 
      TAMARA 
Not now Sophanda.   
 
      SOPHANDA COX 
Nuh-uh.  Enrique.  I have professional boundaries, girlfriend.  There is no Sophanda until 
the face and the costume are on.  Please respect. 
 
      TAMARA 
(Rolls her eyes.) Besides, I am sure if they ever create the technology— 
 
      SOPHANDA COX 
Are you kidding me?  They have the technology.  If plump little roasters can do it, I think 
plump little titties should be able to. 
 
      TAMARA 
I’m sure if men wore them, they’d have them. 
 
      SOPHANDA COX 
Excuse me?  Man.  Right here.   
 
      TAMARA 
(With emphasis) Enrique, you’re bothering this woman— 
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      MINA 
He’s not bothering me. 
 
      SOPHANDA COX 
I’m not bothering her. 
  
      MINA 
Actually, I’m fine.  I just want to look at these a bit, if that’s alright? 
 
      TAMARA 
Certainly.  Just let me know if you have any more questions. 
 
      MINA 
I will, thank you. 
 
       (WOMAN exits.) 
 
Sophanda?  That’s an unusual name. 
 
      SOPHANDA COX 
It’s my drag name, sweetie.  Sophanda Cox. 
 
      MINA 
Oh really. 
 
      SOPHANDA COX 
My Christian name is Enrique Esteban Emmanuel De La Hoya. 
 
      MINA 
I’m Mina.  It’s nice to meet you.   
            
      SOPHANDA COX 
Of course it is.  So what brings you to the very back of Special Connections, Mina? 
 
      MINA 
Breast cancer.  You? 
 
      SOPHANDA COX 
My boyfriend got pissed at me for coming in late last night.  He put my girls down the 
garbage disposal. 
So, now I need a new pair.  (A bit frantic) I’ve got a show in five hours, you know. And 
I’ve still got to get my nails done.  They look wretched.  
 
Sorry about your cancer. 
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      MINA 
Me, too.  Sorry about my cancer.  Sorry about your..girls..too.  Will your boyfriend get 
over it? 
 
      SOPHANDA COX 
These are all going on his credit card.  He should be over it before the statement comes. 
 
      MINA 
So, you wear these often? 
 
      SOPHANDA COX 
Oh yes I do.  But you know what?  Nothing feels better at the end of the night than 
unhooking the damn bra and tearing the titties off.  Relief!  Un-bondage me!  I bet you 
wish you had that option. 
 

(MINA looks down at her package of 
prosthetics, she tries not to cry.) 

 
      MINA 
I just might have that option very soon. 
 
      SOPHANDA COX 
Ooooh.  I said completely the wrong thing just then, didn’t I?  Ohh, Mina.  Oooh.  Can I 
hug you? 
 

(MINA shakes her head no.) 
 

Can I hold your hand? Please? 
 

(MINA shakes her head no.) 
 

Pat your shoulder?  Your cheek?  No?  Okay then.  I am buying these for you.   
 

(HE pulls the package out her 
hands.)   

 
Or.  Okay.  I’m not buying them for you.  Bruce is.  But he won’t know the difference.  
He’s kinda dumb. 
       (MINA breaks into a short laugh.) 
  
A size seven?  There is no way you are a seven.  What is Miss Don’t-Bother-Me-I’m-
Busy-Being-A-Bitch thinking? 
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      MINA 
I’m not a seven? 
 
      SOPHANDA COX 
Noooo.  I wear a ten.  Perfectly round, perfectly full and perfectly perfect.  You.  I’d say 
you are somewhere between a seven and a ten.  Good and round.  I’d say an eight.  Are 
you retaining water? 
 
      MINA 
I don’t think so. 
 
      SOPHANDA COX 
An eight.  A nine for a daring night out on the town.   
 
      MINA 
Can I ask you something? 
 
      SOPHANDA COX 
Sure! 
 
      MINA 
How long have you been cross-dressing? 
 
      SOPHANDA COX 
Cross-dressing?  I don’t think so, honey.  I’m an artist. I’m not like one of those 
heterosexual transvestites. This is for performance.  I sing.  I dance.  I act.  I’m training to 
swallow fire. 
 
      MINA 
How long? 
 
      SOPHANDA COX 
Nearly fifteen years. 
 
      MINA 
How do you feel about wearing these things? 
      SOPHANDA COX 
I love it.  While taking them off is wonderful to do at the end of the night, putting them 
on is the best thing I do all week.  It’s like a ritual for me.  I pick out a bra that will match 
my dress and panties.  Something that makes me feel pretty.  I dust myself in lavender 
glitter powder, put on my bra and panties, then go to the mirror and (sexually) slowly 
slide the breasts deep into their cups.   
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      MINA 
That’s kind of sexual, isn’t it? 
 
      SOPHANDA COX 
(Gasp!)I never thought of it like that, but I suppose you’re right.  Putting something 
inside of something else usually is, isn’t it?  I love it. It turns me on.  I’ll stand there for 
quite some time just caressing myself, fondling my own breasts. 
 
      MINA 
Does it make you feel more like a woman? 
 
      SOPHANDA COX 
You know.  Having them on while I perform, when I get out in front of all those crazy, 
horny boys, then it makes me feel just like I think a woman should.  But when it’s just me 
and the breasts?  When I’m sliding them in there?  I feel like a man.  The thing is,all men 
love breasts.  Gay, straight and in between they love them.   
 
      MINA 
Why do you think that is?  Do you think it’s all part of the mating ritual?  Or do you think 
it’s more a maternal thing?  Wanting to be part of the continuance of life? 
 
      SOPHANDA COX 
Neither.  We want titties because we don’t have them. Men always want what they don’t 
have. 
       (Boob Riff Part 3 begins, WOMAN 

Enters, projections start.) 
 

WOMAN 
Ya-ya’s. 
 
      MAN 
Sirens.  Hand grenades. 
 
      WOMAN 
Breasticles. 
 
      MAN 
Zepplins.  Bullets. 
 
      WOMAN 
Flopdoodles. 
 
