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“The theatre, the theatre ... I don’t know whether to love it or wish it to hell.”

— Olga Knipper
(from a letter to Chekhov, written five months after

his death)
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Abstract

This thesis serves as documentation of my efforts to define accurately my creative
process as an actor in creating the role of Masha in The Three Sisters by Anton Chekhov. This
includes research, character analysis, rehearsal journal and an evaluation of my performance. The
Three Sisters was produced by the University of New Orleans Department of Film, Theatre and
Communication Arts in New Orleans, Louisiana. The play was performed in the Thrust Theatre
of the Performing Arts Center at 8:00 pm on the evenings of April 19 through 21 and April 26

through 28, with one matinee at 2:30 pm on Sunday, April 29, 2007.

Keywords: Lisa Picone, The Three Sisters, UNO, University of New Orleans, Anton Chekhov
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Introduction

A life-changing event occurred in my second year of graduate school at the University of
New Orleans — Hurricane Katrina. This event was significant to my thesis project because it
caused my graduation date to be pushed back by a semester, from May 2007 to December 2007.
My thesis performance occurred Spring 2007 instead of Fall 2006.

Although I did not choose the play from which I would perform my thesis role, I did
express interest in Chekhov. I was excited when I heard that UNO would mount a production of
The Three Sisters in Spring 2007. Professor David Hoover would direct, with set design by
Patricia Vitrano (her thesis project), costume design by Professor Tony French and lighting
design by Katie Anderson. This decision was made prior to the Fall semester; however, my role
was not chosen until the first week of the Spring semester, less than a week before auditions. For
this reason, I could not begin doing script work or research on the character ahead of time. I
thought this lack of preparation before rehearsals would be a hindrance, but the extensive
rehearsal period dedicated to this production overcame that problem. The show was cast mid-
January but did not open until mid-April. We had weeklong breaks for the Kennedy Center
American College Theatre Festival (KCACTF), Region VI; Mardi Gras and Spring break, which
provided the extra time I needed to immerse myself completely in the role and give a
performance of which I was proud.

This document contains a thorough examination of my process in creating this role, along
with a post-production evaluation of my performance. It is a culmination of my graduate
schoolwork and a demonstration of the skills I have developed as a student of the performance

program at UNO.



Research

The research required for this thesis project was a vital part of my process. Preparation
for this role took me back to the origins of the “Stanislavski System” because of Anton
Chekhov’s association with Konstantin Stanislavski and the Moscow Art Theatre (MAT). In fact,
Chekhov’s style of writing inspired Stanislavski to develop this system of acting, on which my
training is based. I felt that performing his work was an appropriate culmination of my graduate
school experience.

A thorough understanding of Chekhov and his writing process for The Three Sisters, his
correspondence with Olga Knipper, who originated the role of Masha, and the study of other
available critical analyses of the play were essential to my creation of the role of Masha
Prozorov.

About Chekhov

Anton Pavlovich Chekhov was born January 29, 1860, at Taganrog on the Sea of Azov in
southwestern Russia. He would eventually become the master of the modern short story, and one
of the most renowned playwrights in history. He would also become known as the “Father of
Subtext,” always probing below the surface and revealing the inner workings of his characters
through his text.

Chekhov’s childhood was not a happy one. His father was born a serf, but was freed
when Tsar Alexander II issued the Emancipation Manifesto following Russia’s loss in the
Crimean War. As a free man, Chekhov’s father struggled as a grocer.

Because of his father’s poor earning capability, Chekhov had already been supporting his
family by freelancing as a journalist by the time he became a doctor of medicine in 1884. In

addition to medicine, “he also had a professional interest in psychiatry, social medicine,



sociology, zoology, horticulture and the philosophy of science” (Wellek 184). These interests
manifested themselves in his writing in several ways, such as the recurring character of the
doctor and an attention to nature.

In his early 20s, Chekhov was a prolific short story writer. He began to earn respect when
his works were published in a series of publications in St. Petersburg. While he flourished as a
short story writer, he began to experiment with playwriting. His first play, /vanov, was produced
in 1887 at the Korsh Theatre in Moscow without success.

In 1888, he wrote The Wood Demon. This lengthy four-act play was eventually cut,
revised and published as Dyadya Vanya (Uncle Vanya) in 1897. The year before Uncle Vanya
was published Chayka (The Seagull) had its debut performance in St. Petersburg. The play was
so poorly received (with hisses from the audience) that Chekhov left the theatre in the middle of
the second act and vowed never to write for the stage again. He wrote, “I am not destined to be a
playwright. I have no luck at it. But I’'m not sad over it, for I can still go on writing stories. In
that sphere I feel at home; but when I write a play, I feel uneasy, as though someone were
peering over my shoulder” (Malcolm 170).

Despite his discomfort as a playwright and the failure of his first production, he
reluctantly agreed to let the newly formed Moscow Art Theatre produce The Seagull in 1898.
This production proved more successful than the first and helped to establish Chekhov as a
dramatist. The Moscow Art Theatre, in fact, was so pleased with his work that its founders,
Vladimir Nemirovich-Danchenko and Konstantin Stanislavski commissioned him to write more
plays.

The Seagull was produced at the MAT in 1898. During rehearsals for the production,

Chekhov developed an interest in the young woman who played Arkadina. Her name was Olga



Knipper. Soon after the production closed, they began a love affair that eventually lead to
marriage. “They were married very quietly in a suburban church in Moscow on May 25, 1901.
The only announcement sent out was Chekhov’s telegram to his mother: ‘Dear Mama, give me
your blessings, I’'m getting married. Everything will remain as before. I’m off to the koumiss
cure’” (Karlinsky 388).

“Koumiss” was an Asian drink made from camel’s milk or mare’s milk and used for
medicinal purposes. During the late 1890s, before he met Knipper, Chekhov had been ill with a
severe case of tuberculosis. The year before The Seagull was produced at the MAT, he had a
lung hemorrhage. Finally in 1899, suffering from the advanced stages of the disease, he exiled
himself to Yalta because of its mild winters. He bought a small cottage on the water in a seaside
Tatar village called Gurzuv, where he would remain for the final years of his life.

After he and Knipper were married, she continued her stage career in Moscow while
Chekhov continued writing in Yalta. Their marriage “was a partnership of equals and they
arranged it to provide themselves with the independence they both wanted to be a part of that
marriage” (Karlinsky 389).

Dear Writer, Dear Actress: The Love Letters of Anton Chekhov and Olga Knipper
documents the couple’s five-year relationship in their own words through their letters to each
other. Since Knipper was making a name for herself as an actor in Moscow during Chekhov’s
exile in Yalta, they were not together very often, so their letters became their only source of
communication for much of their time together. These firsthand conversations between the
playwright and the actor who originated the role of Masha became an invaluable tool for my

creation of the role.



While in Yalta Chekhov wrote a few short stories, but drama became his focus. In 1901,
he finished Trisestry (The Three Sisters). It had taken him almost a year to write it due to his
progressing illness and constant interruptions. In a letter to Olga Knipper on August 18, 1900, he
explained, “I have the play in mind, it has taken shape and form, it begs to be put on paper, but
the moment I touch the paper, the door opens and some swine comes crawling in” (Karlinsky
386).

Chekhov’s four-act drama, The Three Sisters, premiered at the Moscow Art Theatre on
January 27, 1901. It was the first play to be written specifically for the MAT. The production
was co-directed by Konstantin Stanislavski and Nemirovich-Danchenko. It is considered one of
the greatest works of modern drama and one of Chekhov’s finest masterpieces.

Chekhov and Stanislavski continually argued about how his plays should be performed,
and The Three Sisters was no exception. Chekhov insisted that his dramatic works were
comedies and not tragedies and, most important, should be performed with a light touch. After
the first reading of The Three Sisters at the Moscow Art Theatre, Chekhov left after hearing his
play described as a drama and a tragedy. Stanislavski recounts, “I rarely saw him so angry. The
reason, it emerged, was that he had written a happy comedy, and at the reading we had all taken
the play as a drama, and wept over it. This made Chekhov think that the play was not
comprehensible and it was already a failure” (Allen 22).

This was not the only thing they disagreed on during the production of The Three Sisters.
Stanislavski insisted on embellishing his productions of Chekhov’s plays, mostly with extensive
sound effects, in an attempt to create drama. For example, in Act III Chekhov’s stage direction
calls for the sound of the fire brigade. Stanislavski intended for this to include wheels, footsteps,

chains, bells and voices shouting.



Knipper wrote to tell him [Chekhov] that Stanislavski was planning to create a
sense of ‘terrible commotion’. He replied: You write about the noise in Act IIL
What noise? The noise is only in the distance, a vague muffled noise, but here on
stage everyone’s exhausted, almost asleep. If you spoil Act III the whole play will
be ruined and in my old age I’1l be hissed off the stage. (Allen 18)

Despite the disagreements, the Moscow Art Theatre’s production of The Three Sisters
was an overwhelming success. In a letter to Chekhov on February 5, 1901, Knipper exclaims,
“Moscow talks of nothing else but Three Sisters. A success for Chekhov and a success for our
theatre” (Benedetti 103).

Chekhov wrote the roles of Masha in The Three Sisters and Ranevskaya in The Cherry
Orchard specifically for Knipper. Masha was her favorite role. The following passage from Dear
Writer, Dear Actress shows just how attached she felt to the role:

Late in life she attended a gala evening at the Moscow Art Theatre, in which the
parting of Masha and Vershinin in Three Sisters was performed. At the climactic
moment, a strong deep voice rang out from one of the boxes. It was the eighty-
year-old Knipper, unable to restrain herself from speaking the line before the
unfortunate young actress on stage could get it out. It was ‘her’ line.” (Benedetti
1X)

Chekhov completed his final work, Vishnyovy (The Cherry Orchard), in 1904. Less than
six months after its premiere at the MAT, he succumbed to his disease. Anton Chekhov died of

tuberculosis in July 1904 at the age of 43.



Chekhov’s writing style

Chekhov’s plays were controversial when they were first introduced, and still garner
criticism today because some think they contradict the very definition of drama. The word
“drama” comes from the ancient Greek verb “dran,” which means “to take action or to do.”
Chekhov’s writing is often perceived as lacking significant action. Many people believe that
nothing happens in his plays. He wrote this way because he deemed that on stage, things should
be as they are in real life, and not a stilted version of life.

In real life people do not spend every minute shooting each other, hanging
themselves or making declarations of love. They don’t spend every minute saying
clever things. Rather, they eat, drink, flirt, talk nonsense. And that is what should
be seen on the stage. One should write a play in which people come and go, eat,
talk about the weather and play cards. And not because that is what the author
wants, but because that is what happens in real life. (Allen 4)

Chekhov strove to remove the false exaggerations he saw in the theatre. This desire to
create truth on stage made the inner life of his characters become more important than the
external action. He said, “Do you see people tearing about, leaping up and down, and clutching
their heads? Suffering should be expressed as it is expressed in life . . . not with your arms and
legs, but by a tone of voice, or a glance; not by gesticulating, but by grace. Subtle inner feelings,
natural in educated people, must be subtly expressed in an external form” (Allen 7).

Konstantin Stanislavski, one of the founders of the Moscow Art Theatre, agreed that a
more realistic style of acting was needed on the stage. As a result, Chekhov’s unique, realistic

style of writing became the impetus for what would become the “Stanislavski System.”



It is wrong, Stanislavski argued, to act Chekhov superficially, to play the external
form of a role, without creating the inner form and inner life. It is wrong to try to
act, to ‘present’ the characters. You must be — that is, you must live, exist,
following the deep, inner, spiritual line of development. Stanislavski called this
the line of intuition and feeling. (Allen 47)

In rehearsals for The Three Sisters, Stanislavski realized what Chekhov was trying to do
and suddenly reformed his entire thinking about how the play should be performed. “They do not
bathe in their own sorrow. Quite the opposite; they seek joy, laughter, courage; they want to live
and not stagnate. I felt the truth in this view of Chekhov’s heroes, this encouraged me, and I
intuitively understood what had to be done” (Allen 27).

Chekhov’s intention was to make his audience realize how boring their lives actually
were so they would strive for something better. He created characters that were a mirror of what
he saw in humanity not so they could sit back and cry about it but so that they could realize it
and take action.

It was this way of thinking that drove Chekhov to create such compelling, multi-faceted
characters. The rich subtext he created makes it a challenge and a delight for any actor to bring
one of his characters to life.

Themes in The Three Sisters

During rehearsals for the Moscow Art Theatre’s original production of The Three Sisters,
Vsevolod Meyerhold, one of the co-founders of the MAT, made notes about some of the basic
themes in Stanislavski’s interpretation. “Longing for life; call to work; tragic quality against

laughable (background) comedy; happiness as future destiny; work; loneliness” (Allen 26).



The search for the meaning of life and a justification for human existence are also central
themes. Since Chekhov was very ill while writing the play and near the end of his life, I believe
his exploration of this theme was his attempt to make sense of his own existence.

The prospect of their return to Moscow represents the sisters’ hopes for living a better life
than the boring, provincial life in which they are currently trapped. The monotony of their daily
lives causes them to search within themselves for an answer to why they live. Part of this inward
searching comes from their attempt to cope with the rapidly changing social order in Russia in
the early 1900s.

The rise of the working class in Russia at the turn of the twentieth century caused the
decline of the privileged class. The sisters’ father, Colonel Prozorov, was a senior military
officer, so the sisters were accustomed to a life with the advantages of wealth. This changing
social order presented a challenge. Tuzenbach declares that he has “never worked.” Irina
represents the new order, declaring, “We must work.” Irina looks at work in an idealistic way,
thinking it will give her purpose. She soon realizes she hates it and wants life to return to the way
it was.

The concept of fate is also vital in The Three Sisters. “The motive force for classical
drama is fate, and the concept has central importance in The Three Sisters . . . Chekhov’s sisters
are not in control of their fate — they are rather its victims” (Peace 85-86). The sisters see
Moscow as their fate and their future, but it is also their past.

Chekhov was enthralled with the concept of fate and he explored this through his writing,
especially in The Three Sisters and his later works. To understand Chekhov’s writing is to
understand the “unpredictable nature of each moment of life and yet the peculiar consistency

with which those moments add up to a given fate” (Wellek 140). Chekhov’s plays do not just



examine how people behave during the monotony of their everyday lives; they also explore how
each of these moments ultimately determines their fate.

The theme of entrapment was the inspiration for Professor Hoover’s central image in the
UNO production of The Three Sisters. The tall thin trees on the set represented not only the trees
that surround the sisters in their provincial town, but also functioned as the columns in the house
and symbolized the bars that surround them in life, preventing them from following their wishes
and dreams. Masha verbalizes the entrapment she feels in her marriage through the recitation of
the Pushkin poem in Act I and again in Act IV. The greatest sense of entrapment is in the sisters’
inability to escape their current situation and return to Moscow.

There are several omens throughout the play that seem to warn that fate is working
against them in their quest for Moscow. These omens ultimately point to their fate. First,
Masha’s whistling upon the mention of the sisters moving to Moscow is an indirect commentary
on the possible success of them moving. “Whistling was said to be a bad omen that could raise
the devil” (Peace 77). Chekhov had the ability to use subtle details like this to express his
characters’ thoughts. “Whistling could seem simply a trivial action, a piece of ‘naturalistic’
business. But it is, in fact, a detail which has been carefully selected as a subtle expression of the
‘inner drama’ taking place in the character” (Allen 7).

Kulygin announces that there are 13 at table, which is a bad omen. Masha admits to
Vershinin that she is superstitious. These omens seem to suggest that something bad will happen
if they return to Moscow. Perhaps it was Chekhov’s way of suggesting that the sisters look to the
future rather than the past for the pursuit of happiness. Of course, we don’t know if any of the
sisters ever made it to Moscow; we only know that they do not go within the five-year period of

the four acts of Chekhov’s play.



Character Research

Sometimes an actor studies how other actors have performed a role, not to imitate their
performance, but to use it as a tool from which to learn. Seldom do actors have the opportunity to
learn directly from conversations between the playwright and the actor who originated a role,
especially when the role was written over 100 years ago. I was fortunate enough to have this
opportunity because of the published letters between Anton Chekhov and Olga Knipper.
Chekhov was in Yalta while Knipper was rehearsing The Three Sisters in Moscow, so their
letters to each other were frequent and detailed. Having access to these letters gave me
tremendous insight into Chekhov’s intention for the role of Masha.

Chekhov offered this advice to Knipper on how to approach playing the role of Masha in
a letter he wrote to her on January 2, 1901: “Don’t pull a sad face in the first act. Serious, yes,
but not sad. People who had long carried a grief within themselves and have become accustomed
to it only whistle and frequently withdraw into themselves. So you can often be thoughtfully
withdrawn on stage during conversations. Do you see?” (Hackett 279).