      MAN 
P.T. Boats.  Roman legionnaires. 
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      WOMAN 
Titters. 
 
      MAN 
Dirigibles.  Whirley Birds. 
 
      WOMAN 
Booblies. 
 
      MAN 
Silos.  B-52’s. 
 
      WOMAN 
Nancies. 
 
      MAN 
Torpedoes.  Bombshells. 
 
      WOMAN 
Mammaries. 
 
      MAN 
Shotguns.  War heads.   

 
      WOMAN 
Girls. 
 

(Riff ends.) 
 

INTERVIEW #9 
 
(MINA crosses to mirror. Lights up 
on MINA.) 

 
       
 

MINA 
I could have a lumpectomy now.  And then if the cancer ever shows signs of coming 
back, then I could do the mastectomy.  In the meantime, hopefully in the forevertime, me 
and anyone else who wants, can enjoy my breasts.  I want to have a life where I feel like 
a normal, real woman.  I do so much comparing already.  Is that woman slimmer than I 
am?  Does that chick have a better ass?  Will I get crows feet as bad as hers?  I don’t want 
to be eating dinner with Julie and her new husband at some swanky restaurant and 
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constantly be wondering if I’m the only woman in the room missing a breast. 
 

(Lights up on DOUG  sitting at a 
table.  There is an empty box of 
pizza on the table, two empty  
glasses, two paper plates and an 
empty chair.) 

 
      DOUG 
So the chicken and the egg are lounging in bed.  The chicken lights up a cigarette, looks 
over at the egg and says, “I guess that answers that question.” 
 

(DOUG and MINA laugh.) 
 

      MINA 
Is there anymore pizza? 
 
      DOUG 
No, looks like we ate it all.  You want some chips or something? 
 
      MINA 
No.  Really, I should stop.  I’m full as it is.  So, how’s the photography class going? 
 
      DOUG 
Good.  I only had ten students this term, which worked out great.  It gives everyone more 
time in the dark room.  And I get home sooner, which makes Julie happy.  I can’t believe 
she hasn’t made it back yet.  She said it’d only be an hour or so.   
 
      MINA 
It’s okay.  I know she’s really getting into all this community work stuff. 
 
      DOUG 
Yeah, I guess.  I really thought I had escaped that whole “marrying your mom” thing. I’m 
glad you stayed though.  It’s good to have some company. 
 
      MINA 
Are you kidding me?  You had hot pizza.  I don’t turn down hot pizza.  Hell, I don’t turn 
down cold pizza. 
 
      DOUG 
How are you feeling these days?  You look good. 
 
      MINA 
Thanks.  I’m feeling better.  All the chemo symptoms are nearly gone.  I’m actually 
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starting to think clearly again. 
 
      DOUG 
What was worse for you?  The metallic taste or the mouth sores? 
 
      MINA 
(How does he know about these things?)Definitely the metallic taste.  I ate so much ice. 
 
      DOUG 
Oh yeah.  I sucked on mints constantly. 
 
      MINA 
You did what? 
 
      DOUG 
Sucked on mints when I was going through chemo. 
 
      MINA 
I didn’t know.  You have . . . you had cancer?  (Excited! She has found a kindred.) You 
had cancer!  I have cancer! 
 
      DOUG 
Julie didn’t tell you? 
 
      MINA 
No!   
 
      DOUG 
She probably doesn’t want to think about it much.  It all happened years before I met her. 
 
      MINA 
You had cancer.  Wow! (Takes a deep breath.)  I’m sorry.  I don’t mean to sound so 
happy about that, but I feel like you’re suddenly the brother I never had.  Or my soul twin 
or whatever they call it.   
 
      DOUG 
It’s okay.  I remember how you feel. 
 
      MINA 
What kind? 
 
      DOUG 
Testicular.   
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      MINA 
Oh my God.  I didn’t have any idea. 
 
      DOUG 
My implant is that convincing then? 
 
      MINA 
Huh? 
  
      DOUG 
Just a joke.  No implants. 
 
      MINA 
You had it removed?   
 
      DOUG 
I did.  Then went through chemo for what seemed forever.  Radiation after that.  Have 
you had radiation yet? 
 
      MINA 
No. 
 
      DOUG 
It’s not as bad as the chemo, but it wears you out. 
  
      MINA 
You’re okay now? 
  
      DOUG 
I get things checked out every couple of months.  Twice a year they do an MRI.  The 
usual stuff. So far everything is fine. 
 
      MINA 
Thank God. 
 
      DOUG 
Yeah.  Of course, this was before they figured out that freezing some sperm might be a 
good idea.  At some point, before Julie starts thinking too seriously about children, I need 
to go get that checked out.  Chemo and radiation aren’t good for the Captain and his 
Privates.  Uh.  Private.   
 
      MINA 
So, you only have one now? 
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      DOUG 
I only started with two.  So yeah, one. 
 
      MINA 
Testicles.  They’re like a symbol of your manhood. 
 
      DOUG 
Some would argue they are your manhood.  My manhood.  You don’t have manhood. 
 
      MINA 
Does it bother Julie? 
 
      DOUG 
She worries about it coming back.  But as far as only having one testicle?  I don’t think 
so.  She hasn’t complained to me.  Has she said anything…? 
 
      MINA 
No.  I had no idea.  She never said a word. 
 
      DOUG 
Good.  I’ll be honest; I’m still self conscious about it.  I even thought about the implants.  
But I mean, really, what difference does it make?  It’s not like I have testicle cleavage to 
worry about or anything.  Nobody knows unless I tell them.  Or unless.  Well.  Julie 
knows. 
 
      MINA 
Right.  Right.  Wow.  You totally get all this.  The cancer part of it anyway.  
 
      DOUG 
I’ve seen anyone be so happy about my cancer. 
 
      MINA 
Isn’t it great?  I mean, wait, I mean— 
 
      DOUG 
It’s okay.  I know what you mean.  It’s actually a little reassuring.  Makes me feel less 
alone, too. 
 
      MINA 
I have never felt so alone. 
 
      DOUG 
Hey now.  No tears or I’m going to have to tell you another bad joke. 
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      MINA 
Sorry.  I’m okay.  Really.  (She’s not.) It’s just so hard.   
 
      DOUG 
Have you made a decision yet?  On the whole mastectomy lumpectomy thing? 
 
      MINA 
No.  Not a firm one. I’ll probably have a lumpectomy.  Probably.  Or a mastectomy.  I 
don’t know.  I don’t.  All my life the answers to all my big questions have always been so 
clear.  And when they’re not clear to me, they’re clear to somebody, you know?  I could 
always go find a professor to talk to or my mom would tell me what she thought I should 
do, so I’d do the opposite.  Or I could commiserate with Julie, and together we’d find the 
perfect solution or get drunk enough to forget what the question was, and now she 
doesn’t even show up.  (Realizes who she has just said this to.)  Doug, I don’t—   
(Pause.) 
I love Julie.  But I feel. . . 
 
      DOUG 
Abandoned? 
 
      MINA 
Yeah. 
 
      DOUG 
You know all that bullshit in the pamphlets they give you about how, “Many will not 
know how to respond. They won’t know what to say or what to do— 
 
      MINA 
Oh yeah.  Yeah.  “Your illness may arouse their own fears of mortality.  Their 
abandonment does not mean 
 

DOUG and MINA 
They don’t love you.” 
 
      MINA 
Yeah. 
 
      DOUG 
Yeah.  It’s not bullshit.  I didn’t get it, either, when I was going through it all.  I’ve got 
friends I still haven’t heard from.  I figured they wrote me off just in case.   
 
      MINA 
In case? 
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      DOUG 
In case I died.  I think they decided it would be easier for it to be their choice to walk 
away from me. But now I don’t know.  Julie talks about you every day.  She worries.  
She calls your mom, and your other friends to check on you.  Last month she organized 
this big Breast Cancer Awareness luncheon to raise money for the local chapter, but then 
she skipped out on it and had my mom fill in for her. 
 
      MINA 
Why? 
 
      DOUG 
Because she couldn’t stop crying long enough to put her make up on. 
 
      MINA 
Really? 
 
      DOUG 
It’s true.  Julie doesn’t know what it’s like to have to go through all this chemo and 
surgery and crap.  She doesn’t know what it’s like to be on the receiving end of a 
prognosis.  But now she knows what it’s like to watch someone she loves suffer and to 
feel utterly useless.   
 
      MINA 
But you— 
 
      DOUG 
She didn’t know me then. 
 

(Pause as this settles on MINA.)  
 
      DOUG 
Man.  All this “emotional” talk is making me hungry.  I might have to order another 
pizza.  Or some chicken wings.  You want some chicken wings? 
 
      MINA 
No.  I’m full.  Really.  And my head’s still spinning, anyway. 
 
      DOUG 
It’s a tough call, whatever you do. I mean, you don’t have that kind of choice with 
testicles.  They’re a bit too small to go taking chunks out of. 
 
      MINA 
Yeah. 
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      DOUG 
But, you know, I’ve always felt lucky about that. 
 
      MINA 
Lucky? 
 
      DOUG 
Yeah.  Lucky that I had cancer somewhere that can be removed without affecting the rest 
of my body too much.  It’s not like lung cancer or brain cancer or something that makes 
my every day quality of life significantly worsened.  So, you know, I had a testicle 
removed.  Big deal.  I always wore boxers anyway. 
 
      MINA 
(Offended.) It’s not that simple, Doug. 
 
      DOUG 
No.  You’re right.  I’m sorry.  I’m just trying to say it could be a hell of a lot worse.  
Nobody knows I’m missing a testicle unless I tell them.  You have options available that 
would allow you the same privacy.  Your cancer isn’t simple.  It’s just not as complicated 
as it could be.  And maybe you should think harder about the option that can keep it from 
getting worse.   

(Long pause.  DOUG realizes he’s 
made things tense again.) 

 
Why did the cancer cross the road? 
 
      MINA 
Why? 
 
      DOUG 
To metastasize! 
       (They chuckle.) 
 
Okay, I know that one’s bad.  Here’s another one.  This guy goes to the doctor and the 
doctor says, “I’ve got your test results and I have some bad news.  You have cancer and 
Alzheimer’s.”  And the guys says, “Thank God! I was afraid I had cancer!” 
 
       (They totally crack up.   

      JULIE enters.) 
 
      JULIE 
Hey, I’m home! 
 

(They keep laughing.) 
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What are you guys doing? 
 

(MINA and DOUG exchange looks.) 
 
      DOUG 
Having a ball! 
 

(They laugh more.  JULIE is 
confused.  MINA stands and crosses 
to JULIE.  She takes JULIE’S 
hands.) 

 
      MINA 
I’m so glad to see you. 
 

(MINA embraces JULIE. Lights out 
on table.  DOUG and JULIE exit.  
MINA crosses to mirror.) 

 
INTERVIEW #10 
 
       (Lights up full on MINA.) 
      
      MINA 
I promised my mom I’d stop by for dessert and coffee tonight.  I haven’t been by to see 
them since I saw Doctor Ellis last week.  I’m hoping they don’t ask about it.  How likely 
is that?  Four days and counting.  I keep thinking about what Doug said about it not being 
as complicated as it could be.   
 
       (Lights up on a bench.  MOM sits  
       doing a crossword puzzle.) 
 
Hi, Mom. 
 
      MOM 
Oh look who’s here.  What a surprise!   
         
       (MOM rises and hugs MINA.) 
 
      MINA 
I told you I’d come by. 
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      MOM 
Oh, I know.  I’m just surprised you made it.  Sit down.  (MINA sits.) How are you 
feeling?  Still having nausea?  Do you want me to get you some tea? 
 
      MINA 
I’m alright for now.  What are you doing there? 
 
      MOM 
Working the crossword.   
 
      MINA 
Where is Dad? 
 
      MOM 
He’s inside watching the news.   
 
      MINA 
Does he know? 
 
      MOM 
Does he know what? 
 