Another translation of the same letter uses slightly different wording. “People who are
used to being sad inside just whistle and are often lost in thought. You often become pensive on
stage when people are talking. Understand?”” (Benedetti 87). I thought the phrase “lost in
thought” was particularly useful in understanding Masha.

I read a published interview with Blythe Danner, who played Masha in 1976, which was
also very helpful in giving me a deeper insight into the character. Nikos Psacharopoulos, founder
of the Williamstown Theatre Festival, directed the production. Danner recalls, . . . Nikos lit into
me and yelled, ‘Crying is not the key to Chekhov!” . . . he really wanted something deeper than

that — a pain that went beneath tears . . .” (Hackett 22).



Danner had a strong connection with the character. She explains, “I had a great — settled —
feeling with Masha, which went right through my being. But, on the other hand, there’s that
sense of being entrapped, there’s the longing and the desire to be the bird, to be flying, to escape,
to go heavenward” (Hackett 27).

Knipper wrote to Chekhov on January 13, 1901 because she was having trouble with the
“tram-tam” moment between Masha and Vershinin in Act III. “The tram-tram is causing a
problem. Nemirovich thinks we should sing out these signals like bugle calls, with mimed
actions, of course. If we just speak them, they’ll come out as crude or incomprehensible”
(Benedetti 92).

In Chekhov’s reply, dated January 20, 1901, he answers, “Vershinin delivers ‘tram-tram-
tram’ as a question and you as an answer and to you this is such an original joke that you speak
this ‘tram-tram’ with a smile. She says ‘tram-tram’ and laughs, not loudly, just a little . . . you are
easily amused and easily angered” (Benedetti 97).

She wrote to him again on January 15, 1901, to discuss the scene in Act III in which she
confesses her love for Vershinin to her sisters.

The point of disagreement with Nemirovich is Masha’s confession in Act 3. |
want to do the third act in a state of nerves, in fits and starts that means the
confession is strong, dramatic, i.e. the darkness of the situation gains the upper
hand over the joy of love. Nemirovich wants this joy of love, so that, despite
everything, is full of this love and doesn’t confess as to a crime. The second act is
full of this love. For Nemirovich, Act 4 is the climax; for me, it’s Act 3.

(Benedetti 93)



She seems to work some of this out on her own as she tells him in a letter dated January
18, 1901, “I won’t play the confession in a loud voice but with strong inner drive and feeling
and a glimmer of happiness if I can so express it” (Benedetti 95).

Chekhov finally sent his thoughts on the confession in a letter dated January 28, 1901.
Dearest, Masha’s confession in Act 3 isn’t one; it’s just a frank conversation. Play
it highly-strung but not desperate, and don’t raise your voice, smile from time to
time and above all play it so that one can feel the exhaustion of the night. And so
one can feel that you are more clever than your sisters, or at least, that you think
you are. As regards ‘tram-tram-tram’, do it your way. You are my interpreter.
(Benedetti 101)

Nikos Psacharopoulos’ explanation of “the stove” comment in Act II helped both
Professor Hoover and myself make sense of this moment. “Look, it’s very simple. The last time
that something really big happened to her, when her father died, the wind howled in the chimney.
And now it’s happening again!” (Hackett 281). Masha’s comment about the noise in the stove
seems to come out of nowhere, so comparing it to the last big event in her life makes it seem
more deliberate than random.

In Knipper’s letter to Chekhov on January 18, 1901, she said, “I really like the shaping of
Masha in the last act. The whole role is a marvel. If I ruin it, I’ll give myself up as a bad job”
(Benedetti 95). Of course she didn’t ruin it. The Moscow Art Theatre’s production of The Three
Sisters was a tremendous success. Knipper wired Chekhov immediately after opening night on

January 31, 1901. Her telegram said, “Grand success embrasse mon bien aimé” (Benedetti 102)



Character Analysis

Defining character is a multifaceted process. Acclaimed director and author Jon Jory
says, “Some people believe there is no such thing as ‘character’; there is only the pursuit of the
action” (Jory 172). Then he challenges this definition because it is incomplete. It does not
account for the personality traits and physical characteristics of the character or the actor.

A well-written character is multilayered, sometimes with personality traits that contradict
each other. For example, if one defined Masha’s personality with a broad stroke, one could paint
her as a spiteful and overbearing woman, or simply, a bitch. Masha’s temperament goes much
deeper than that. In his critical study of The Three Sisters, Richard Peace points out that “much
could be said in defense of Masha — her apparent insensitivity derives from extreme sensitivity”
(Peace 98). Looking at her from this angle shows her vulnerability and makes her a more
sympathetic character, which makes her a more complex, richer character to portray.

Another broad stroke inherent in many of Chekhov’s characters is that of boredom,
lethargy, and an inability to act. This is especially true in Chekhov’s women who were limited
because of the social restrictions of the time. A woman’s duty was that of wife and mother. Only
unmarried women were permitted to work and choice of occupation was limited. Masha, a
married woman forced to stay home, could be easily mistaken as lethargic and bored with her
life, unable to make a change.

Chekhovian women; however, tend to fight against this oblomovism. Oblomovism, “ .. .a
spineless laziness that lurks within many of Chekhov’s characters” (Peace 82), is a slang term
that originated in pre-Soviet Russia. It is based on a character in Oblomov, a novel written by

Ivan Goncharov. The novel is primarily about a Russian nobleman who cannot seem to find the

ambition to accomplish anything. This oblomovism presents a challenge for all actors attempting



Chekhov. It would be easy to play Masha as spineless and lazy. The challenge lies in fighting
against the temptation to wallow in despair. For this reason, fighting against this oblomovism or
lethargy inherent in Chekhov’s work became the basis for my through-line.

In Building a Character, Stanislavski explains “the physical materialization of a character
to be created emerges of its own accord once the right inner values have been established”
(Stanislavski 1). Chekhov establishes that a sense of purpose in life is of great importance in
Masha’s inner value system. In Act Il, she tells Vershinin and Tuzenbach, “It seems to me a
person must have a purpose, or be looking for one. Otherwise life is empty — empty.” Her
morose personality is largely due to her constant search for this meaning of life because she
knows her true purpose cannot be fulfilled in her current circumstance.

The importance of education in her life may not be apparent in Act I when she tells
Vershinin, “We know many useless things.” However, she makes this remark because her
education is useless to her in such a small provincial town, but would be appreciated in Moscow.
Not only is she educated; she also appreciates others who are educated. These are the people
with which she wishes to be associated. In Act II she reveals her true opinion when she tells him,
“Most civilians here are coarse, dry, and uneducated. Coarseness sickens me — I feel assaulted by
it. I suffer when I feel a lack of refinement, tenderness, or kindness around me.”

She values family, but marriage seems to be a duty for her. These feelings come out of
the relationships Masha has with her family members and her husband. She has a very strong
relationship with her two sisters. When she confesses her love for Vershinin to them in Act III
she tells them, “My sweet sisters, there’s something I must confess. I can’t keep it in anymore.
I’11 confess to you but not to anyone else. I want to tell you.” They seem to be the only people

around her with which she can confide.



Kulygin, on the other hand, is only a nuisance to her now. She stays married to him out of
obligation. In Act II she tells Vershinin, “I was married at eighteen, in awe of my husband. He
was a teacher, and I’d just finished school, so to me he seemed terribly important and smart.
Now, unfortunately, I don’t feel that way.”

The Sanford Meisner Workbook: Playing the Part explains that the source of character is
point of view; “the origins of character reside in a person’s specific attitudes toward the people
and circumstances all around him or her” (Silverberg 141). Masha’s relationships are an
important part of who she is, especially those of her family and her husband. In Backwards and
Forwards, David Ball says, “Family relationships are at or near the center of almost every play.
Don’t ignore this superb means for understanding the play and bringing the audience close to it”
(Ball 85).

The contrast Chekhov has created between the three sisters provides a crucial dynamic to
their relationship. The sisters contrast in dress, behavior and action, especially Masha and Irina.
Masha is the antithetical figure to Irina in dress and mood. Irina is in high spirits for her name
day in white, while Masha is morose and pensive in black. The Russian name day is a
celebration of a person’s christening day or baptism.

Olga falls somewhere between the two. She is melancholy when she remembers their
father’s death, but tries to put on a happy face for Irina’s name day. At the same time, she
understands that the memories of their father’s death, and their happy life in Moscow, cause
Masha to want to leave the name day party. She even says, “I understand you Masha.” Irina is
perhaps too young for the memory to be as clear. Her attitude toward Masha is much less
understanding when she berates her with, “You’re so . . .” Chekhov doesn’t finish the statement,

but the actress who played Irina did so with a negative connotation which was clearly Chekhov’s



intention. Masha’s mood seems to stem from her “awareness of Irina’s youth and happiness and
the conflicting memories she has of former name day parties” (Peace 78).

Masha’s relationship with her brother Andrei is naturally not as close as the one she
shares with her sisters. In Act I, she is proud of him. She brags about his violin playing and
excuses his decision to choose the university over the military because it was, “Just as Papa
wished.” But as the play progresses, Andrei becomes a member of the County Council and
develops a gambling problem. He confesses to Ferapont that he can’t talk to his sisters about his
life when he says, “I am afraid of my sisters, afraid they’ll laugh at me, make me feel ashamed.”
He is right to believe this.

Masha’s opinion of Andrei descends into disgust by the end of the play, mainly because
he has allowed Natasha to take over their home. “The thought of what Andrei has done with our
house is revolting. Disgusting. The unfairness disgusts me.” In Act I'V, she describes him as their
“lost hope” and compares him to an eternally muted bell. She has such hope for him in Act I, and
that hope dwindles into disappointment. She uses the analogy of a bell that “falls and breaks into
a thousand pieces.”

Masha demonstrates her sense of familial duty and her strained relationship with her
husband through her actions in Act I and also through her conversation with Vershinin in Act II.
Masha admits to Vershinin that she married young and at the time was in awe of her husband,
but that she doesn’t feel that way anymore. Even if these feelings weren’t verbalized they would
be evident through her actions.

Her conversations with Vershinin are relaxed and full of meaning. In contrast, her
relationship with Kulygin is more formal, and their dialogues with each other are short and

meaningless. They never have a real conversation throughout the entire script. In Act III, when



Masha conjugates the verb for love in Latin after Kulygin tells her that he loves her, “she is
parodying his own pedantic, formalistic view of love” (Peace 84). She continues to mock him
when she replies “I’m so bored” to his “I’m so happy.”

Character does not exist without the addition of the actor. “The reason great actors are so
compelling is because they bring their personality to bear on everything they do . . . Remember
that it is you onstage, not some mythical being called the character” (Bruder 75). So I am the
final step of the analysis process. It is the given circumstances, the personality traits of the
character, and my own personality and physical traits and creative imagination that will
ultimately complete the character of Masha in the creation of the role. “Without imagination
there can be no creativeness” (Stanislavski 21).

Through-line

When asked to explain his characters to Stanislavski, Chekhov would often reply, “It’s all
in the text” (Karlinsky 393). The Practical Handbook for the Actor explains, “In the theatre,
character is an illusion created by the words and given circumstances supplied by the playwright
and the physical actions of the play (Bruder 74). Therefore, I begin my process of analysis by
studying the given circumstances of Chekhov’s text.

In Creating a Role, Stanislavski says, “The purpose of analysis should be to study in
detail and prepare given circumstances for a play or part so that through them, later on in the
creative process, the actor’s emotions will instinctively be sincere and his feelings true to life”
(Stanislavski 10).

The given circumstances in The Three Sisters tell us that Masha married Kulygin when
she was 18 years old. She now realizes that his intelligence does not go beyond the educational

realm, which bores her. She enjoys the intelligence of the military officers more because they



like to discuss philosophical topics. She misses the life she had in Moscow. The city is much
more exciting than provincial life, where she is trapped. In her youth, there were always people
around, especially military officers, at the many dinners, parties and gatherings in the Prozorov
household. Since her father died, however, the house has been “too quiet, like a desert.” Her
current life is boring and unfulfilling to her until Vershinin arrives. He is a breath of fresh air to
her stagnant room. He is her temporary escape.

From these given circumstances I derived Masha’s superobjective: to strive for a better
life. Masha struggles to remain hopeful in all that is bleak around her throughout the play. She
fights against the urge to give up. Vershinin arrives and gives her a new sense of hope and a
renewed energy to strive for more.

Active verbs like strive, fight and struggle helped me as an actor to rise beyond the
oblomovism inherent in Chekhov’s characters. In the first read-through for our production of The
Three Sisters, director David Hoover challenged the cast to fight the lethargy. This became my
mantra in bringing Masha to life. I used this mantra as the basis for my superobjective but felt
that it needed to be translated into a positive statement in order to provide a stronger through-
line.

Masha is fighting for a better life with a stronger conviction than she is fighting against
her current life, especially once she meets Vershinin. In her struggle to strive toward her goal,
however, she continues to fight against being a victim of fate. She fights against not being in
control of her fate instead of just letting it overtake her, but she still constantly feels its weight.
Masha also fights for Vershinin, and she does not give up on her life when he leaves. She

exclaims, “We must go on living.”



I also looked for evidence of this struggle in her words, in order to further support my
through-line. The Sanford Meisner Workbook: Playing the Part explains the importance of
discovering the character’s “spine” or “deeper wish” by identifying key phrases in the text.

The most important of these key phrases is the Pushkin poem Masha recites several times
throughout the play; in fact it is her first line in the play. The line is a quote from Alexander
Pushkin’s ‘Prologue’ to his poem “Ruslan and Lyudmila”, “By the curved seashore an oak tree
greening/ Wound round that oak a golden chain.” The verses were a well-known Russian
tradition, so “Chekhov knew the audience would be familiar with the poem when he wrote it”
(Peace 79).

The van Itallie translation of The Three Sisters only includes the first two lines. In other
translations the verse is extended in Act IV to include, “And day and night a learned tomcat/
Keeps going round and round on the chain.” The extension of the verse makes Masha’s confused
line “A green cat?” in Act IV make more sense, so Professor Hoover agreed to let me add it in.
The poem symbolizes her position in her marriage, but the extended version clarifies Masha’s
sense of entrapment due to Kulygin’s hold on her.

The oak tree is a symbol of strength; its greenness shows vigour and a capacity
for life . . . the oak tree is in a provincial backwater in direct symbolic contrast to
Moscow, moreover it is attached by a golden bond (marriage) to a ‘learned
tomcat’ (the pompous schoolmaster Kulygin) who with his prattle and fussing

round and round her constantly hems her in. (Peace 79)

The objective, to escape her marriage, becomes important to her. But when she is with
Vershinin, she desires more than simply to escape her marriage. Blythe Danner, who played the

role in 1976, expressed Masha’s deeper desires concerning Vershinin best. She said, “. . . here
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was someone who could just grab Vershinin, take him behind the hedges and make passionate
love, whose heart was — whose soul was just — dripping with passion and with need . . . It’s not
just the sexual need. It’s more than that, it transcends that. It is really — the hunger to fill one’s
soul” (Hackett 26).

Masha is incomplete, in my opinion. Her life is unfulfilled. She is hungry to fill her soul
with so much more than she is getting now. Masha wants to strive for a better life that completes
her and allows her to use the education she has acquired. She wants to strive for a life that is
fulfilling and in which she is constantly challenged and stimulated. This superobjective took me
from the beginning to the end of the play and helped me to give a well-invested performance.
Motivation

If Masha wants to strive for a better life, what is her motivation? Why does she want it?
An actor’s objective is meaningless without a strong motivation behind it. The “what?” does not
work effectively until the “why?” is established.

The best motivation is one that comes as close as possible to a life-or-death situation. In
my opinion, Masha may as well be dead if she is not living life to the fullest. If she is not
constantly striving for more and surrounded by people who are engaging and stimulating to her,
she withdraws. She demonstrates this in Act I before Vershinin arrives as she is buried in her
book during the name-day celebration. Masha, of course, does not feel like it is much of a
celebration. She feels as if it is more like “a desert.”

With this in mind, I define Masha’s motivation in terms of living in a vibrant social sense
or dying in a sense of withdrawing from social situations. Masha’s motivation is that if she does
not get what she wants she will withdraw or wither away and her life will become meaningless,

so she will cease to live.
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Obstacles

What is getting in the way of Masha achieving her objective? If she wants a better life,
why doesn’t she move back to Moscow and pursue it? “A play’s conflict is between what
someone wants and what hinders the want: the obstacle” (Ball 28). There are several obstacles
that force Masha to stay where she is, virtually trapped in her environment.