      MINA 
Did you tell him the tumor didn’t shrink enough?  I know you told Julie. 
 
      MOM 
Of course I told him.  You want I should keep secrets about our daughter’s health?  I 
know you were afraid to tell him.  So, I did. 
 
      MINA 
What did he say? 
 
      MOM 
What can a father say to that? 
 
      MINA 
He thinks I should have a mastectomy. 
 
      MOM 
He thinks you should have a double, just in case. 
 
      MINA 
Oh geeze.  Mom. 
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      MOM 
He loves you.  You have to understand that man would do anything to ensure you have a 
long, healthy life. 
 
      MINA 
What about a happy one? 
 
      MOM 
I know.  I know.  That’s what I told him.  I told him you are still young and so pretty and 
the right young man just hasn’t come along just yet.  God willing he will make it before 
too long. 
 
      MINA 
You don’t get it, either.  My happiness is not all about finding a man.  My breasts aren’t 
just for that purpose. 
 
      MOM 
But it takes a man to have a baby. 
 
        (DAD enters.)   
      
      DAD 
Pumpkin, I heard your voice.  I’m glad you made it. 
 
      MINA 
Hi, Dad.   
 
      DAD 
When is your next appointment, Mina?     
  
      MINA 
Monday morning. 
 
      DAD 
Have you made a decision? 
       

MINA 
Not a definite one, no. 
 
      DAD 
Good.  I’m not too late. 
 
      MINA 
Dad, you aren’t going to convince me to have both my breasts removed. 
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      DAD 
I’ve been your father for twenty eight years now.  I know I am not going to convince you 
of anything. 
 
      MINA 
Then what are you not too late about? 
 
      DAD 
I’m not too late to let someone else convince you. 
 
      MINA 
Who would that be? 
 
      DAD         
I talked to the rabbi yesterday.  I knew you wouldn’t, and I thought somebody should.  A 
friend of his sister’s is giving a speech tomorrow night about breast cancer. 
 
      MINA 
What kind of speech?   
 
      DAD 
I don’t know.  I know that it is at the college.  I think it is one of those artsy things.  She 
had breast cancer a few years ago, and she had a mastectomy.  She has never regretted it.  
Now she gives speeches to encourage other women. 
 
      MINA 
To have mastectomies? 
 
      DAD 
To make the best medical decisions they can. 
 
      MINA 
Mom? 
 
      MOM 
Mina, your father doesn’t ask very much of you.  It couldn’t hurt to go.   
 
      DAD 
If nothing else, you will learn something new about someone.  And what do I always say 
about knowledge?   
 
     MINA and DAD 
It’s a weightless backpack. 
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      DAD 
That’s right. 
 
      MINA 
You have all the information?  Where and when? 
 
      DAD 
I’ve already called and left it on your answering machine. 
 
      MINA 
Thanks. 
 
      MOM 
What’s a thirteen letter word for performer?  Fifth letter is a B. 
 
      MINA 
Exhibitionist? 
 

(Lights out on  bench.  MINA  
     crosses to mirror.  MOM and DAD  

exit. Lights up on MINA.) 
 

INTERVIEW #11 
 
 
      MINA 
I called the college this morning to get more info on my parents’ rabbi’s sister’s friend’s 
speech.  It’s not a speech really.  It’s a performance art piece sponsored by the Woman’s 
Studies department.  It is, however, on breast cancer, just like he said.  I’m going.  
Because I promised my dad, and because it doesn’t sound so bad, really.  They said it is a 
very provocative, controversial piece.  He said something about tattoos.  There will be a 
silent auction before sponsored by Bras for the Cause.  I wonder if that’s the kind of thing 
people put on their mantle?  “Yes, and over here is the brassiere designed by Janet Reno 
that I nabbed for a meager 9k.  Isn’t it beautiful?” Besides there’s bound to be 
refreshments, and I can always get up and leave if it’s awful. 
 

(LIGHTS rise in an empty space 
with just a microphone. MAN enters 
and stands at mic. Lights dim on 
MINA. MAN is stodgy and 
awkward.  Think Christopher 
Walken having a bad day.)  
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      PROFESSOR WAGNER 
Good evening.  Thank you for coming.  It’s good to see each and every one of you.  Your 
support is appreciated. All proceeds of tonight’s performance of Kali’s piece entitled 
“Boobie Trapped exclamation point” (realizes it needs emphasis) Oh.  “Boobie 
TRAPPED!” will benefit the Foundation for Art, Performance and Song in the Detection, 
Treatment and Search for Curses of Female, excuse me Cures of Female Specific 
Illnesses.  As always, please be certain to turn off all cell phones and pagers.  Flash 
photography and video recording of any kind are prohibited.  There will be autographed 
pictures of Kali available in the lobby after the show.  Thank you for your attention.  And 
now, on behalf of the University Woman’s Studies Program, I am pleased to present to 
you….”Boobie Trapped!” 
 

(Lights change to a dramatic tone.  
Lights rise over MINA in a similar 
fashion. KALI enters wearing an 
interpretation of the costume worn 
by the Indian goddess, Kali. It is 
important that KALI has only one 
breast and that there be a tattoo of a 
bow and arrow on the side without a 
breast. At the beginning of this piece 
there should be various images of the 
goddess on the projection screens.  It 
should be evident that MINA’S 
dialogue is her commentary on 
KALI’s piece—a sort  of 
translation.) 

 
      KALI 
Have ye beheld (with much delight) 
A red rose peeping through a white? 
Or else a cherry (double graced) 
Within a lily? Centre placed? 
Or ever marked the pretty beam 
A strawberry shows half drowned in cream? 
Or seen rich rubies blushing through 
A pure smooth pearl, and orient too? 
So like to this, nay all the rest, 
Is each neat niplet of her breast. 
 