In Backwards and Forwards, David Ball describes four different types of dramatic
conflict: me against myself; me against other individuals; me against society; and me against
fate, the universe, natural forces or God. Masha is fighting against all four of these.

She is in conflict with herself primarily due to her sense of duty and the importance of
her family. She feels a sense of duty to her husband, but fulfills her duty to him begrudgingly. In
Act I, her comment “What an unbearable life!” is directly related to her duty of having to go with
him to “another evening at the principal’s.” She also feels a sense of responsibility to her sisters.
She would never do anything scandalous at the risk of hurting them or bringing scandal to the
Prozorov name.

She is also in conflict with herself because she frequently appears to be giving up all hope
of striving for a better life. In Act I she says, “Well, let’s drink. Life is beautiful. To hell with
tomorrow.” Masha struggles with hoping for something better. She thinks that it’s difficult to
have hope for tomorrow because the result may not live up to her expectations. She can’t plan it,
so she might as well live today to the fullest. This attitude is prevalent at Irina’s name-day party
in Act I, which also happens to be the anniversary of their father’s death. The sisters bring up
memories of the past, reminding Masha that her life is not what she hoped for, and it is also not

as good as it was in the past. It seems as if she is often battling with herself. In Act IV she says,
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“My life is a failure . . . Nothing matters anymore.” But soon after she turns it around with, “We
have to go on living — somehow, start again.”

She is in conflict with other individuals. Her husband Kulygin is an obstacle that prevents
her from changing her life for the better. He is satisfied with the current situation and is resistant
to change. He goes so far as to not affect change that he even tells her, “I support you” as she
grieves for Vershinin in Act IV. Vershinin’s wife and children are also obstacles. His wife
repeatedly tries to kill herself, which constantly tears him away from Masha, but he cannot leave
her because she is the mother of his children.

Masha is also in conflict with Natasha. The sisters do not like Natasha; Chekhov makes
that evident from the very beginning. Masha goes into great detail in Act I when she tells
Vershinin how oddly she dresses. Natasha is a force that moves into her life and takes over her
family home. There seems to be nothing anyone in the Prozorov family can do to prevent it from
happening. In Act IV, Natasha’s victory becomes apparent when Masha realizes “there can be no
return to the old life as her refusal to set foot in the house again makes plain” (Peace 80).

Masha is in conflict with society. She was born in a time period when women did not
have the freedoms we have today. Women were expected to get married and have children. If
they did not marry, they were limited in their choices of occupation.

Finally, Masha is in conflict with fate and the universe. In her quest for her purpose on
this earth, she continues to question if anyone will remember her — if her presence on this earth
will be significant at all. In Act I she tells Vershinin, “We’ll all be forgotten” as if she had given
up on the idea. But Vershinin inspires her to go on living no matter what. At first, she struggles

to figure out why she lives, “but now (Act IV) she merely asserts the need to live” (Peace 116).
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Rehearsal Journal

The following is a diary I kept during my rehearsal process for The Three Sisters that
serves as documentation of the daily objectives of each rehearsal, as well as my thought process
behind the creation of the role of Masha. I endeavored to be as concise as possible in my
thoughts as I focused on what was accomplished each day in rehearsal. I also made notes on
what I needed to work on, and things I needed to think about as an actor. I found the creation of
this journal to be extremely beneficial in my process as an actor.

I specifically noted blocks of time when there was no rehearsal scheduled. This was a
unique rehearsal process in that the read-through was 12 weeks before opening night. This is
about double the length of a normal rehearsal period at UNO. But due to Mardi Gras, KCACTF
Regional Convention, Spring break and a few other events, only six weeks of actual rehearsal
time remained over a 12-week period. I thought the disjointedness of the rehearsal schedule
would be challenging in terms of focus. I think the result, however, was actually the opposite.
The extended period of time gave me more time to research and prepare for the role. Also,
stepping away and coming back to it as we did allowed me to come in fresh with new
perspectives each time, rather than getting stagnant or getting burned out with what [ was doing.
I was very happy with the end result, and I would not change anything about the rehearsal
process.

Monday, January 29: First read-through
OBJECTIVE: Meet the cast, read the play, introduction of design concepts

The table read is such a great first step to any rehearsal process. It allows the cast

members to familiarize themselves with each other and their characters, and the director to hear

the play read aloud for the first time.
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David Hoover discussed his process for choosing the translation with which we would
work. He read through several different translations and found that there were some things he
liked and disliked about all of them. Ultimately he went with the translation by Jean-Claude van
Itallie because it was the shortest — not a bad call since the play will still be lengthy for today’s
audience.

I had already read through the play several times, once or twice after I learned I would
play Masha. I had also done some general research on Chekhov and on the play itself. It was
exciting to finally get to work.

The main challenge we found during the initial read was the pronunciation of all of the
different Russian names in the script. It will be a challenge that we will all have to overcome.
Fortunately, David has arranged for a Russian friend of his to work with us on correct
pronunciations. She will also come in and view the show toward the end of the rehearsal process
and give us her critique.

A personal challenge I identified during the read was that I will have to find Masha’s
voice and its nuances. Also, David decided we would not do this show in dialect but with
American Standard Speech. I will need to work on improving my American Standard Speech
and suppressing my local accent for this show.

The table read also offered us a chance to see Patricia Vitrano’s set design model. She
plans to use a circular stage divided into three sections with tall columns or trees to represent the
caged-in feeling the characters have throughout the play. Her central image is that of a gerbil on
a spinning wheel. This is the image from which she developed the idea of the circular stage. The
trees are like prison bars trapping the sisters in their rural setting. Her color scheme is very

natural and warm. [ am anxious to see the fully constructed set.
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The Three Sisters is a play in four acts with no specific scenes. However, David broke the
play up into “French scenes” (based on entrances and exits) for the purpose of creating a more
efficient rehearsal schedule. The blocking rehearsals note which “scenes” were worked and their
corresponding page numbers.

Tuesday, February 6: First blocking rehearsal
OBJECTIVE: Block and work Act I, scenes 1 & ii (pages 7-12 & 12-15)

The first rehearsal was very exciting for me because even just working out blocking
started to give me a better feel for the character in her own environment. This is something that
cannot be accomplished just by reading a script or even through doing analysis work. As an
actor, I need to begin to live as the character in order to find what makes her tick.

Before my first word was spoken in Act I, I identified my first challenge — whistling.
Masha whistles to break the silence or to divert her own attention from the dreadful chatter of her
sisters. I can barely whistle. I have never really been able to do it well. I will have to find a way
to make it sound more natural and to make sure it will be heard.

Another challenge I identified was in finding Masha’s investment level in what is going
on around her. She is reading a book as her sister Olga drones on about her father’s death and her
sister Irina’s name day. Masha is not interested in joining in on this conversation, as it is too
depressing. It is a reminder to her about how dreadful her life has become. I must identify in
which moments she is detached and in which moments she is interested. I must decide what
moments will cause a reaction. This is a very difficult fine line I must teeter on as an actor in
order for my character to be believable and still seem invested in the scene, since I have no lines

for the first five pages of the script. I discussed the situation with David. His outlook was that she
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is not necessarily into the book, but the book is the least painful thing around her; that is why she
gives it so much attention. I like that idea and will put it to use.

I was able to see clearly at this rehearsal that Irina is the antithesis of Masha. I’ve read
about this idea in researching the play, but hearing the words aloud and watching Chrissy Garrett
develop the character of Irina made it more real for me. Irina is opposite in attitude, mood,
mannerisms, speech and in dress from Masha. Even without costumes, I could see and feel this
air of lightness in Chrissy.

During this first rehearsal I began to play with Masha’s physicality a bit. I don’t know
why, but I want her to touch her chest gently with one hand. Maybe she strokes the fabric of her
dress for comfort or as a distraction. I think I would like her to make small but deliberate
gestures with one hand. This will be a lot easier to explore when I get off book.

Wednesday, February 7: Vocal coaching session with Aimée Hayes
OBJECTIVE: Read through lines so Aimée can correct pronunciation

By coincidence, I am taking a Voice class this semester with Aimée Hayes, who has
offered to coach me and other members of the cast in American Standard Speech. We had a 30-
minute session today in which I read through my lines and she coached me in correct
pronunciation. We identified several challenges that I will need to focus on. First, I need to
soften the “r”” sound. The New Orleans accent tends to be more of a hard “r.” In American
Standard Speech the “r”” should not be dropped (as in British dialect), but just softened.

My second challenge is the “ou” combination as in “house.” My New Orleans accent
tends to cause me to swallow and widen this sound. Aimée worked with me on rounding this

sound, bringing it forward and adding more air.
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Another thing we worked on is something Aimee calls the “liquid u” as in “education.”
Instead of “edju” it needs to soften and flow as in “edew.” We also worked on switching the
“wh” sound to “hw” as in “where.”

The vocal coaching session was very helpful because it forced me to pay closer attention
to the placement of the sounds, as is important in any dialect work. It will also help me find
Masha’s voice, and further define how she sounds.

Wednesday, February 7: Blocking rehearsal
OBJECTIVE: Block and work Act I, scenes iii & iv (pages 16-23)

This was the first rehearsal with Kulygin, Vershinin and Masha on the same stage. It
created a completely different dynamic for her. My focus felt awkward and uncomfortable.
When I was standing between the two of them on stage I felt trapped with nowhere to go, not
knowing where to direct my focus. I am still trying to define how to split my focus between the
two of them. I am sure this will come. I think it is probably difficult for Masha to look at
Vershinin when Kulygin walks into the room, but I am not sure. I will have to explore the
dynamic of Masha being in the same room with these two men in future rehearsals.

I have already decided that Masha becomes intrigued in Vershinin during his monologue
about the meaning of life. He says that “An intelligent educated person is never superfluous” and
“it’s important to know more than our ancestors.” It suddenly hits Masha that unlike Kulygin,
who is pompous and book smart, Vershinin is a person of real intelligence, one who can
philosophize and form ideas for himself.

David and I decided that in order for this hint of interest to come across to the audience,

Vershinin and I will have to find a moment to connect during his monologue to drive me to the
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point to make the pronouncement that I am “staying for lunch.” I will need to work on this with
Derrick Deal.

I’d like to play with not being able to look at Vershinin too much after this moment for
fear that he, or someone else in the room, will know what I am thinking. I will have to find some
moments to give him focus, and some moments to look away.

After this subtle connection with Vershinin, Kulygin enters the room. My blocking for
two large chunks of the scene is to stand in a corner when her husband enters the room because
she cannot stand to be around him. It is as if she is punished. Even though it is difficult to stand
facing an imaginary wall with nothing to do, I think I can make this work.

Thursday, February 8: Blocking rehearsal
OBJECTIVE: Block and work Act I, scene ii (pages 27-31)

During rehearsal tonight, I realized how much Masha’s demeanor during Act II differs
from that in Act I. During Act I she is happier — smiling, giggling and acting almost like a
schoolgirl. We can see at this point that her relationship with Vershinin has developed into quite
a close friendship, although we do not know to what extent their closeness has become. We did
discuss in rehearsal that I will have to decide for myself what has happened between them in the
past year and a half.

Act I is more difficult for Masha. She is unhappy and unfulfilled in her life. Just as she
about to leave the name day party, Vershinin enters and offers her a glimmer of hope.

At the beginning of my scene with Vershinin in Act I, we are coming in from outside. It
is snowing, but David blocked it as if we had first come into a foyer and shed our outer
garments. We enter arm in arm. We are definitely comfortable with each other now. Masha even

teases Vershinin a little. Masha is much lighter and freer than she was in Act I. Vershinin
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provides a release for her. She now has someone whom with she can truly talk. Vershinin
represents everything that was lacking in her life in Act L. I will have to figure out how to
effectively make this transition in her demeanor.

Monday, February 12: Blocking rehearsal

OBJECTIVE: Block and work Act I, scenes iii & iv (pages 32-40)

The first hint of Masha resenting Vershinin’s family comes in this scene. After he leaves
to go home to take care of his wife, she takes her anger and frustration out on everyone in the
room. I have to make and effort to control this outburst and refocus my anger as more of a
release. I do not want it to come off as if [ am playing fo take my anger out on others but rather
to release my frustration. The antithesis of the above might be an even stronger choice. I could
try to hold back my anger. 1 will have to figure out where to go with this over time. I will have to
gradually pull back what I am doing in order to achieve this result.

This also marks another stage in the transition of the character’s demeanor — from
numbness and detachment in Act I, to giddiness and relief early in Act II, to frustration and
bitterness late in Act II. After Masha snaps at everyone at the table in Act III, there is a moment
when Natasha comes to advise her. I am not sure how to react to this other than to ignore her,
and have it drive my frustration further. I guess a small part of it should be to appease. I have to
find the line between to appease and fo ignore or to dismiss. I am not sure at this point how I can
make this moment work.

After Natasha leaves, Masha has a moment with Irina. We sit on the window seat for a
while “peas and carrotting.” “Peas and carrots” is a term actors use to describe background
murmuring on stage because if you say “peas and carrots” repeatedly, it looks to the audience

like you are having a real conversation. Chrissy and I actually do have real conversations in
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character on stage (something I love about her). I started to think about the physicality of our
“peas and carrots” moment; for example, how are we sitting? Maybe it is a somewhat relaxed
version of the more formal physicality of Act I. We are both frustrated with and tired of our
lives. Chrissy pointed out that we are pretty much miserable at home, so I can let that help
inform my movement.

I am starting to think about the different melodies Masha hums or whistles. What do they
sound like? I’d kind of like to whistle a section of a familiar tune that wouldn’t be recognizable,
but I am not sure if that would work.

I decided to focus on my Alexander posture today — as if a string were holding me up
from the top of my head. This is something we are working on in our voice class that I wanted to
try to incorporate into the show. I thought I would have a problem keeping my head in alignment
because of the rake in the audience of the Thrust Theatre, but I realized I can look up at the top
row with my eyes, so it works.

My biggest problem spot at the moment is crying. I am not yet adept at crying on stage. [
also struggled with this in Dancing at Lughnasa (Fall 2006 at UNO). I hope I can figure out a
way to make my crying moments believable, and not too melodramatic.

Tuesday, February 13: Working rehearsal
OBJECTIVE: Run & work Act I

This was the longest rehearsal to date and it was quite tedious at times — mainly because
some actors are coming into rehearsal unprepared. In addition, we spent an awful lot of time
discussing one actor’s pronunciation of certain words, which actually became comical at times.

It’s as if he is saying words and not really thinking about what is important. I think it’s just
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because he doesn’t know the lines. Overall though, it was a productive rehearsal and it made me
feel that we have something finally coming together. That is exciting.

I made some discoveries in this rehearsal, and also came up with new questions. In Act I,
I am having a difficult time figuring out Masha’s level of attachment or detachment to what’s
going on around her. She spends most of the time reading and not engaging in conversation with
her sisters. However, I think she is half listening to everything in the room. I still have to decide
exactly to what things she gives focus, to what things she decides to engage, and to what things
she consciously decides to ignore or tune out.

I also need to develop some kind of build to the decision that I want to leave. What
triggers 1t? Why don’t I leave sooner? When I say I am going to leave and I don’t, what holds me
back? Ultimately it is Vershinin, but there is some other reason I don’t leave right away.
Wednesday, February 14
OFF — Valentine’s Day
Week of February 19
OFF — Mardi Gras Week
Week of February 26
OFF — KCACTF Regional Conference
Tuesday, March 6: Working rehearsal
OBJECTIVE: Work and run Act I1

This rehearsal was very challenging. We started 30 minutes late due to late actors, so we
weren’t able to do a run. Also, I was sick so I had a difficult time speaking and maintaining my

energy.
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I did feel like I made a few more discoveries, and that [ am starting to play stronger
actions. One moment I worked on tonight was my first line in Act II, when I enter with
Vershinin. The line, “I don’t know,” is a response to an unwritten question. David challenged me
at rehearsal to tell him to what I thought Masha was responding. I had come up with a theory that
Vershinin is asking Masha what her fascination is with the military. For example, does she really
like them more than civilians or is it just out of habit that she continues to socialize with them?
That may seem like too much of a surface response, but it makes sense to me because of how she
responds in the monologue that follows. David accepted it as a valid answer so that will be my
impetus for the scene. It gives me something to respond to in this opening moment between
Masha and Vershinin. I think it was brilliant of Chekhov to have them enter in the middle of a
conversation; it immediately grabs the audience’s attention.

I am beginning to feel how much more fun Act II is for Masha than Act . I am starting to
get a better sense of the complete change in her demeanor. In Act I she is filled with tension, and
in Act II she is much more relaxed and even giddy. It is Vershinin that allows her this release.
Her mood is a lot lighter while flirting with Vershinin and gossiping with Irina about Natasha;
however, there is still the underlying heaviness of Vershinin’s message that we can never truly
be happy weighing her down.

Wednesday, March 7: Blocking rehearsal
OBJECTIVE: Block and work Act IV

It will take me a while to find the investment level I need for this Act. At this point
everything seems forced, especially Vershinin’s exit. Also, the end of the play is not yet coming
together for me. I have to find the build. I may not get to where I need to be until we start

running the show. I don’t think the investment in this Act can come by running it alone.
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One line I delved into tonight was, “Goodbye. Have a good trip!” Masha says this after the
soldiers are already gone. I think she is being sarcastic, maybe mocking them. Once again, I
don’t think I will truly find the answers for this Act until we are running the show in its entirety.
Thursday, March 8: Blocking rehearsal

OBJECTIVE: Block and work Act III

At the top of Act III, Masha seems to be sleeping while the town burns down. I think she
is probably so exhausted she can’t sleep and when Natasha enters the room she makes things
even worse. David made the decision for me to strangle my pillow as if it were Natasha before I
leave the room. I am using Natasha’s attack on Anfisa to drive Masha out of the room. I like
strangling the pillow because it gives me further motivation to leave and not to verbally attacking
Natasha.

The sound of Vershinin’s voice brings Masha back into the room. The “tram-tam”
becomes their love song — the way they can communicate without words. Derrick and I did not
discuss this moment before rehearsal, so when he began the tune on stage, I just went with it and
tried to develop something with him that made sense musically. I think I will have to work with
Derrick to try to get this exchange to the point where it works as communication. Right now it
feels disjointed and forced and there is no interaction.

Once I achieve the connection I want with Vershinin, I will contrast this with the words I
speak to Kulygin. I want it to feel like Vershinin and Masha can communicate without words, yet
Kulygin and she can’t communicate with them.

Masha’s demeanor in Act III is on a bit of a roller coaster. It starts with the exhaustion of
the fire and the frustration with Natasha, continues with the excitement of the exchange with

Vershinin, plummets with Kulygin, peaks with the confession of her love to her sisters and hits a
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slight road bump when Andrei enters the room. Of course, in the end, Vershinin saves her with
his final “tram-tam” calling her to meet him. I think this is probably going to be one of the more
difficult Acts in terms of investment in what is going on around me because so much happens
that affects my character.
Monday, March 12: Working rehearsal
OBHECTIVE: Work and run Act I

Working in a thrust theatre has a lot of advantages, but there are also challenges. I began
to think tonight about what I could do as an actor to be aware of my physical position in this
space. I realized that as I sit on the small sofa in the first half of Act I, my back is to the stage
right audience the entire time. I began to look for opportunities to shift my body position along
with my focus to different sides of the room, thereby opening myself up more to a larger portion
of the audience. For example, Solyony makes it easy for me to turn away when he says to
Chebutykin that, “I’1l lose patience with you, my angel, and lodge a bullet in your forehead.” I
can use this moment to shift my weight around so that I am turned away from him and facing the
stage right audience. In addition to opening up to certain audience members, I think shifting my
focus physically will give me more options to sitting in one spot for a while.

David asked me to try “just as father wished” (to Irina about Andrei) as a pungent
comment. My action was previously fo remind her with a light reprimand, but this note leads me
to agree with her a little more — to sort of commiserate with her about Andrei becoming a
professor instead of joining the military. I also thought tonight about Masha’s comment about
knowing three languages. Based on Andrei’s comment, “what an effort it all cost us,” how do I
feel about our father’s insistence of us learning so many languages? Masha also makes a

negative comment about it: “an absurd extra growth . . . we know many useless things.”
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Tuesday, March 13

Rehearsal was cancelled tonight because the stage was painted this afternoon and the
paint is still wet. We are very frustrated to miss a night of rehearsal after two weeks off. We
convened at a local tavern to discuss the situation further.

Wednesday, March 14: Working rehearsal
OBJECTIVE: Run and work Act IV

I really want to tell Fedotik and Rode goodbye! It is scripted that they meet Masha at the
back of the stage and she goes out with them as they make their goodbyes to her. Unfortunately,
because of the way our production is staged, [ am in the vom and they are exiting upstage, so
there is no way to make it work. I really feel cheated that I am missing out on this important
goodbye especially since Masha had a chance to bond with these men when they went out for
Carnival after Natasha kicked them out of the house. In addition to this, Ryan Bruce and T. Joe
Seibert are two of my favorite people in the show. They bring so much life onto the stage with
every one of their entrances. Rode and Fedotik do mention Masha in the script, and I know
Chekhov had intentions for them to say their goodbyes to each other, so that makes me feel a
little better. I know it seems like I am spending a lot of thought on one simple stage direction, but
these are the thoughts I am having in rehearsal.

On a more serious note, one of my favorite moments in the show is my conversation with
Chebutykin about my mother. We know he loved her, and I suspect it was a similar love to that
which Masha feels for Vershinin. Masha takes this opportunity to connect with Chebutykin about
this subject. David asked me my opinion about the significance of Masha’s line, “Is Mine here?”

She explains that she is referring to her man because that is how her cook used to refer to hers. I
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think “Mine” is Vershinin, not Kulygin. Chebutykin makes this connection when we compare
“Mine” to his love for Masha’s mother.

I am having trouble with the transition from “I’m boiling in here” to “There’s brother
Andrei.” I am trying to use Andrei as just one more irritation in my life adding to why I have
become vulgar and mean. The analogy to the bell is awkward. I am having trouble making it
work.

My exit line is also awkward. I think Masha notices the birds because they are happy,
they are free and they are leaving — everything that she is not. However, once again, it’s not that [
haven’t figured out the meaning, it’s that I haven’t figured out how to convey it.

The second half of Act IV is also challenging for me. First is the outburst after Vershinin
leaves and then the ending, which is feeling very forced and unnatural for me at this point. It
seems like we have worked Act IV less than earlier acts, so I am hoping that these things will
become clearer to me with more rehearsal.

Thursday, March 15 — Monday, March 19
OFF — Continue to work on lines

Tuesday, March 20: Working rehearsal
OBJECTIVE: Work and run Act I

I need to work on Masha’s reaction to Olga’s reprimand for the whistle. My first instinct
was to snap back and glare. David suggested I pull this back a little and turn the action into to
stare her down. Of course, I like that a lot better.

David gave me a note this evening that [ need to control my arms. Apparently [ am

waving my arms around when I explain that [ want to leave the name day party because it is too
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gloomy. I need to work on controlling my gestures and my physicality in general. I want to make
Masha’s gestures smaller and more precise.

I also need to work on vocal musicality and pace. Masha is more matter of fact than [ am
playing her right now. I am finding that I need to find more subtlety in what I am doing to find
this character.

I have identified several things I need to work on. I need to work on the blocking between
Andrei’s entrance and Kulygin’s entrance. It feels awkward. I need to think about the toast:
“Well, let’s drink. Life is beautiful. To hell with tomorrow.” Right now it feels as if it is coming
out of nowhere. I have to think about how it can be more motivated. The stare at Natasha right
before that is also a somewhat awkward moment. I will need to fix that as well. It’s frustrating to
try to work while people are still not off book. I know I will have more of a chance to play
around with what I am doing in real runs.

Wednesday, March 21
OBJECTIVE: Work and run Act I1

Why do Vershinin and Masha talk about the weather? I just had that thought for the first
time tonight.

David thinks that I need to work on my turns in the scene with Vershinin. For example, I
need to go from “you make me laugh” to “you frighten me” with more subtlety. I feel this
applies to my performance throughout the show. I need to find the subtlety in it.

David also felt I needed to add more passion to Masha’s meaning of life speech, which is
her response to Tuzenbach’s philosophizing. I think it is not coming off with enough passion
because I don’t yet understand its meaning. Once I understand why she is saying it, the passion

will come.
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Thursday, March 22
OBJECTIVE: Work and run Act I1I

I am trying to fine tune the moment I sit up in bed, and when I decide to get up and leave.
I decided that Natasha’s line, “I forbid you to sit in my presence. Get up! Get out of here!” is
what stirs me to sit up. [ watch for a moment with my pillow, and then I get up and exit the
room. I have been playing around with different spots to exit. I am trying to find the point that
drives Masha out of the room. It’s somewhere just after Natasha yells at Anfisa. It may be a
slightly different point every night, but I think it will eventually evolve to be the same spot every
night. Right now it is slightly earlier than the cue in the script, but I feel it is more important for
me to find what feels natural in the moment than to follow what the script says. Of course, that is
true of most scripted stage directions. I like to use them as a guide, not an absolute. Otherwise, I
am not truly living in the moment.
Monday, March 26
OBJECTIVE: Work and run Act IV

I feel as if I have been neglecting Act IV a little, which is not good because it is filled
with so much depth. It will take a lot of work to make everything work effectively. It’s been a
week and a half since we last worked on it, and frankly, there is so much going on in the
previous acts that I haven’t suffered for a lack of things on which to focus. Working on it tonight
made me realize that [ have a lot of work to do before I am able to fully invest in this Act. [ am
looking forward to running the show in its entirety tomorrow night. The run will give me a sense
of character arc, and maybe lead me closer to the investment level it will take to make my

performance in this act believable.
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Tuesday, March 27
OBIJECTIVE: First run-through

The first run was a little rough, but not terrible. Lines are a problem for a lot of people,
and there are some sections where actors are unsure of blocking, especially when there are a lot
of us on stage at once. I feel confident that all of this will come together in time. We still have a
couple of weeks before we open, so I think we are in a good place.

I do have some specific notes for myself. In Act I, I need to further define my reactions. I
am still trying to find the line between what I am paying attention to, and what [ am actively
ignoring. It’s feeling better and more natural for me all the time. But I feel some of my reactions
are too big or too much. I need to work on toning everything down. I must determine the least
amount of expression I can give and still convey a reaction.

I also need to work on refining my moments with Vershinin, especially when Masha
realizes that they have met before. Both of the lines in reference to this, “how you’ve aged” and
“you only had a mustache back then,” are feeling forced and not natural.

Another moment [ am having trouble with is the violin cue, which leads to Andrei’s
introduction. We don’t have sound yet, so I am hoping it may work better when the sound
comes. Right now it feels like another moment that comes out of nowhere.

I am also having trouble with the “I’m staying for lunch” line. It is one of my favorite
lines and I think it is one of Chekhov’s many brilliant moments in this play. I think it needs
specific timing along with just the right action in order to work effectively. I really want it to
draw a reaction out of Vershinin. To me, it is a moment of clarity for Masha. When Vershinin
speaks of it being “important to know more than our ancestors. And you complain of knowing

too much,” I think it is the first time she has heard someone turn her words around to make an
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intelligent argument. It intrigues her. It is the most riveting thing she has heard in a long time. So
she goes from being bored and wanting to leave, to being intrigued and wanting to stay all in that
moment. I think that’s a lot to convey with that line, but I am hoping to achieve something close
to that.

Another moment [ am trying to improve on my own is the section where I cross to the
piano when Kulygin enters the room. When the blocking was first given to me I felt like I was
standing there doing nothing. I know my action is fo hide or to escape, but I felt like I needed
some business. I began playing around with reading the book, but that didn’t work. I think
arranging the flowers works better. After I cross to the other side of the piano, [ am going to
make myself a drink. Giving myself specific business to do while I am there will help distract me
from the conversation in the room.

David gave me a note tonight to lighten up on the line “Another damned night at the
principal’s. To hell with it.” I guess this goes along with my general feeling that I need to tone
everything about Masha down to the smallest level I can, while still getting my playable action
or intention across.

Act II went a little more smoothly than Act I tonight. There are a few particular moments
I need to work on. I am not yet happy with the scene between Vershinin and Masha. I am hoping
this will come. Also, the blocking doesn’t feel right at certain moments when I am by the
window. I will have to make it feel more natural, and somehow make it work.

David asked me how Masha feels about Natasha reprimanding her in French after
Vershinin leaves. | was playing fo dismiss her or to ignore her, but I guess this action is not

strong enough. I will change it to something more like fo stare her down, which will be a
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stronger, and more active. David suggested that maybe Masha thinks it’s pretentious. I will try to
use this as motivation during our next run.

I also feel I need to motivate the waltz a little better. Right now, it feels like it is coming
out of nowhere. I also need to work on the beat before I leave. It’s not yet feeling right.

Act III did not go smoothly tonight mainly because of lines. It is slow going, but I feel
confident we will get there. David gave me something to think about in this Act. He asked what
the beat change was on “Andrei mortgaged the house.” This is an important moment that I had
not thought much about up to this point. Masha goes from trying to push Kulygin out of the
house, to complaining to Irina that Andrei has mortgaged the house. I have to figure out where
this is coming from, and what [ am trying to do in that moment.

Act IV was okay, but the blocking at the very end seems strange and forced. Hopefully
Kat Johnston, Chrissy and I will figure out what we can do to make it feel more natural.

Everything will gel a little better once we are all more confident in our lines and our
blocking. We are not picking up cues like we should, so the pace is off and I feel the entire show
is dragging. It’s such a long show; I fear we won’t get moving fast enough to keep the audience’s
attention. We still have time, but I am nervous nonetheless.

In order to give us more feedback on our American Standard dialect, Aimée watched the
first half of the run tonight. I still have to work on softening the letter “r,” especially when they
fall at the end of a word. Her note was that it sounds like regionalisms. She also heard a bit of a
drawl on the words “tonight” and “quiet.” I need to work on opening up and softening these
sounds.

Aimée gave me a general note: when [ was at ease I sounded fine, but when I began to

work myself up my accent returned. I will have to find these moments and concentrate on my
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speech patterns. She specifically mentioned that I must support my voice when I have the
outburst at the table after Vershinin leaves in Act II.
In addition to vocal notes, Aimée also gave me some other things to think about. I
realized from some of her notes that I am not playing strong enough actions to get my intentions
across. It was good to have an outside perspective on my performance. Her thoughts were
insightful to me, which I appreciated. The following were some of her notes to me:
Try the liquid ‘u’ on ‘educated.’ It may be fun as playing the ‘u’ matches what
you are saying about refinement. Your creation of the refinement of the character
works and feels like the right track — can you enjoy saying the words? It’s the
pleasure of saying to someone (Vershinin) who ‘gets’ it and you, too. So vocally,
are you impressing him? Connecting to him? Or using fem wiles — all by using
those specific words? ‘Laughing since morning,’ I thought, why? What did you
do that morning and why do you say it to Vershinin? Whatever happened let it
inform your vocal expression.

Wednesday, March 28

OFF — Tennessee Williams Festival One-Act Winner Small Things opens

Thursday, March 29 — Wednesday, April 4

OFF — Tennessee Williams Festival & Spring break

Thursday, April 5

OBJECTIVE: Run and work Acts I and II

Rehearsal was so refreshing today because there were no classes scheduled due to Spring
break. It was wonderful to be able to rehearse in the middle of the day with no other distractions

and with energy! Usually we rehearse at the end of a long day when I am tired.
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The first sound I make in the show is a whistle. David gave me the note today to “let the
fart noise drive me to whistle.” (Yes, the first sound in the show that is my thesis performance is
a fart noise!) When I got this note, I realized that I hadn’t thought enough about what the impetus
was for the whistle.

Every time I whistle, it is in response to something unpleasant. The first time is after the
fart noise (which is not scripted; David added it) and the second time is when Olga and Irina are
discussing moving to Moscow, and they suggest I would visit them in the summer.

The whistling is my attempt to lighten the mood and change the environment that is
obviously causing me misery. The heavy mood in the room is so dreadful to me; it eventually
drives me to want to leave on my sister’s name day party. David directed me to keep the tune
happy and upbeat, which will help to make my intention clear.

Of course my first line in the show is the quotation of the Pushkin poem. I am trying to
figure out what makes Masha say it aloud. I think she identifies with the poem because it reflects
how she feels about her own life. She is the oak tree greening. She is a strong woman in the
prime of her life. Her marriage is the golden chain wound round her, binding her so that she can
no longer grow. Maybe this poem is a realization of what is really holding her back. Saying it
aloud reinforces it in her mind. My problem right now is not as much understanding the meaning
itself, but getting the meaning across.

David directed me today to make my first monologue less important. I have been playing
this litany of excuses about why she wants to leave on Irina’s name day very deliberately as a
defense. David thinks it would work better if it was less important and more like a stream of

consciousness about her disenchantment with the whole day. I think this will work much better
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for Masha. She is going to do what she wants to do regardless of the opinion of others, so it is
not necessary for her to defend herself.