Robert Herrick.  He loved nipples so, didn’t he?  Don’t we all?  “Upon the Nipples of 
Julia’s Breast.”  Don’t you wish you knew Julia?  Those must have been some amazing 
nipples.  Don’t you figure?  Like cherries.  Like strawberries. Like rubies.  I wonder what 
Robert Herrick would think of this?  I wonder if he’d like my breast.  If he could render a 
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poem so fanciful about a woman missing a nipple.  Where did my cherry go? 
My cherry of a nipple went to an incinerator somewhere.  
But it’s okay.  It is.  Don’t worry about Kali.  Kali had aromatherapy.  Kali had 
visualization.  Kali had positive thoughts.   
 
      MINA 
I received a book or a cd on the importance of positive thinking nearly every day. They 
stopped when the chemo stopped.   
 
      KALI 
I was cured.  I had chicken soup running through my veins.  I had penicillin in every 
pore. Drip, drip, drip.  Boil.  Pink.  Venom to kill venom.  Melons preserved with 
pesticide.  Keep the aphids off.  Keep the disease out. 
Never ending.  Taxotere.  Herceptin. Cyclophosphamide. Adriamycin. Tamoxifen. 
Cytoxan.  Organochlorine. Pyrethroid.  Carbamate. Pause. Repeat.  Pause.  Repeat.  Ad 
nauseum.  Add nausea. Fear to the square root of pie. 
 
      MINA 
My battle with cancer won’t end.  How’s that for a positive thought?  I’ll live every day 
of the rest of my life wondering where the cancer might be lurking and when, not if, it 
will metastasize. 
 
      KALI 
Et tu, Kali?  Oui.  Scratching cd’s.  Breaking tapes.  Throwing books across the room.  
Magazine articles ripped out and burned.   
 
      MINA 
Maybe it’s my fault.  Maybe I didn’t play those cd’s enough.   
 
      KALI 
Blame me when it returns, when it spreads, when it envelops me. 
 
      MINA 
Maybe I didn’t read the books enough.   
 
      KALI 
Blame me for not having warm fuzzies for my disease. 
 
      MINA 
Maybe I spent too much time feeling sorry for myself.  That’s what they lead you to 
think.  That new age visualization, you are the key to your own cure propaganda.  
 
      KALI 
Venom keeps the dreams away, puts the nightmares on my chest, in my breast, it’s me. 
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      MINA 
All this pressure to never think negative thoughts really doesn’t help when the steroids 
they have to give you lead to insomnia, and it’s four in the morning and you’ve been 
awake for three hours and it’s “I’m scared,” and “Oh, shit, I’m not thinking positive 
thoughts, I’ve just done myself in!” 
  
      KALI 
Rose colored loops awaken the pulse of the nation in the tenth month.   
 
      MINA 
But it’s okay. Eventually October comes around and it’s National Breast Cancer 
Awareness month.  
  
      KALI 
Product placement just in time for Christmas.   
 
      MINA 
Okay, who really wants to walk around with pink t-shirts and hats and leather coats with 
ribbons on them?  
 
      KALI 
Millions pay to adorn themselves in the imagery of mammary glands gone sour.   
 
      MINA 
Sure, stick ‘em on your car and don’t think about them again, but nobody really wears 
that crap.  Who would want to advertise for breast cancer?  It seems like companies are 
just taking advantage of this really emotional disease to try to make some money.  Yeah, 
I know, I know.  The money goes to charities.   
 
      KALI 
Millions walk, each step a nipple down the shoot.  A cherry plucked off Julia’s breast and 
gobbled down by toxins. 
 
      MINA 
But from then on you associate that company with the pink ribbon and long after the 
proceeds have gone to Walk for the Cure and it’s maybe even the second week in 
November you are still giving them your money because they did this great thing.  You 
ever stop to think how much money they spend making ribbons?  I’ll wonder about that 
every day in October.  
 
      KALI 
Greeting cards just for that special cancer patient.  Polka-dot scarves.  Sombreros.  I kid 
you not, wigs! Lucky me!  Lucky me!   
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      MINA 
Negative thinking gets the cancer patient nowhere.  I’m serious.  It’s on “Sex and the 
City.”   
 
      KALI 
HBO sizzler.   
 
      MINA 
All the girls sit around with the still so sexy despite the hair loss, graying skin and mouth 
sores Samantha as she gets her last round of chemo. 
 
      KALI 
Suck the chipped ice and pretend it’s a margarita.  Cancer has gone south of the border! 
Ai ai!   
 
      MINA 
They fellate popsicles, laugh and sit in their comfy salon chairs.  Chemo can be fun!  
Look at all the great hats!  And, oh my god, you get to wear a wig, and pretty scarves!  
And if, by the end of chemo, you are a little thin, bald, hunched over with nausea  and a 
bit grey, if you didn’t feel like wearing high heals and drinking champagne with your pals 
while they continue to drip toxic chemicals directly into your blood stream, then maybe 
you failed. 
 
      KALI 
Tired? Vomiting? Busy collecting hair with the dust buster?  Staying in? Taking a nap? 
Where’s your zeal?  Where’s your joi de vivre?  What’s wrong with YOU? 
 
      MINA 
Maybe you aren’t doing cancer “right.” 
There is no Zen and the Art of Breast Cancer Survival.   
 
      KALI 
There is the fight.  There is the battle.  There is the war that is waged within our bodies.   
 
Casualties.  Casualties.  Casualties.  Survivors.   
 
Amazons waged war on enemies.  Gallant, beautiful, naked women on horseback.  Each 
with only one left breast, the other sliced off to aid in archery.  
 
My left was sliced off.  I simply had to adjust my aim.  Become ambidextrous in my 
battles. 
 
Cancer did not take my breast.  It did not.   
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I took my breast.  I took my breast.  I took my breast.  I took my breast. I took my breast I 
took my breast I took my breast. I. Took. My. Breast. 
 
I took my breast to save my body. 
 
I chose my battle and am still waging the war. 
 
I did not create a new breast.  What new breast?  It does not re-grow like a worms head?  
It is gone.  There is no replacement.  I will not build up another fort upon my chest and 
allow cancer to bring it down again.  I respect the battlefield.  I cherish the ridge of skin, 
the proof of my heroism.   
 
I keep my bow and arrow close to my heart. 
 
       (Lights out on  KALI.) 
 