David also directed me to play a stronger action on my line to Solyony. “What do you
mean, you dreadful man?” I have been playing to belittle but David wants me fo intimidate. It is
a much stronger choice, and I think it works well. Masha is a strong woman who would
definitely stand up for herself against a weasel like Solyony.

The moment Masha tells Vershinin that I don’t recognize him at all is not coming across
very clearly because it is not yet clear to me. David gave me a very specific action to play today
that I think works well in the moment. It also makes it quite funny in my opinion. He wants me
to deter him with that comment, as if his remembering me is a complete turnoff. I really like the
dynamic that playing this action creates between us as opposed to playing it straight like I was
trying to do earlier. It is a much more nuanced choice.

A small physical thing I am still trying to determine is exactly how I hold the
handkerchief. It is a very simple thing to hold a handkerchief, but I think the more specific
choices I make about Masha’s physicality that are different than mine will add more layers to the
character.

I am also still trying to decide what my initial reaction is to Kulygin entering the room. I
am initially playing fo shun (him) or fo retreat from the room. I think this is the correct reaction
for Masha to have at Kulygin’s entrance. I think where I am missing it is by playing it as simply
a reaction to him entering the room. I need to add to that the fact that it is a complete interruption
to the pleasant environment that has been created by Vershinin’s presence. I think the second
reason for my retreat will create a more dynamic reaction for me. It will keep everything in line

with my main objective of the constant pursuit of something better. Vershinin creates something
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better within Masha and in her environment, which is the complete opposite of what Kulygin
does for her. His entrance in the room destroys this “better” mood, and causes her retreat.

I am putting too much of a mysterious quality on some of my moments with Vershinin.
David wants me to give it all a more sexual tone. First is the stove moment. I realize the mistake
I have been making with this moment now that David has pointed it out and has asked me to
redefine it. The exchange is:

MASHA: That noise in the stove... Just before Papa’s death the stove made the
same noise — the same noise.

VERSHININ: Are you superstitious?

MASHA: Yes.

I have been making the mistake of playing up my superstition before Vershinin points it
out to me. I need to make the stove a signal that something significant in my life is about to
happen. Vershinin will deem from this that [ am superstitious — [ don’t need to play the whole
thing as — as David put it “Agatha Christie.” Instead, I need o lead him on by pointing out the
significance of the noise in the stove.

Another moment where I need to add more sexual tension is the interruption of our
intimate moment by the entrance of Irina and Tuzenbach. My line is, “Someone’s coming. Talk
about something else.” I have been playing to cower, afraid I will be caught doing something I
am not supposed to be doing. David wants me to try the stronger choice of fo snap as if their

entrance is ruining my moment. I think it works much better.
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Friday, April 6
OBJECTIVE: Run and work Acts III and IV

David decided to add a moment that I think is hilarious. When Natasha references me
sleeping, I am to raise my head and look at her with disgust as if to say, “How can I sleep with
all of this racket!” He decided to cut the pillow strangling moment, which is fine with me. The
intention will now all be internalized which is more consistent with what [ am trying to do with
the character anyway. So externalizing that physical action will now help me internalize the
moment a little better.

I had been having trouble with the “tram-tam” moment with Vershinin so today I tried
playing to savor the moment. 1 feel like it worked much better.

I also changed my action on the “amo-amas-amat” moment with Kulygin today after
discussing several options with David. | had been playing to snap back at him, but changed it to
to appease him. David thinks this will be a better lead in to the turn I make to discuss Andrei
with Irina. By appeasing him, I have a better chance of getting him out of the room so I can be
alone with Irina. This action is enhanced when I put my hands on him pleading, “Go Fyodor.” It
feels much better and gives the scene a lot more levels than when [ was snapping on everything.

I made progress on the monologue in which Masha confesses her love for Vershinin to
her sisters. In the first part [ am playing fo bubble over, as if I can’t hold it in anymore. This
leads into advising Irina to not settle, and trust that there is more out there for her. I feel this
direction helps Masha make a stronger connection with her sisters, especially Irina, than having

the moment be completely about her.
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We also did some really good work on Act IV today. I have some real difficulty with this
Act, and I know I need more work. I hope I can refine these moments this week as we run the
show every night.

Monday, April 9
OBIJECTIVE: First run-through

Act I ran about 45 minutes tonight. Not bad. I think we are settling into a good pace with
it. It felt good overall. I still need to work on motivating the first whistle. It feels forced. I am
also feeling awkward when Kulygin enters the room and I migrate to the piano. I must find some
other physical business to keep me occupied. I am trying to work on the “Oh, I’ll go,” moment
with Kulygin when he asks me to go to the Principal’s house with him. There is something about
our reactions to each other that is not quite working. We will get it, though. I’'m not too worried.

There are other technical issues that need to be worked out that are always discovered
during early run-throughs. I need to make sure my volume is strong enough, especially at the
dining table upstage. Also, I need to discuss with Kat when she can return the handkerchief to
me. | give it to her when Masha consoles her after telling her she is going to leave, then I need it
again for her crying spell after Vershinin’s entrance. I know this will be easily solved. David
wants me to deliver my “person and a half” line quicker. It’s a dig at Solyony. I guess I am
dragging it out too long.

Act II ran 40 minutes and felt very sloppy. It is not nearly as tight as Act I for some
reason. The good news is that I feel I am beginning to find my character’s arc from one Act to
the next. This is hard to measure without running all four Acts consecutively.

Technically, I need to double check cues, lines in certain spots and some blocking issues.

I’m not sure why none of us are solid in Act I, but I suspect the challenge is that Chekhov jumps
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from scene to scene on the stage. There are several things going on at once and characters are in
and out of different conversations.

On a positive note, I felt good about my scene with Vershinin tonight. It felt giddy, in a
good way. I tried something new with the stove line, and I think it worked much better than what
I was doing before. David wants me fo comfort Vershinin, and not to touch him on my “you’re
feeling low” line. Right now I am doing something playful and sexual that isn’t working.

Act III felt fantastic! I had a major breakthrough during the section where I confess my
love for Vershinin to my sisters. I love this moment because I think it is the only time the three
of us are on stage alone interacting with each other. Tonight I found that if I refuse to
acknowledge Olga’s wish for Irina to marry the Baron, I have a clear lead in to my monologue
about Vershinin.

Tonight, when Olga told Irina to marry the Baron, I found myself playing to burst at the
seams to want to tell her to go to Moscow, live her dream and find her true love. So, when I
finally find the perfect moment to let it out, I found myself bubbling over fo release my
confession. The second part of the monologue comes out as a tender moment of Masha advising
her younger sister. It felt really good.

I also discovered something about Andrei’s entrance into the room. At first, [ was playing
to ignore him, and shoot looks at my sisters concerning him. My instinct was fo smirk at him at
one point. As soon as I did this tonight, I realized it was wrong. I realized I must FIGHT to not
give him my attention. This choice will force me to work harder.

As good as the moments in Act III felt tonight, my exit still felt stilted. Vershinin missed
his cue, which didn’t help. I need to motivate it by wanting to meet him to escape the tension in

the room. Masha does not want to deal with Andrei at that moment.
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Act IV felt better than it had before but could still be stronger. My “I’m boiling in here”
moment is starting to feel more natural. The monologue before my first exit, which is so strange,
is also starting to feel better. My line about Andrei and the bell is not working right now. It
doesn’t feel motivated, so it’s coming out awkwardly.

David thinks [ am loosing my exasperation at Vershinin’s leaving a little too quickly. He
thinks I should have an attempt at composure that doesn’t work at first. [ will try it. It may help
because crying scenes are difficult for me. I also don’t like the final moment at all. It feels so
sappy and stilted and it also feels LONG. I hope we will find a way to make it work.

I lost track of keeping time for Acts III and IV, but the entire rehearsal ran three hours. A
lot of time was spent working out scene changes tonight, though. There is so much to coordinate,
but we have a great stage management team so [ know it will all eventually run smoothly. If we
have smooth scene changes and better pacing, I know we can shave a considerable amount of
time off of the play.

Tuesday, April 10
OBJECTIVE: Second run-through

Things are starting to feel better, and my notes to myself are beginning to get more
technical. The opening section felt better tonight. I am finding moments to engage. [ am
completely absorbed in the book, except for a few subtle moments. When my sisters come near
me it makes more sense for me to engage in what they are saying.

Now David thinks my “person and a half” line is too fast. I need to find something in
between last night and tonight. He had a few other notes for me in Act I, but they were all very

picky technical things.

KN



I began to think about the arc of my relationship with Andrei tonight. In Act I, I am so
proud of him and want to show him off. This turns to a slight indifference and a bit of concern in
Act II, and progresses to a boiling point of being completely put off by him in Act III. I think this
creates an interesting dynamic between these two characters that I will enjoy exploring.

The moment Kulygin enters in Act I still feels awkward. I need to find something else to
do, and maybe a different way to motivate my exit from the main action in the room. My
physical movement felt better tonight, though.

Act II felt much better tonight. The entire act was cleaner and there was more energy on
stage. Also, I personally felt a clearer sense of relief for Masha in Act I compared to Act I.
Technically, I am still working on the “stove” moment. But my “you’re feeling low” moment
with Vershinin felt better. Playing the action fo console him worked for me.

Act III felt good again tonight, which is encouraging. I discovered that I must watch my
breath and my vocality in my monologue. My breath felt short, and I felt like everything was
coming from the throat when it needs to come from a deeper place.

I’m still working on the “amo-amas-amat” moment with Kulygin. It seemed a little too
forceful tonight. Last night was better. I need to remember to make it softer.

David wants me to touch Andrei before I exit, which I like. When I started thinking about
their relationship earlier, I realized she starts to lose him at the end of the play. Having a moment
with him here allows her to attempt o grasp at her relationship with her brother. David wants the
word “my” to be more operative in “MY fate, MY destiny.” This will help further motivate the

moment I advise Irina.
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I was also late on my Act III exit tonight. The goodbye has to happen immediately after
my “tram-tam.” Tonight I took too long to leave. However, I allowed Vershinin’s “tram-tam” to
be a release from the tension in the room, which worked better.

I was late on my entrance cue tonight for Act IV. That won’t happen again. I have figured
out where I need to enter to make a clear transition between Irina’s exit and my entrance.

I am having trouble with the swing in Act I'V. It is awkward and difficult to use. David
had asked me to prolong my hysteria after Vershinin leaves, and that worked. He wants me to
cling to him a little longer to make it harder for them to pull me off of him. It’s hard to make this
moment real and not melodramatic, but that is what I am working toward; I think [ am getting
there.

The moment of comparing Andrei to a bell is still awkward. David wants me to turn right
and notice Andrei again for the end, “That’s Andrei.” Maybe that will help.

The final moment improved from last night. David wants us to work harder to convince
ourselves of what we are saying. That should help to make the mood more sincere and have us
striving for something better in the end of the play. I like the feeling of Masha coming full circle,
so I feel like giving this energy to the final moment will help.

Wednesday, April 11
OBJECTIVE: Third run-through

I start thinking about a lot of little details during run-throughs in order to refine and fine-
tune my performance. Tonight I started thinking about the book Masha reads at the top of the
show. It’s obviously a book of Pushkin poetry. Is it hers? Would she take it home with her?
Since she doesn’t, I’ve decided it is a book at the house she decided to pick up that day. The

poem is a well-known Russian poem. Chekhov included it because he knew the audience would
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be familiar with it. So Masha has read the poem before, but I think at this moment she identifies
with it differently than she has before. That’s why the poem strikes her at this moment. It is
something she is very familiar with that she is suddenly seeing in a new light.

We worked out scene transitions tonight. It went relatively smoothly considering the
amount of props we are trying to get on and off, especially in Act I with the dishes and the cake.
I was given an easy job. I am responsible for striking cake.

My entrance in Act III is not specific, but I generally enter where it is scripted. The cue is
around the section that Vershinin says “...what else will they have to bear in this world...My
girls by the front door in their nightgowns...” David wants me to try to come on sooner so I can
listen to more of his story. I have been timing my entrance when he is facing downstage. We will
have to work this out.

I know I had a note to myself to check lines, which I did, but for some reason I continue
stumbling on the crane line in Act III. There are a few other line notes I gave myself tonight. I
need to spend some more time reviewing lines before the next run-through.

Act IV is starting to feel better, including the end. Chrissy summoned some beautiful
tears tonight. I wish I could do that. I have not yet mastered all of my emotions on stage.

David changed my entrance in Act I'V tonight from the stage left vom to the stage right
vom. We have already established that the duel is happening off left so it makes more sense for
me to come in from the right. I also got a note to walk softly. All of us girls are clunking around
in our high-heeled boots, and it is difficult for us not to sound like a herd of horses.

Aimée watched the run-through tonight and gave me a few useful vocal notes. I tend to
sometimes overcompensate for my “yat” and go into what Aimée calls a “Brit thing.” I did it

tonight on the word “why.” I need to be careful of that. Also, I need to make sure I always hit the
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“v” at the end of “Protopopov.” She also suggested I try to stay in my deeper resonance,
especially during the love scene because she thinks I currently sound a little nasally in that scene.
Thursday, April 12

OBJECTIVE: Fourth run-through

We are now one week from opening. I feel confident that we are in a really good place
one week out. I am starting to feel the character inside and out. I am still working on my hands.
David calls them “‘stone hands.” Although he hasn’t said much about my hands during this
rehearsal process, I am still conscious of them because I know it is one of my weaknesses.

Acts I and II went pretty smoothly. I think my lower register is working better for me. I
am paying more attention to my words, based on Aimée’s comments last night, but it is hard for
me to know what I am doing without someone listening to me.

Acts III and IV were also smooth tonight, which is a great sign one week out. I liked the
energy of my confession monologue in Act III. Also, I thought that my strange exit line in Act
IV worked for the first time tonight.

Natasha Ramer, our Russian advisor, watched our rehearsal tonight and after having a
conversation with her about the run, David decided he wanted me to harden Masha a little early
in the show. If she is more bitter and mean at first, then Vershinin becomes more of a breath of
fresh air for her when he arrives. It makes sense to me. I like working with two extremes rather
than something in the middle, which is what I have been doing.

David also directed me to take the poem more to myself, instead of playing fo exclaim it,
as [ have been doing. His note indicates to me that whatever I am doing is not working. So it is

my job, as an actor, to try to do what it takes to make it work.
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Derrick and I also got a note today that our scene needs more sexual heat. There must be
more tension between us every time we are in the same room together. Hopefully we can make
this happen soon.

Friday, April 13

OFF

Saturday, April 14
OBJECTIVE: Cue to cue

Tech rehearsal was very long today, but ran smoothly. Katie Anderson’s lighting is going
to look beautiful on Trish’s set. I am excited about the technical aspects of this show. Once
everything comes together, the lights and the set are going to offer us a perfect environment on
which to perform.

Sunday, April 15
OBIJECTIVE: First tech run-through

I was able to try David’s new direction of making Masha a harder character today.
Chekhov says she is so deeply depressed that she is withdrawn. I tried to use that as the reason
behind her hard exterior. I did like that this direction gave me further to go when Vershinin
arrived, and something more to build on in Act II. It creates a greater dynamic having her start
from a more extreme place.

I tried to tame my laughing a bit in Act II. I worked hard to hold in my giddiness rather
than making the easy choice to let it out. I think I took out too much, and as a result, missed one
of my cues. I need to find a happy medium.

I am having trouble with the section with Natasha after Vershinin leaves in Act II. I

haven’t quite defined Masha’s reaction to her speaking French. I need to make it more specific.
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The addition of the technical elements went quite smoothly today. I had trouble hearing a
couple of the sound cues, particularly the baby’s cry and the waltz in Act II. Not being able to
hear the waltz makes it difficult for me since I have to dance and sing in time with the music. I
am sure this problem will be easily solved.

David was happy with the run today. He told us we are on schedule right now, which is
good. His overall note is for us to “take the air out,” which means to tighten the pauses and
increase the pace of the show. This is a common note to get at this stage of the process.

David gave me a note “to undress Vershinin with my eyes” in Act I, after I declare what a
“damned unbearable life” I have. I notice him and it drives me to search for something more
bearable.

We still need MORE SEXUAL HEAT in Act II!! If I am still getting the note, it is
obvious that what I am doing is not coming across. Of course, it needs to come from both
Derrick and me in order for it to work. I hope we can make some kind of connection by
Thursday. David thinks if I touch him on “You’re feeling low,” and play to comfort him more
than to console him it will be a stronger choice. He also wants me to have more of a connection
with Vershinin during the Baron’s speech about philosopher cranes. Finally, in Act II, David
directed me to play a stronger action on “Petty, bourgeois bitch!” I’ve been taking it to myself,
and swallowing it a little. David wants me to do the opposite.