INTERVIEW #12 
 
      MINA 
I went home thinking about Kali's Amazons.  Trying to look at my body as something to 
wage war for, not against.  
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It's Sunday.  It's my last day to consider my options.  Tomorrow morning I'll have to walk 
into Doctor Ellis' office and tell him what I've decided. Today.  I'm not going to think 
about it. 

Those “Sex and the City Girls” might really suck at portraying the truths of chemo.  But 
they totally understand the truth of stress and how to deal with it.  You go shopping. 

 (Lights up on a small dressing room 
area.  There is a stool with a stack of 
jeans on top.  MINA enters, begins 
to undo her pants when the sound of 
a door opening and closing in the 
room next to her is heard.) 

I hate this.  I hate having people in the room next to me. 

It's not as bad as throwing up with someone in the next stall.  That's the worst. Yes, even 
worse than that. But this is bad, too.  Because you see there are these cracks of light 
between the walls.  Someone could so easily press (she does this) their face against the 
wall and peer in at you. There's an old lady in there.  She's what (looks again) in her 
eighties maybe trying on...oh God she's trying on bras.  She's having a hard time 
unbuttoning her blouse, though.  Arthritis, I bet. 

(looking away) I can't believe I'm watching her.  Stop it.  Stop it.  The last two weeks 
have turned me into a regular voyeur.  First the nudie magazines, then the breast feeding 
incident in the park, and the strip joint, now this?  

(she looks again) Okay, she's got her blouse off.  I'm just making sure she's okay. 

(she looks again) She's a pretty woman for her age.  She's got that beautiful white hair 
that I'll never have.  I'll end up silver grey like Gramma Sadie.  Good, she's got her bra 
unhooked. (she looks away)   

(she looks again) I've never seen breasts this...this old before.  They're so...wrinkled.  I 
can hardly make out where the nipples are.  Oh.  There they are.  But you know, they've 
got their own beauty.  They've got history.  Character.  They've been places and have 
done things.  They've fed babies, I bet.  Maybe three or four.  They've been held and 
caressed by lovers.  Surely they have, right?  They've probably been framed by a perfect 
neckline with a long strand of pearls or even a diamond pendant hanging between them.   

I wonder if anyone ever took a picture of them.  

As a joke or maybe as a keepsake.   

I wonder how she'd feel about seeing that picture now.  Would it make her feel better to 
know her breasts were once perky and full and smooth?  Or maybe it'd make her feel sad 
that they aren't perfect anymore.  If they were ever perfect.   

In fifty years my breasts are going to look like that, too.   

If I keep both of them.  

If I don't, well hell, if I don't I might not make it to eighty years old. 
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Who am I kidding?  I'm not even thirty, and I have cancer.  How likely is it I'll make it to 
eighty at all?   

But how much more likely is it.... 

INTERVIEW #13 

(Lights up on JULIE 
sitting in a chair. DOUG stands near 
with a camera hanging around his 
neck.  MINA crosses to them.) 

      MINA 
Thanks for coming over, and letting me use your husband. 

      JULIE 
Of course! 

      DOUG 
It’s the least we could do.   

      JULIE  
Really.  It’s great to be able to do something to help. 

 

      DOUG 
What time is your appointment tomorrow? 

      MINA 
Nine. 

      DOUG 
Cool.  We’ll come with you. 

(DOUG positions MINA where he 
wants her and sets up his camera.) 

      JULIE 

Are you sure about this? 

      MINA 
I’m positive.  (MINA removes her blouse and stand in her bra.)  I want something to 
remember it by when I’m eighty. 

         
(MINA removes her bra.  There is a 
bright camera type flash.  Lights 
out.)  
 

END OF PLAY 
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INTERVIEW TRANSCRIPTS 

 

 The transcripts included here are word for word from the interviews collected by 

Jackie Rosenfeld, Yi-Hui Lee, and me.  I have not attempted to correct for grammar or 

punctuation.  New quotation marks indicate a new interviewee.  I have included a brief 

description of the interviewee and the approximate question that was asked. 

 

Interview #1  “What do you like about breasts?” 

Hispanic woman, late 20s:  “Breasts are pretty and breasts are sexual.” 

Hispanic man, early 30s:  “I’m for ‘em.  I’m pro breasts.” 

Hispanic man, age 16:  “Breasts are great.  That’s it.” 

Caucasian woman, early 20s:  “I love them!” (She squeezes them and laughs.) 

Black male, early 20s:  “Yeah, I like breasts.”  (Giggles.) 

Caucasian woman, late 30s, standing with her pregnant friend:  “I like two of 

them.  On each person.”  (She points to her breasts and her friend’s breasts.) 

 

Interview #2  “What are the best kind of breasts?” 

Hispanic man, early 30s:  “I like breasts to be there.” 

Caucasian man, early 30s:  “It’s like Baskin-Robbins.  All of the flavors of ice 

cream are good.  And the only issue is...is there ice cream or isn’t there.  Not is there 

chocolate or vanilla.” 
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Interview #3  “Why is everyone so obsessed with breasts?” 

Caucasian woman, mid 40s, standing with her embarrassed teenage daughter:  

“Our society puts way too much emphasis on them.  I think the images in the media send 

our young girls the wrong messages.  And I think it’s just another part of the body that 

functions for a purpose.  And I think that’s probably way too logical of an answer, but I 

think they’re just highly over-rated.” 

 

Interview #4  “Why do you love breasts?” 

Caucasian man, early 20s:  “Nine out of ten men like women with large breasts.” 

Caucasian man, early 30s:  “I like the way they look.  And the way they feel.” 

Hispanic man, mid 20s:  “Good ole roundness.  Reminds me of basketball in high 

school.” 

Caucasian man, early 30s:  “Sometimes they’re fun to play with.” 

Caucasian man, early 30s:  “It’s like playing with a nerf ball.” 

Caucasian man with ponytail, early 40s:  “Men cannot figure out what we love 

about them.  It’s like lesbians.  We love them, but we don’t know why.” 

 

Interview #5  “What do you think about women who breast feed in public?” 

Black woman, late teens:  “Eew.   Women who breast feed in public is 

disgusting.” 
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Caucasian man, early 30s:  “You have things called breast pumps.  And they just 

stick them on there and they just pump away and they have a little bottle they can fill it 

up with milk for them to go out in public with.  They don’t need to breast feed in public.” 

Caucasian man with ponytail, early 40s:  “I think it’s total bullshit that women 

can’t breast feed in public.  And people who say ‘Oh, how obscene!’  No!  That’s not 

obscene.  What’s obscene is you telling us—telling mothers—that they can’t breast feed 

their baby.  And I think it’s wrong that the conservative, fascist Nazis won’t let them do a 

natural, beautiful thing. 

Caucasian man, late teens:  “Mama!”  (Makes sucking noises.) 

 

Interview #6  “What do you think of fake breasts?” 

German man, late 20s:  “See, fake breasts are like Nazis.  They don’t laugh.  They 

don’t dance.  They’re just arrrrrgh!  (Points two fingers like erect nipples.)  No fun at all.” 

Hispanic man, late 20s:  “Fake boobs?  I guess like a fake painting of the Mona 

Lisa.” 

Black woman, late teens:  “People should not get fake boobs.” 

Black man, early 20s:  “I think the best thing about breasts is they are natural.” 

Caucasian woman, mid 20s, sitting with her boyfriend:  “He doesn’t want me to 

get them.  Fake breasts.  But he isn’t really like a big factor in my decision.  (He throws 

up his hands in a slightly offended manner.)  Because if I did it, it would be for me.  It 

wouldn’t be for someone else.” 
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Interview #7  “Do you like your own breasts?” 

Caucasian woman, early 30s, sitting in a choir robe:  “I don’t particularly like my 

breasts.  They’re too big.  They’ve always been too big.  They get in the way.  And now 

they’re getting more out of the way because they’re getting longer.” 

Caucasian woman, mid 20s:  (Glancing down at her breasts.)  “Being poorly 

endowed was never my issue.” 

Hispanic woman, late 20s:  “I’m always, like, talking about my boobs.  Or talking 

about my breasts.  Or talking about how do my boobs look with this shirt?  And they’re 

something that I have that not necessarily all women have that are as large or 

voluptuous.” 

Caucasian woman, early 20s:  “They’re what help to differentiate us from a man.” 

Caucasian soccer mom, mid 40s:  “I have no problems with my breasts.  They’re 

real.  They don’t get in the way.  They work.” 

 

Interview #8  “What’s so great about breasts?”  “How big is too big?” 

Caucasian man, mid 20s:  “Boobs are good.  They’re large.  They’re pillowsome.  

They’re comforting.” 

German man, mid 20s:  “They make good pillows.” 

Caucasian Texan man, mid 20s:  “They’re like pillows.  You can lay down on 

them.  That’s what I like to do.” 

Caucasian man, mid 20s:  “The best thing about breasts?  Cuddling up with them.  

They’re great to cuddle with.” 
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Caucasian man, mid 20s, sitting with his girlfriend:  “Anything more than a 

handful is a waste.” 

Caucasian man, early 20s:  “Just a little bit over a handful.” 

Caucasian man, early 30s:  “Too big is a breast that’s this big.  (He holds out both 

palms forward and spread, overlapping at the thumbs.) Two hands is too big for one 

breast.” 

Caucasian man, late 80s, sitting on a swing with his wife:  “Anything over a 

mouthful is wasted.”  (She gives him a look.) 

 

Interview #9  (To men):  “Would you like to have breasts?” 

Caucasian man with ponytail, early 40s:  “I love breasts.  In fact, if it wasn’t for 

the fact it’d look so strange, I’d probably have them.” 

Caucasian man, late 20s:  “They’re the alien in the things we don’t have and can’t 

have.” 

Caucasian man, early 30s:  “If men had breasts, they would get nothing done.” 

Caucasian man, mid 20s, sitting with girlfriend: “I call them bottlenose dolphins 

when it’s cold.”  Girlfriend:  (Burying her head in her hands.) “Kevin!  (Straightening 

up.)  His are minnows.”  Guy:  “She calls mine minnows.” 

 

Interview #10  “You mean you don’t think breasts are important?” 

Caucasian woman, late teens:  “They’re a couple of things that dangle from a 

body.” 
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Hispanic woman, mid 30s:  “When I became a mom I realized they were a tool 

more than anything else.” 

Caucasian man, late teens:  “When I look at a woman I don’t look at her breasts.” 

Caucasian man, mid 20s:  “I don’t think they’re that important.” 

Caucasian man, early 30s:  “I’m more a hindquarters man.” 

Caucasian woman, early 20s:  “I think they’re just skin and fat tissue.” 

 

Interview #11  “What’s so great about nipples?” 

Caucasian man, early 20s:  “The thing I like about breasts are the nipples.  I’m not 

really all that fond of, you know, flapping, size, all that crap.  The only good thing about 

them are the nipples.  They’re nice.  They’re sensitive.  You can mess around with them.  

There’s something very attractive about them when they pop through shirts.  That’s the 

good thing about nipples.  Guys will go, ‘Size!’ all this other crap.  But if a guy sees 

nipples through a shirt—that actually drives him toward them.” 

 

Interview #12  “What is the greatest thing about breasts?” 

Hispanic man, early 30s:  “The greatest things about breasts?  I think the female 

they’re attached to, I guess.” 

Hispanic man, late 20s:  “Beautiful work.  Art in a way, I guess you could say.” 

Caucasian man, mid 20s, sitting with his girlfriend:  “I always told her she had a 

beautiful body.  It didn’t need to change.” 
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Caucasian man, late 20s:  “The real identity of a woman is not just wrapped up in 

her breasts or her body, but yet we kind of make them a microcosm of a woman.  And 

that breasts and how women relate to their breasts can be an interesting insight into how 

they think of themselves.” 

 

Interview #13  “What do breasts mean to you?” 

Caucasian woman, late 70s:  “I think they are very wonderful.  As a woman it’s 

very defining.” 