David added a small “tra-ra” for me at my Act III exit, which I think will help better

motivate my exit. It’s a little awkward right now because Vershinin’s “tra-tam-tam” comes out

of nowhere.
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Monday, April 16
OBIJECTIVE: First dress rehearsal

I didn’t feel well today. I get frequent headaches, and sometimes they are debilitating.
Today it was bearable enough for me to get through the run, but I had a difficult time investing
fully. The pain impeded my concentration. [ missed one of my whistle cues and my Act I1I
entrance was completely wrong, but despite these minor errors, it was a good run.

My costume is fantastic; however, it is wool, which is not very comfortable on stage. It is
hot and itchy. I hope I will get used to it; it just wasn’t easy tonight because I didn’t feel well. I
do like working with the weight of the heavy top skirt on top of the full petticoat. The costume
helps to restrict my movement a little, which is good for the character physically.

Tuesday, April 17
OBJECTIVE: Second dress rehearsal

I had a massage today from UNO alumnus and massage therapist Cammie West. She is a
miracle worker who made my headache virtually disappear. I am ready to open!

Since I felt better, I was able to focus more on the run this evening. My costume is still a
little problematic because it is so hot and itchy. I started to get a rash on my upper body from
wearing it two nights in a row, so I think I will bring in a long-sleeved cotton shirt to wear
underneath to protect my skin.

Working with the oil lamp on stage is difficult. At one point I was trying to turn it down,
and I actually turned it way up. We all need to be careful with them.

I started arranging the flowers on the piano on Kulygin’s entrance in Act I. This is a

good, distracting activity for Masha.
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Wednesday, April 18
OBIJECTIVE: Final dress rehearsal

The run was really solid tonight. I think I have defined everything I have questioned over
the last several weeks, and I feel good about my performance. I am excited about finally putting
it in front of an audience tomorrow.

I am a little concerned about the length of the show from the audience’s perspective;
however, I think the show is good, so hopefully the length won’t be as much of an issue.

I wore an undershirt with my costume tonight, which really helped lessen the itching and
irritation the wool was causing my skin.
Thursday, April 19
OPENING NIGHT

Fantastic!!! That is the one word I will use to describe this night. I was ready to get this
show in front of an audience and it was exciting. We had a relatively small house. Since I am the
box office manager at UNO, I am familiar with the daily house count. Being the box office
manager and performing in the show can be a little stressful at times, but [ have managed to
work out a system in which I can do both effectively.

Tonight, we were only about half-full. But in traditional UNO opening night fashion, the
audience was filled with many students and friends, so it was a responsive audience. I felt we

gave a really strong performance tonight. Hopefully David and the rest of the cast will agree.
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Friday, April 20
Second performance

I was nervous about the second night slump most shows commonly experience. Opening
night excitement usually dwindles by the second performance. In addition, we are usually
performing to a less theatre-savvy audience than the opening night crowd.

To make matters worse, we had a very small audience tonight. We performed to 30
people in a 120-seat theatre. As Masha would say, “It was like a desert!” Despite all this, I feel
like we gave another really solid performance tonight, and we had great energy.

To add to my nervousness about having tonight be another great show, David Cuthbert,
theatre critic for The Times-Picayune was in the audience. I knew this because I made his
reservation. I told David, but I didn’t tell the rest of the cast. I am hoping for a good review of
my thesis performance and good publicity for UNO.

Saturday, April 21
Third performance

Apparently some of the audience members have been complaining that the theatre is too
cold. They are starting to wonder if we want them to really feel like they are in Russia!
Unfortunately, we don’t have control of the air conditioner in the Performing Arts Center. It is all
controlled from the UNO Physical Plant. Sometimes when we ask them to turn the air on, it’s
freezing, and when we tell them it is too cold, it seems they turn it off instead of turning it up,
and then it feels like an oven. I do not understand why there is no such thing as a comfortable
temperature in the Thrust Theatre. Personally, I’d rather bring a sweater than sweat. But a few

audience complaints later, there was no air in the theatre tonight.
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As aresult, [ was hot, sweaty and uncomfortable in my wool dress, and felt very
lethargic. It wasn’t just me, though. The entire cast was flat, especially in Act I. I had a friend in
the audience, and she even mentioned to me that she thought the pace in Act I really dragged. I
think somewhere in the middle of Act II the air came on and things started to pick up. I wouldn’t
say the performance was terrible; I just think we got off to a slow start. The house was a little
better tonight. We were back up to about a half-full audience.

Overall I feel good about our opening weekend. We’ve had a successful three-day run.
It’s been thrilling, but I am tired and ready for the break. I look forward to coming in fresh
Thursday night after the four-day break.

Thursday, April 26
Fourth performance

Tonight the theatre was nearly sold out. We had our largest house yet with 110 audience
members. The full theatre gave us a great energy on stage, and as a result, everyone gave another
solid performance. I can’t complain about that! I think we were energized from the break, and
ready to do it again. Some of the cast members said this was our best night yet. I am just glad
that everyone is happy and that we are enjoying a successful run.

Friday, April 27
Fifth performance

It was an exciting day in the media for UNO Theatre. We got a blurb in the Lagniappe
section of the Times-Picayune today. It was exciting to get publicity for the show, but [ was a
little disappointed because I was hoping for a full review. It’s Jazz Fest weekend and David
Cuthbert explained that he planned to give us a review, but he got very little space in this issue.

Nonetheless, we are happy to get publicity.
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Al Shea reviewed us on the WYES television program “Steppin’ Out.” He gave us his
highest rating of four claps. He showed several good production photos, and had really good
things to say about the production and about UNO Theatre in general; however, he butchered all
of the cast members’ names.

We had an okay house tonight. It was a little less than half-full. Our performances were
solid. I think we are very consistent, which is a good place to be with a show.

Saturday, April 28
Sixth performance

Tonight was my personal worst performance. I’m not sure how bad it was compared to
other nights, but it just didn’t feel good to me. I think as an actor, the difference between a good
performance and what [ would think is a terrible performance is minor. Perhaps that’s what [ am
telling myself to make myself feel better. Of course, the show was videotaped tonight, so this
will be the show that lives in history as my thesis performance. Let’s hope it wasn’t as bad as |
thought. On a positive note, we had a decent house (a little more than half-full) and some of the
other cast members thought tonight was their best show. I know we have a good show, and that
is what we have to focus on every time we step foot on the stage.

Sunday, April 29
Final performance

This is the end of the fun part. It’s been a great run. I am proud of myself, my fellow cast
mates, the crew, the director, and the design team — everyone involved in this production that
contributed to its success. It was a really positive experience that I very much enjoyed. We had
about 80 audience members today, which was great for a Sunday afternoon, especially during

Jazz Fest.
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After the show we had a mini-strike. Apparently someone wants to use our set to film
something, so we did not entirely break it down. We still had a fun wrap party complete with

pizza and conversation of good memories and laughs associated with our run.
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THREE SISTERS was produced by Manhattan Theatre Club
(Lynne Meadow, Artistic Director; Barry Grove, Managing
Director), in New York City, in Deccmber, 1982. It was
directed by Lynne Meadow; the set design was by Santo
Loquasto; the costime design was by Dunya Ramicova; the
lighting design was by Pat Collins and the music was by
Jonathan Sheffer. The cast was as follows:
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.Dianne Wiest
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. Jeff Danicls
NATASHA. ... Christine Ebersole
KU LEYGIN ssaemmsmismsmnvinisseiswoasmsmisimge Baxter Harris

VERSHININ Sam Waterston
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SOEYONY .o Stephen McHattie
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FEDOTIK .... ..Brian Hargrove
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Beni Montresor; the music was by Richard Peaslee. The cast
was as follows:

VERSHINII 1 sisssmanovsnsrenonssnisssivisipnsios Alvin Epstein
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AA



Jeremy Geidt
...John Bottoms
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Richard Spore
Richard Grusin
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ANTISA.......
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KULYGIN ...

... Jamie Haines
Mark Driscoll
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Jean-Claude van Itallie’s version in English of Anton
Chekhov's THREE SISTERS was first produced at Rokeby I's-
tate in Rhincbeck, New York, in July 1979. Tt was directed by
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CAST OF CHARACTERS

PROZOROV, ANDRET SIRGEYVICH
NATAT YA IVANOVNA, his fianceé, later his wife
His sisters: OT.GA, MASHA and IRINA

KULYGIN, FYODOR T1.YICH, a high school teacher, Masha’s
hushand

VERSHININ, ALEXANDER IGNATYEVICTI, Lieutcnant Colo-
nel, Battery Commander

TUZENBACH, NICOLAI LVOVICH, BARON, army lieutenant
SOLYONY, VASILY VASILYEVICH, army captain
CHEBUTYKIN, IVAN ROMANYICH, army doctor

FEDOTIK, ALEXEI PETROVICII, army licutenant

RODF, VIADIMIR KARLOVICH, army lieutenant
FERAPONT, caretaker at the County Council, old

ANFISA, the nanny, in her cighties

The play takes place in a provincial Russian rown.
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THREE SISTERS

ACT ONE

The Prozorous’ house. A sitting reom with colonnades, be-
hind which we see a larger voom, the main hall. It's noon.
Qutside it's bright, sunny. In the main hall the table is be
ing sel for lunch. Olga, in the dark blue uniform of a
ieacher at the girls’ high school, correcting students’ note-
books, sits, gets up, walks about. Masha, in black, sits read-
ing a thin hook, her hat on her knees. Irina, in while,
stands daydreaming.

OLCA.  The fifth of May, Irina — your name day. Papa
died just a year ago. It was so cold then, and snowing. I
didn't think I'd survive, You fainted, and lay like a corpse.
Just a year ago, and look — we can talk about it, the pain’s
nol unbearable. You're wearing white, and your face is beam-
ing. (The clock strikes twelve.) Just like it struck a year ago.
(Pause.) 1 can still see them carrying him. I can hear the
music, and the guns saluting at the cemetery. There weren’t
wmany people there for a general, commander of brigade. Of
course, it was raining — snowing and heavy rain.

IRINA.  Why think about it? (Behind the columns in the main
hatl Baron Tuzenbach, Chebutykin, and Solyony can be seen by the
table.)

OLGA.  It's warm. We can open the windows wide today.
The birches here don’t have leaves yet at this season. Eleven
years since we left Moscow, when Father was given command
of the brigade — eleven years, and it's still crystal clear in my
mind. In early May it's warm in Moscow. Flowers bloom, the
cily’s flooded with sunlight. I feel as if I had been there yes-
terday. My God, this morning I awoke, saw the light, the
spring — I was full of joy, and wanting so to go home.
CHEBUTYKIN.  To hell with that,
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Superobjective: To strive for a better life.

BEAT 1
Objective: To fight the lethargy.

Actions:
1. to break the monotony
2. to tune out

TUZENBACH. It's nonsense, of coursc. (Masha, who's been
sitting dreamily over her book, begins quietly IU}I-W
OLGA. Don'l whistle, Masha. [Tow can your (Pause.) Since
I started working at the high school, and tutoring every afer-
noon — 1 have a constant headache. I think like an old
woman. I'm becoming an old woman. For four years I've felt
my encrgy, wy youth, drain from me drop by drop, day by
day. I dream only of one thing ...

IRINA. To go o Moscow — to sell this house, cverything
— to go ro Moscow ...

OLGA. Yes! To go to Moscow soon. (Chebulykin and
Tuzenbach laugh.)

IRINA.  Our dear brother will probably be a professor. Any-
way he won’t want to stay here. The only problem is our
poor Masha.

OLGA. Masha will come to Moscow for the summer, cvery
year. (Masha whistles quietly.) 2

TRINA.  God willing, it will all happen. (She looks out the win-
dow.) So beautiful today. Why do 1 fecl so happy? This morn-
ing when | remembercd it was my name day, 1 felt joy sud-
denly — just like when 1 was a child and Mama was alive.
Suddenly what wonderful feelings, what feelings!

OLGA. You look radiant taday — beautiful. So does Masha.
Andrei would look good Loo, only he’s getring fat — it
doesn’t suit him. And T've aged. I'm too thin. It's from get-
ting angry at the high school girls. Bur today I'm free — 1
can stay home, I have no headache, and 1 feel younger than
yesterday. I'm only twenty-eight.... It's all for the best. It's all
God's will. Still, it might have heen better if I'd married and
stayed home. (Pause.) I would have loved my husband.
TUZENBACH. (To Solyony.) You're too full of rumors. 1
can’t listen anymore. (He comes into the sitting room.) 1 forgot
to tell you — today you'll have a visit from our new battery
commander, Vershinin. (He sits a¢ the piano.)

OLGA. Good. That's fine.

IRINA. s he old?

TUZENBACH. Not that old. Vorty, forty-five. (He plays softly.)
He seems very nice. Definilcly not stupid. Bt he likes to ralk.
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IRINA. Is he interesting?

TUZENBACH. Yes, I suppose so. But he has a wife, a
mother-inlaw, and two little girls. He always talks aboul his
wite and little girls, It's his second marriage. The wife is a
sort of halfwit. She wears braids like a child, talks furiously
abour intellectual things, and occasionally attempts suicide —
probably just to annoy him. I would have left her long ago.
But he’s patient — hc just complains.

SOLYONY. (Entering from the main hall with Chebutyhin.) 1 can
lift thirty kilos with one hand. With two I can lift eighty or
cighty-five. I conclude — two men are more than twice as
strong as one, maybe three times as strong, maybe more ...
CHEBUTYKIN.  (Reading from the newspaper as he walks.) For
baldness — ten grams of naphthalene to a half liter of alco-
hol. Dissolve, and apply daily. (I1e makes notes in his nolebook.)
We'll make a note of that. (To Solyony.) So, you push a cork
picrced by a small glass tube into a bottle. Then takc a pinch
of alum, the most ordinary substance in the world ...

IRINA. Ivan Romanyich, my dear Ivan Romanyich!
CIHITRUTYKIN.  What? What, my little angel, my delight?
IRINA. Why do I feel so happy today? I feel I have sails,
and above me an cndless wide blue sky with great white birds
gliding. Why do I feel like thar? Why?

CHEBUTYKIN.  (Tenderly kissing both her hands.) My white
bird ...

IRINA. 'T'his morning when I got up and bathed, suddenly
everything seemed clear to me. T know how to live now, dear
Ivan Romanyich. 1 know. Each of us must work by the sweat
of his brow. Work is the meaning of life — its goal, happi-
ness, and joy. The worker getting up at dawn to break stones
on the road is happy. So is the shepherd, and the teacher of
litrle children, and the cngineer on the railway... God, it's
easy for a man. But better to he an ox, a horsc — anything
— than a young woman who wakes up at noon, has coffee
in bed, and spends two hours dressing. That's dreadful. I
need to work, just as I nced to drink water on a hot day.
And if I don't start getting np early, if I continue doing noth-
ing, you must stop being my friend, Ivan Romanyich.
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CHUBUTYKIN.  (Tenderly.) All right. I promise.

OLGA.  Papa raught us o get up at seven. Irina wakes at
seven but stays in bed ‘til nine, dreaming — serious dreams.
(She laughs.)

IRINA. T'm still litde to you. You're always surpriscd when
I'm serious. I'm twenty.

TUZENBACH.  The longing for work — God, how I under-
stand it. I've never worked, never. I was born in Petersburg
— a cold city where people do nothing. My lamily never
knew work nor care. When I'd come home from the Cadel
Corps, a footman removed my hoots. | was frivolous, said and
did whatever I wanted. My admiring mother was amazed the
whole world wasn’t as charmed by me as she was. I was shel-
tered. Will that world last? T doubt it. Its hour has struck.
Something vast is coming toward us, a powerful storm is brew-
ing — a good one. It's coming soon. In its wake laziness,
snobbery, prejudice against work, our whole morbid boring
sociely will be swepr away. I'll work, and in twenty-five or
thirty years everyone will work — everyone.

CHEBUTYKIN. Not me,

TUZENBACH.  You don’t count.

SOLYONY. Thank God, in twentyfive years there's a good
chance you’ll be dead. You'll have apoplexy soon or I'll lose
patence with you, my angel, and lodge a bullet in your fore-
head. (/e takes a vial of perfume from his pocket, puts some on his
chest and hands.)

CHEBUIYKIN.  (Laughing.) It’s true, I've never done a dumn
thing. Since I lefe university, I haven’t lifted a finger. 1 don't
cven read books. Only newspapers. (He takes a newspaper from
his pockel.) Here — 1 read there was once a writer named
Dobrolyubov. But what did he write? T have no idea. Cod
knows. (A knocking is heard from the floor below.) They're calling
me from downstairs. Someonc needs me. I'll he right back.
(e hurries oul, combing his heard.)