Caucasian woman, late 70s, sitting on swing with husband:  “Whatever God gave 

you is what you have.” 

Caucasian woman, late 60s:  “Breasts mean life.  That’s exactly what I think it 

means.” 
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Figure C.1    (© Texas Tech University 2005) 
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Figure C.2   (©  The Daily Toreador 2005) 



 

 

 

208 

 

 

 

 

 

 

 

 

 

 

APPENDIX D 

PROGRAM 



 

 

 

209 

 

Figure D.1   (© Texas Tech University 2005) 
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Figure D.2   (© Texas Tech University 2005)



 

 

 

211 

 

Figure D.3   (© Texas Tech University 2005)
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Figure D.4   (© Texas Tech University 2005) 
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Figure E.1—Mina finds a lump.  (© David Shaver Photography 2005) 
 

 
Figure E.2—Dr. Ellis delivers the news to Mina.  (© David Shaver Photography 2005) 
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Figure E.3—Dad and Mina.  (© David Shaver Photography 2005) 

 

 
Figure E.4—Groomsman asks, “What’s this big ass lump in your tit?”  (© David Shaver 
Photography 2005) 
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Figure E.5—Julie and Mina chat in a café.  (© David Shaver Photography 2005) 

 
 

 
Figure E.6—Mom gives Mina advice.  (© David Shaver Photography 2005) 
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Figure E.7—Mina is distracted by Marie’s breasts.  (© David Shaver Photography 2005) 

 

 
Figure E.8—Mina flirts with Richard.  (© David Shaver Photography 2005) 



 

 

 

218 

 

 
Figure E.9—Mark gives Mina a lesson in breast appreciation.  (© David Shaver 
Photography 2005) 

 

 
Figure E.10—Mina encounters Rachel breastfeeding in the park.  (© David Shaver 
Photography 2005) 
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Figure E.11—Rob ogles Sugar.  (© David Shaver Photography 2005) 

 

 
Figure E.12—Sugar gives Mina a lap dance.  (© David Shaver Photography 2005) 
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Figure E.13—Mina visits Dr. Taylor for a second opinion.  (© David Shaver 
Photography 2005) 

 

 
Figure E.14—Tamara shows Mina the life-like qualities of a silicone falsie.  (© David 
Shaver Photography 2005) 
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Figure E.15—Sophanda Cox shows a little flair.  (© David Shaver Photography 2005) 

 

 
Figure E.16—Doug counsels Mina.  (© David Shaver Photography 2005) 
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Figure E.17—Professor Wagner introduces “Boobie Trapped!” (© David Shaver 
Photography 2005) 

 

 
Figure E.18—Kali performs.  (© David Shaver Photography 2005) 
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Figure E.19—Group Picture.  From top left:  Mattie Adamson, Jackie Rosenfeld, Rob 
Oler, Sarah Shaver, Karen Moore, Jeff Scott.  (© David Shaver Photography 2005) 

 



 

 

 

224 

 

 

 

 

 

 

 

 

 

APPENDIX F 

REVIEWS 

 

 



 

 

 

225 

 

Figure F.1  (© The Daily Toreador 2005)  
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Figure F.2  (© The Daily Toreador 2005) 



 

 

 

227 

 
Figure F.3  (© The Lubbock Avalanche Journal 2005)
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I, Karen Brehm, Assistant Managing Editor of the Lubbock Avalanche Journal, 

do hereby give permission to Sarah S. Shaver to reprint the following article in her 

Master’s Thesis: 

 

Kerns, William.  “Comedic Drama One of Smartest, Hardest-hitting from Tech.”  
Lubbock Avalanche Journal.  11 November 2005: Around Town: 2. 

 

 

I understand that article will be used for educational purposes only and that the original 

copyright is still intact. 
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I, Joey Kirk, Editor in Chief of The Daily Toreador, do hereby give permission to 

Sarah S. Shaver to reprint the following articles in her Master’s Thesis: 

 

Gepford, Anne.  “An Idea Inked.”  The Daily Toreador.  7 November 2005: 10. 
 
Reynolds, Jeremy.  “Acting, Shedding Save ‘keepingabreast.’”  The Daily Toreador.  10  

November 2005: 8. 
 
Shaver, David.  “Review for ‘keepingabreast’ Unfair.”  The Daily Toreador.  15 

November 2005.  Letter to the Editor.  
 

I understand that said articles will be used for educational purposes only and that the 

original copyright is still intact. 
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I, Jackie Rosenfeld, do hereby give permission to Sarah S. Shaver to reprint the 

manuscript of keepingabreast in her Master’s Thesis.  I understand that said manuscript 

will be used for educational purposes only and that the original copyright is still intact. 
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I, David Shaver, do hereby give permission to Sarah S. Shaver to use production 

photos of keepingabreast in her Master’s Thesis.  I understand that the photos will be 

used for educational purposes only and that the original copyright is still intact. 
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I, Richard Privitt, of the Department of Theatre and Dance at Texas Tech 

University, do hereby give permission to Sarah S. Shaver to reprint the following 

publications in her Master’s Thesis: 

 

Program for keepingabreast 

Poster for keepingabreast 

 

I understand that said materials will be used for educational purposes only and that the 

original copyright is still intact. 

 



 

 

 

 

PERMISSION TO COPY 
 
 
 

 In presenting this thesis in partial fulfillment of the requirements for a master’s 

degree at Texas Tech University or Texas Tech University Health Sciences Center, I 

agree that the Library and my major department shall make it freely available for research 

purposes.  Permission to copy this thesis for scholarly purposes may be granted by the 

Director of the Library or my major professor.  It is understood that any copying or 

publication of this thesis for financial gain shall not be allowed without my further 

written permission and that any user may be liable for copyright infringement. 

 

Agree  (Permission is granted.) 

 

________________________________________________         ________________ 
 Student Signature      Date 
 
 
 
Disagree  (Permission is not granted.) 
 
 
 
___Sarah S. Shaver_________________________________       ____6/09/06______ 
 Student Signature      Date 
 
 