IRINA.  He has something up his sleeve again.
TUZENBACH. Yes, he had his poker-faced solemn look. It's
probably a present for you.

IRINA.  No. That's so embarrassing!

10
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BEAT 1 Actions (cont.):

3. to proclaim

4. 10 exhale

5. to minimize

6. to reassure
7.to caress

8. to celebrate
9. to reminisce
10. to relive

11. to downgrade
12. to insult

13. to scoff at
14. to diminish
15. to surrender
16. to brush off
17. to confide
18. to apologize
19. to drift

20. to condemn
21. to reprimand

OLGA. It's awful. He's so extravagant.

MASHA.  “By the curved seashore, an oak tree greening.
Wound "round that oak, a golden chain ..."3(Ske gels up, sing-
ing softly.)

OLGA. You're not very cheerful today, Masha. (Musha puis
on her hat, still singing softly.) Where are you going?

MASHA. Home. 4

IRINA. ‘l'hat’s strange ...

TUZENBACH. You're leaving on a name daL?

MASHA. I don't care? I'll be back tonight.”Good-bye, my
sweet.?(She hisses Irina.) Again — health and happiness® In
Papa’s timce, thirty, forty officers came here on namce days —4
it was excitingNow there's only a personlfand a half®t's too
quict®lt's like a desertM'm leaving'®l'm not fecling cheerful. o
Don't mind me! '(She smiles through her tears.) We'll talk later. \7
Good-bye, my darling. I'm off ¥ T don’t know where, 14
IRINA.  (Displeased.) You're so —

OLGCA.  (Through tears.) 1 understand you, Masha.
SOTLYONY.  When a man philosophizes, the result is sophis-
tication or sophistry. When a woman philosophizes, or two do,
the result is — nothing.

MASHA., What do you mean, you dreadful man? %
SOLYONY. Nothing. “Lying under a tree, he thought he
had timc to sparc. He looked up too latc to sce the oncom-
ing bear.” (Pause.)

MASHA. (1o Olga, angrily.) And mcrying?" (Anfisa and
Ferupont enter. Feraponi carries a cake.)

ANFISA. Come in, little daddy. Come in. Your feet are
clean. (To Irina.) IU's from the County Council, [rom
Protopopov, Mikhail lvanovich — a cake.

IRINA.  Thank you. Tell him thank you. (She takes the cake.)
FERAPONT. Whar?

IRINA.  (Louder.) Tell him thank you.

OLGA. Nanny dear, give him some cake. Go, Ferapont.
Have some cake.

FERAPONT. Whar?

ANFTSA. Come, little daddy. Come, Ferapont. Come with
me. (Anfisa and Ferapont leave.)

11
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BEAT 1 Actions (cont.):

22. to spit

23. to flail

24. to dismiss

25. to scold

26. to concur (with disapproval)
27. 1o tsk

22
MASHA. I don’t like that Protopopov, Mikhail Tvanovich or

Mikhail Potapovich®® - whatever Lis name is#You shouldn 't
have invited Lim. 25

IRINA. I didn’t.

MASHA. You wcre righ[.zf("/mbu.t_vkin enters followed by a sol-
dier carrying a silver semovar. There is @ murmur of astonishment
and disapproval.)

OLGA.  (Covering her face with her hands.) A samovar! 1low
awlul. (She goes into the hall.)

IRINA.  lvan Romanyich, my dear — what have you done?
TUZENBACH.  (Laughing.) What did 1 rell you?

MASHA.  Ivan Romanyich, you should be ashamed??
CHEBUTYKIN. My darlings, my sweet little angels — T have
1o ouc but you. You're my dearest in the world. I'm nearly
sixty — old, alone, and insignificant.... My love for you is the
only good thing I have. Without it I would have left this
world long ago ... (To Irina.) My darling, I've known you
since you were horn.... I carried you in my arms.... I loved
your poor maua ...

IRINA.  But why such expensive presents?

CHFBUTYKIN.  (Halfmoved, half-angry.) Such expensive pre-
senls?... Leave me alone. (To the soldier.) Put the samovar out
there. (Mimicking Irina’s lone.) Such expensive presents. (The
soldier puts the samovar in the main hall)

ANFISA.  (Coming across the room.) My darlings, a colonel is
here. He's not someone we know. He's taking off his coat
now. He's coming, my darlings. Be nice to him, Irinushka....
Be polite. (As she leaves.) And it’s lunch time.... Oh, Lord.
TUZENBACH. It must be Vershinin. (Vershinin enters.
Tuzenbach announces him.) Lieutenant Colonel Vershinin,
VERSHININ, (To Masha and I[rina.) May T present myself?
Vershinin. I'm happy to be herc at last. My, how you've
grown. My.

IRINA.  Won't you sit down? We're pleased Lo meet —
VERSHININ.  (Cheerfully.) 'm happy to be here, very happy.
There are three of you, aren't there — three sisters? I re-
member three little girls, I don’t remember your faces, but T
know your father, Colonel Prozorov, had three lite girls. T

19
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BEAT 2

Objective: To engage in conversation.

Actions:

. to deter (coquettishly)
to lighten the mood
to search

to exclaim

to nudge

to tease

to recall

to pshaw

to realize

10. to sympathize with
11. to hold back the tears

CENDOAGN S

saw them. How time tlies. My, how it [lies.

TUZENBACH. Alexander Ignatyevich is from Moscow.
IRINA. From Moscow? You come from Moscow?
VERSHININ,  Yes, of course. When your father was a battery
commander, 1 was an officer in the sane brigade. (To Masha.)
Hmm, it sccms o me I recognize you, a little.

MASHA. I don’t recognize you al all. :

IRINA. Olya, Olya! Olya, come quickly! (Olga comes from the
hall.) Colonel Vershinin is from Moscow!

VERSHININ.  So you're Olga Sergeyvna, the eldest. And you,
Maria.... And you, Irina — the youngest ...

OLGA.  And you are from Moscow?

VERSHININ. Yes. T studied in Moscow, and did my military
service in Moscow. I lived there a long time — untl I was ap-
pointed battery commander here. And here I am, as you can
see. To tell the truth, I don't remember you well. I just re-
member Uiree sisters. But T have a clear memory of your fa-
ther. If I close my cyes I see his face. 1 was often at your
house in Moscow ...

OLGA. I thought I remembered everyone, and now sud-
denly ...

VERSITININ. My name is Alexander Ignatyevich.

IRINA. Alexander Ignatyevich. From Moscow.... What a sur-
prise!

OLGA. You know, we're going back.

IRINA.  We'rc hoping to be there by fall. It's our home —
we were born there.... On Old Basmanny Sueet ... (Olga and
Frina laugh with pleasure.)

MASHA.  What a surprise to meet a fellow Musrovn;‘{__x-
citedly.) Yes — now, wait a minute 31 have it!4You remember,
Olyab— we called him the lovesick major#You were a lieuten-

ant, and in loveTSo to_tease you, we called you a major, God
knows why ... 8

VERSITININ.  (Laughing.) That's right, that's right — the
lovesick major. It's true ...

MASHA. You had only a moustache then?Oh, how you've
aged @ (Through_tears.) Tlow you've aged®..

VIERSHININ. ~ Yes, the lovesick major was young and in love.
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BEAT 2 Actions (cont.)

12. to divert

13. to initiate conversation
14. to ponder

15. to put off

16. to discount

It's not the same now.

OLGA.  But you don’t have a single gray hair. You've aged,
but you don’t look old.

VERSHININ.  Yes, well, I'm forty-lwo now. I'm in my forty-
third year. How long ago did you leave Moscow?

IRINA.  Eleven years, Why are you crying, Masha, you silly?
(Through tears.) Now 1'm starting. 13

MASHA. 1It's norhingl. here did you live?

VERSHININ. OId Basmanny Street.

OLGA.  So did we!

VERSHININ.  Later 1 lived on German Street. From German
Street I walked to the Red Barracks. I had to pass over a
gloomy bridge. Alone, crossing that bridge — just to hear the
water made me sad. (Pause.) But here there’s a big and vig-
orous river! A marvelous river!

OLGA.,  Yes, but it's cold here, too cold and full of mosqui-
Loes.

VIERSHININ.  Come, it’s a healthy climate — a good, Slavic
clinate. There's the forest, the river.... And the hirches —
the sweel, gentle birches, my favorite trees. Living is good
here. It is strange, of course, that the station is rwelve milcs
from town.... And no onc knows why.

SOLYONY. I do. (They ll lock at him.) I[ the station were
closer — it wouldn't be farther. And since it's farther — it’s
not closer. (An embarrassed silence, )

TUZENBAGCH.  Vasily Vasilyevich, what a joker.

OLGA. Now I recognize you. I remember you.
VERSHININ. [ knew your mother.

CHEBUTYKIN.  She was so good, God rest her soul.
IRTNA.  Mama’s buried in Moscow.

OLGA. At the new cemetery of the Blessed Virgin.
MASHA.  You know, I'm already beginning to forget her
faccMNo ane will remember us cither®®We'll all be forgotten.le
VERSHININ,  Ves, forgotten. That's our fate. There’s noth-
ing we can do about it. A day will come when everything
which seems imporrant o us today will be forgotten, or irrel-
evanl. (Pause.) IU's strange. We can’t know now what will seem
important to the future, and what will seem ridiculous. The

14
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BEAT 2 Actions (cont.):

17.to brag

18. to justify
18a. to cry out
19. to slander
20. to squash
21. to sneer
22. to revile
23. to disprove
24. to validate
25. to laugh off
26. to gossip
27. to summon
28. to coax

discoveries of Copernicus or Columbus seemed useless and
laughable then, while nonsense written by an idiot seemed
rrue. What we think is true may one day seem strange, stu-
pid, dishonest, or even shameful ...

TUZENBACH.  Who knows? Maybe they'll say this was a
greal time, Maybe they'll speak of us with respect. Alter all,
there’s no more torturing, executions, or invasions — though
there’s enough suffering.

SOLYONY.  (In falsetto, as if calling little birds to feed.) Here,
tsik tsik, tsik. Here, tsik, tsik, tsik. But no grain for the Baron
— just let him philosophize.

TUZENBACH.  Vasily Vasilyevich, will you please leave me
alonc.... (He changes seats.) You'rc starting to annoy mc.
SOLYONY.  (Flalsetto.) Here, tsik, tsik, tsik. Here, tsik, tsik,
tsik.

TUZENBACH. (To Vershinin.) God knows we have suffering,
but maybe the kind of suffering we have shows we've alrcady
reached a certain moral level ...

VERSHININ. Yes, yes, of course.

CHEBUTYKIN. Baron, you just said our time may be great
— but our people are small ... (/le gets up.) Look how small
I am, for instance. You're just saying our lme is greal Lo con-
sole me. (A wiolin is heard playing off-stage.)

MASHA. That's Andrei, our brother, playing. 7

IRINA.  Andrei is our intellectual. He'll be a professor prob-
ably. Papa was military, bul his son chose the university.
MASITA.  Just as Papa wished. |

OLCA. We've teased him today. T think he’s a little in love.
IRTNA.  She’s from here. We’ll probably have the pleasure
of her company today. %

MASITA.  Tlow she dresses!” My God, her clothes aren’t just

ugly or unfashionablc¥— thcy're pathcc®PA gaudy bright yel-

low skirt with a weird fringe and a red blouse'And her

cheeks — shiny with rouge?®ndrei can't be in love with her,

i's impossible?3He has taste, after all#fe’s just teasing us#sYcs-

terday 1 heard she might marry Protopopov, president of the

County Council. So that's good %2, (She turns toward the door
and calls.) Andrei! Come!*Come here, darling, just for a_mo-

15
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BEAT 2 Actions (cont.):

29. to encourage

30. to buoy

31. to placate

32. to pinch his (Andrei's) cheeks
33. to needle

ment. (Andrei enters.)

OLGA.  Herc's my brother, Andrei Sergeyvich.
VERSHININ.  Vershinin.

ANDREL  Prozorov. (He wipes the sweat from his fuce.) You're
the new battery commander?

OLGA.  Can you believe i? Alexander Ignatyevich is. from
Moscow.

ANDREL  Really? Then | congramlate you. Now my sisters
will allow you na peace.

VERSHININ.  It’s I who have already succeeded in boring
them.

IRINA.  Look at the little trame Andrei gave me today. (She
shows him the frame.) He made it himself.

VERSHININ.  (Looking at the frame, not knowing whal lo say.)
Yes. It’s — a frame.

IRINA.  And the one there on the piano. [le made that wo.
(Andrei waves his hand modestly, moving off.) He’s a schalar,
plays the violin, and makes all sorts of little things out of
wood. Tle can do anything. Andrei, don't go away. You're al-
ways leaving., Come here. (Masha and Irina, langhing, take him
by the arm, bring him bagh.)

I\%ASI—LA. Cmfe here?.'&comc o”

ANDREL ~ Will you leave me alone, pleasc.

MASHA.  How funny he is®When we called Alexander
lgnatyevich “the lovesick major,” he was never angry.3Z

VERSHININ.  Never.

MASHA. I'm going to call you the lovesick violinistl33
IRINA.  Or the lovesick professor ...

OLGA. He’s in love! Andryusha's in love!

IRINA.  (Applauding.) Bravo! Bravol Again! Andryusha's in
love!

CHEBUTYKIN. (Coming wp behind Andrei, putting both arms
around his waist.) Love — we are wmade only for love. (He
Dursts oul laughing. He is still holding his newspaper.)

ANDREL.  (iome on, come on now, thal's cnough. (He wipes
Ris face.) T couldn't sleep. | really don’t feel well. I read 'iil
four, and when T finally twned off the light, I couldn’t sleep.
[ was thinking of too many things, And dawn is early now. I
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BEAT 2 Actions (cont.)

34. to jeer
35. to jest

36. to ridicule
37. to despair
38. to entice

was invaded by sunlight. During the summer, since I'm stay-
ing here, T intend to translate a book from the English.
VERSHININ. You know English?

ANDREL  Yes. My father, God rest his soul, made us lcarn
many things. IUs funny, and maybe stupid, but I confess that
since he died, I've started getting fat — as it my body had
heen releascd from a corset. Thanks to Papa, wmy sisters and
I kuow French, German, and English. Trina even knows Ital-
ian. But what work to learn all rhat.

MASHA. Tn a town like this knowing three languages is a
Tiuxnry 8 mayDe not a [uxury but an absurd extra growth?®a
sixth [ingedWe know many uscless things3?

VERSHININ.  What a funny idea. (He laughs.) We know
many useless things! An intelligent educared person is never
superfluous — even in a sad gloomy town like this. If there
were only three of you among the hundred thousand in this
vulgar backwatcr, and even if you couldn’t conquer the shad-
ows, the ignorance around you, even if lirtle by little you
yielded, became lost in the crowd, and life suffocated you —
still, you wouldn't disappcar without traces. After you, six
people like you would spring up, then twelve, and so on, un-
il people like you become the majority. Tn iwo or three cen-
turies life on carth will be indescribably beautiful, astonishing.
And that's whar we must work toward — it's what Humanity
needs. We must sense it coming, cxpect il, dream about it —
prepare it. So you sec it's important to know more than our
ancestors. (He laughs.) And you complain about knowing too
much.

MASHA.  (Taking off her hat.) 'm staying for lunch 3&
IRINA.  (With a sigh) Really, you should write thal down.
(Andrei has discreetly left.)

TUZENBACTT.  You say it will be many years before life is
wonderful und beautiful. All right. But we can take part in it
even now, from far off — we can prepare ourselves for it, we
can work ...

VERSHININ.  (Getting up.) Yes. Well. So many flowers. (Glanc-
ing around.) What beautiful rooms! I envy you! T've dragged
around my whole life in litlle rooms with a couple of chairs,

plirg
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a couch, and smoky chimneys. Flowers like these are what T've
missed ... (He rubs his hands together.) Ah, well.
TUZENBACH. We must work. You're probably thinking
what a sentimental German he is. But I'm Russian, word of
honor — I don’t even speak German. My father is Orthodox.
(Pause.)

VERSHININ,  (Pacing.) I often say to myself — what it we
could start again, this timc with awareness, What if this life
were, so to speak, only a first draft, and another a final copy.
I think we’'d try not to repeat ourselves, or at least to create
a different ambiance — rooms like yours, for instancc, full of
light and flowers. T have a wile and two little girls. My wife
is not in good health and so on and so on. Well, if [ had it
to do again, I wouldn't marry — I wouldn't. (Kulygin enters in
the uniform and coat of a high school teacher.)

KULYGIN.  (Coming up lo Irina.) My decar sister, allow me to
congratulate you and present my sincere wishes for your good
health and anything clsc a girl of your age might wish. And
o offer you this litle book — (He holds out a book to her.) —
the fifty year history of our high school — an unimportant
book I wrote in my spare time. But — read it anyway. Hello
everyone. (To Vershinin.) Kulygin, high school professor. (Tov
Irina.) You will find in it a list of all who have completed
their studies in our high school for the past [ifty years. Feci,
quod potui, faciant meliora potentes. (He kisses Masha.)

IRINA. But you gavc it to me already, for Easter.
KULYGIN.  (Laughing.) Really? Then, give it back, or no, bet-
ter yet, give it to the Colonel. Here, Colonel. Read it when
you have nothing else to do.

VERSHININ.  Thank you. (He prepares lo leave.) 1 am so
happy to have met you.

OLGA. You'rc lcaving? Oh, no. No.

IRINA.  You'll stay to lunch. Please. Stay.

OLGA. Pleasc do stay,

VERSHININ.  (Bowing.) It seems I dropped in on a name
day. Forgive me. I didn’t know. I haven't congratulated you.
(He follows Olga into the hall.)

KULYGIN.  Today, my friends, is Sunday — day of rest.

18
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BEAT 3
Objective: To avoid Kulygin.

Actions:

to shun

to shove

to succumb
to shut out
to warn

to lecture
to coddle
to patronize
to cut off
10. to punish
11.to slap

O TN R-WN =

Therefore let us rest, and amuse ourselves — each according
to his agc and station. In summecr, it is appropriate to take
up the rugs, to store them in mothhalls until winter. The Ro-
mans enjoyed good health because they knew how to work,
and how to rest. Mens sana in corpore sano. Roman life fol-
lowed o fixed form. Our high school principal says form is
essential to life — that which loses its form is doomed. That's
true in our lives too. (Laughing, he puts his arm around Masha'’s
waist.) Masha loves me. My wife loves me. And the curtains
lecave with the rugs. Today, I'm cheerful, in a wonderful
mood. Masha dear, at four we go to the principal’s house.
There's a nature walk for teachers and their families.
MASHA. I'm not going.

KULYGIN.  (Vewed.) Masha, why not?

MASITA.  We'll talk about it Jater.” (With anger.) Oh, all right,
I'll go@Just lcave me alonc now, pleaset (She moves off)
KULYGIN.  We'll spend the evening with the principal. De-
spite il health, our principal makes being social his first duty
— an excellent man, a luminous personality. Yesterday, after
a meeting, he said to me, “T'm tired, Fyodor Ilyich, I'm tired.”
(Ile looks at the clock, then consults his watch.) Your clock is
scven minutes fast. He said to me, “T'm tired.” (A violin is
heard playing off-stage.)

OLGA. My fricnds, come cat now, please. Lunch is ready.
We're having pirog!

KULYGIN.  Dear, dear Olga — yesterday I worked from
morning 'til almost midnight. T was exhausted. But today,
dear Olga, I'm happy. (He goes inio the main hall. Chebutykin
puts his newspaper into his pocket, combs his beard.)
CHEBUTYKIN. Wec're having pirog? Perfect.

MASHA.  (To Chebutykin, severely.) But be careful — there's

to be no drinking today® Do you understand? 'It_does you no
good.®

CHEBUTYKIN,  Oh, come, come. That's all over. It's two
years since I've been drunk. (Impatiently.) And besides, dear
little girl, what difference does it make? 5 o
MASITA. T don't care. I forhid you to drink — T forbid i

(With anger, but lowering her wvoice so her husband doesn’t hear.)
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BEAT 3 Actions (cont.)

12. to disdain

13. to wash my hands of it
14. to mock

15. to smear

2
Another evening ar the principul's!‘ The hell with ir(.
TUZINBACH. If I were you, T wouldn’t go. I just wouldn’t
go.
CHEBUTYKIN, That's right, my sweet — don't go.
MASHA. Oh, of course — dou'L qo.l.., What a damned,
unbearable lite 12 (She gves into_the main hall.)
CHEBUTYKIN.  (Following her.) Come, come.
SOLYONY.  (Going into the main hall.) Herc, tsik, tsik, tsik.
TUZENBACH. Enough, Vasily Vasilyevich. Stop it, now!
SOLYONY. Here, ik, tsik, rsik.
KULYGIN.  (Cheerfully.) To your health, Colonel. I'm a pro-
fessor, and in this house I'm at home. I'm Masha’s husband.
Masha’s a kind woman, very kind ...
VERSITININ., T'd like to taste that dark vodka. (He drinks.)
To your health. (To Olga.) T feel so at home here, so well. (In
the sitting room, Irina and Tuzenbach are alone.)
IRINA.  What a mood Masha's in. She married him at eigh-
teen, thinking hc was the cleverest man. She doesn’t think so
now. He's kind, but as for being clever ...
OLGA.  (Impatiently.) Andrei, will you come now?
ANDREL  (From off-stage.) I'n coming. (Ile comes in, goes lo-
ward the table.)
TUZENBACIL. ~ What are you thinking about?
[RINA. Nothing much. I don't like your Solyony. He fright-
ens me. He only talks nonsense.
TUZENBACGH. He's sirange, pitiful and irritating — mostly
pitiful. Maybe he’s shy. When we're alone, he can be intelli-
gent, even pleasant. But when we're with other people he
becomes rude and aggressive. Stay here while they seat them-
selves. Let me be ncar you, What are you thinking about?
(Pause.) You're twenty. I'm nol even thirty. W have years
ahead of us, a long line of days — each filled with my love
for you.
IRINA. Don't talk to me about love, Nicolai Lvovich.
TUZENBACH.  (Not listening to her.) I'm so thirsty for life —
for the stuggle, the work. That thirst is like my love for you,
Irina. You're so beautitul. Lifc seems so beautiful. What are
you thinking about?
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BEAT 3 Actions (cont.)

16. to grab attention
17. to throw caution to the wind

IRINA. Iy life beautiful? Maybe. Bur maybe you're wrong.
For us, three sisters — lifc hasn't been beautiful yet. It’s
stifled us like a weed. Yon see — tears. No need for that ...
(She quickly wipes her eyes, smiling.) We must work. We must
work. If we're sad and see life darkly, it's because we don't
work. We're horn of pcople who had only contempt for work.
(Natalya Tvanouna enters. She wears a pink dress with o green belt.)
NATASHA. They're sitting down already ... I'm late ... (She
glances furlively in the miror, fixes her hair) My hair’s not too
bad ... (Seeing Irina.) Dear Irina Sergeyvna — all my congratu-
lutions. (She kisses her effusively again and again.) You have so
many guests. I'm embarrassed.... Hello, Baron. (Olga comes back
into the sitiing room.)

OL.GA.  Ah, here's Natalya Ivanovna. Hello, dear. (They kiss.)
NATASHA. Congratulations. You have so many guests — it
makes me feel shy.

OLGA. Come, come, they're only fricnds. (Lowering her voice,
alarmed.) But, my dear, that green belt — it’s not right.
NATASHA. Is it bad luck?

OLGA. No, but it doesn’t go with.... It looks odd ...
NATASHA.  (In « teary voice) Oh, it's not really that green.
IUs really a dull green. (She follows Olga into the main hall.
Fveryone sits al lable. No one is left in the sitting room.)
KULYGIN. Trina dear, | hope you'll find a good fiance
soon. [t's time you were married.

CHEBUTYKIN.  And you too, Natalya Ivanovna. T wish you
a good little fiance.

KULYGIN. Naralya [vanovna already has a good little Hance.
MASHA.  (Hilling a plate with_a fork.) Well, let’s drink "Life
is beautiful, To hell with tomorrow, I7

KULYGIN. C minus for manners.

VERSHINTN.  This is excellent, What did you put in it?
SOLYONY. Cockroaches.

IRINA.  (Tearfully.) Ugh, that’s disgusting.

OLGA. Tonight we're having roast turkey and apple tart.
I'm home all day today, thank God, and tonight. Gome back
tonight, my friends.

VERSHININ.  And — may I come back too?
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BEAT 3 Actions (cont.)

18. to regress
19. to snap out of it
20. to ponder

IRINA.  Please.

NATASHA. They don't stand on ceremony here.
CHEBUTYKIN. Love — we are made only for love. (He
laughs.)

ANDREL  (Angry.) Stop. Gentlemen, aren’t you tired of that
yet? (Fedotik and Rode enter carying a large basket of flowers.)
FEDOTIK. O, they’re already having lunch.

RODL.  (In a loud voice, mispronouncing his r's.) They're hav-
ing lunch. Yes, so they are.

FEDOTIK.  Just a moment. (He takes a photograph.) Thal's
one. Good. Onc more. (He takes another photograph.) T'hat’s
two. Good. That's it. (They take the baskel inlo the main hall
where they are greeted loudly.)

RODE.  (In a loud voice.) Congratulations — all the best, It's
dcelicious out today, marvelous. I walked all morning with my
students, teaching them gymunastics.

FEDOTIK. You can move, Irina Sergeyvna — it’s all right.
(I1e takes a photograph.) You look very pretlly today. (He lakes
spinning top out of his pocket.) This top, hy the way, makes a
remarkable sound.

IRINA.  Oh, how pretty!

MASIHTA. "By the curved seashore, an oak tree grecning.
Wound 'round that oak, a golden chain % (Plaintively.) Why
do T keep saying that?glt's been going through my mind since
worning ...20

KULYGIN. We're thirteen at table!

RODE.  (Loudly.) Might you be given to superstition, ladies
and gentlemen? (Laughter.)

KULYCIN. If we arc thirteen at table, it’s because we have
lovers among us. Are you one of them, Ivan Romanyich?
(Laughier.)

CTIERUTYKIN.  Me — T'm an old sinner. But why does
Natalya Ivanovna look disturbed? Is there something T don't
know? (General laughter. Natasha leaves the lable, runs inlo ihe sii-
ting room. Andrel follows her.)

ANDREL ~ Come, don’t pay any attention. Wait. Stop, please.
NATASHA.  I'm ashamed. T don't know what's the matter
with me. They're laughing at me. I know I shouldn't leave
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the table like thatr, but I don't kuow ... T can’t ... T can't ...
(She covers her face with her hands.)

ANDREL My darling, please calin down. They're only jok-
ing. I promisc you, they have only the best of intentions. My
dear, my sweet, they're good people. They have kind hearts,
they love us very much. Come over hy the window where they
can’t see us ... (He looks arownd him.)

NATASHA. T'm not accustomed to going out into society!
ANDREL  Oh youth, wonderful youth! My little one, my
baby, my sweet baby — calm down. Ttust me. T feel so happy,
full of love, full of — No, no one can see us, no onc, How
have T come to love you so much — since when? Oh, I don't
know anything. My darling, you're so pure, good. I love you.
Be my wife. I love you, I love you as I've never ... never ...
(They kiss. Two officers enter. Seeing the couple ithey stop, stupefied.)
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ACT TWO

Sume setting. Light o'clock at night. We faintly hear sounds
of an accordion coming from the street. No light. Natalya
Tvanovna enters in a dressing gown, holding a candle. She
stops by the door of Andrei’s room.

NATASIIA.  What are you doing, Andryusha? Reading? No,
it’s nothing — I don't want to hother you. (She opens another
door. She looks inside. She closes it aguin.) No — no light. (Andre:
enters, a book in hand.)

ANDRIL  What is it, Natasha?

NATASHA. T'm checking to see no candles are lefl burn-
ing. Servanis forget everything al carnival time. We have to
walch them — make sure nothing happens. At widnight yes-
terday 1 went by the dining room, and saw a candle burning.
I asked who'd left it. Of course no onc would say. (She puts
the candle on the table) What Ume is it? (Andrei looks at his
walch.)

ANDRTI.  Eight fiftcen.

NATASHA. Olga and Irina aren’t back. They work so hard,
poor lambs — Olga at the teacher's council, Irina at the tele-
graph office. (She sighs.) This morning I said to Irina —
Sweetheart, you must take care of yourself. Of course she
doesn't listen to me. Tight fitteen, you say? I'm afraid our
little Bobik isn't feeling so well. He's so cold. Yesterday he
had a [ever, and today he’s an icicle. I'm frightened for him.
ANDRTI.  Now, Natasha, there's nothing wrong with the
baby.

NATASHA.  Sill, it would help to put him on a diet. Re-
ally, T am [rightened. And I was told the carnival maskers are
coming at nine. Do ihey have to come, Andryusha? Durling,
it would be much better it they didn’t.

ANDRTI. 1 don't know. It's not up to me. Lhey were in-
vited.
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NATASHA. This worning when our little one woke up, hc
looked at me and smiled — he recognized me. Hello, Bobik,
hello, my littde darling, T said. And you should have hcard
Lim laugh. Children understand everything, absolutely every-
thing. Andryusha, I'll tell the servants we won't receive the
carnival maskers, all right?

ANDREL  (Hesitating.) Bul — that's up to my sisters. "They'rc
in charge here.

NATASHA. Tl tell them too. They're so understanding. (She
slarts (o leave.) We'll have yogurt for dinner. Doclor says if you
want to lose weight, cat only yogurl. (She stops.) Bobik is so
cold. His room is too chilly. Can’t we put him in another one
— at least until warm weathier? Irina's roem, for instance, is
not humid. It's sunny. It's perfect. I'll tell Irina she can share
Olga's room for a whilc. She'’s never home during the day
anyway. She only sleeps there ... (Pause.) Andryusha dear? Say
something.

ANDREI I was thinking about somcthing else.... Anyway, [
have nothing to say.

NATASHA. There was something I wanted (o say. Oh, yes.
'erapont is here from the County Council. He wants to see
you.

ANDREL  (Yawning,) Tell him to come in. (Natasha goes oul.
Andrei reads by the light of the candle which Natusha has forgotten.
Ferapont comes in wearing an old overcoat with the collar lwrned wp,
and a headband around his ears.) Hello, my friend. What’s new?
IERAPONT. The president has sent you a book, and soine
papers. Here. (He holds out a book and papers to Andyei.)
ANDREL ~ Thank you. Good. But why are you here so late?
It's past eight.

FERAPONT. What?

ANDREL  (Raising his voice.) 1 said, you're here late. Tt's past
eight.

FERAPONT. That's true. But when I came to the house, it
was still light. They wouldn't let me up. They said the
master’s busy. Well, if he's busy, he’s busy. I'm in no hurry.
(Thinking Andrei ashed lim something.) What?

ANDREI. No, nothing. (He looks al the book.) Tomorrow's

]
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Triday. 'The council docsn't meet. I'll come by anyway. Tt'll
keep me busy. It's too boring at home, too boring ... (Pause.)
Well, little grandfather, how lifc changes and plays tricks on
us. Today when I was bored, T picked up this old notcbook
— my university courscs. What u laugh. My God, I'm secre-
tary Lo the County Council, of which Protopopov is president.
I'm secretary, and the best I can hope for is to become a
member, a member of the County Council — I who dream
every night I'm a university professor in Moscow, a famous
scholar, the pride of Russia.

FERAPONT. Probably ... I can’t hear very well ...
ANDREL  If you heard better, | wouldn’t talk to you. I have
to talk to somcone, My wile doesn't understand me. And I'm
afraid of my sisters, afraid they’ll laugh at me, make me feel
ashamed. | don’t usually drink or go to cafes, but, my friend,
what I wouldn’t give to spend just one hour at Teslov's, or
at the Great Muscovite in Moscow.

FERAPONT. I hear — some contractor told the council —
in Moscow the merchants eat pancakes. One merchant ate
forly pancakes. He died. Maybe forty, maybe fifty. I don't re-
member.

ANDREIL  In Moscow you sit in a huge restaurant where no
one knows you, and you don’t know anyone — but you don’t
fecl ulone, Here you know everyone, everyone kuows you —
but you teel as loncly as a stranger, as lonely as a stranger ...
FERAPONT. What? (Pause.) That same contractor said —
only mayhe he was lying — they suetched a cable across the
whole of Moscow.

ANDRIL ~ What for?

FERAPONT. 1 don't know. The contractor said it.
ANDREL  Nonscnse. (He leafs through the book.) Tlave you ever
been to Moscow?

FERAPONT.  (After a silence.) No. Never. Tt’s not God’s will
(Pause.) Can 1 go now?

ANDREL  Yes. Take care. (Ferapont goes out.) 'l'ake care now.
(He reads.) Come back in the morning fur these papers.... You
may go ... (Pause) Well. He's gone. (The doorbell rings.) So.
That's how it is. (I/e stretches, goes unhurriedly inlo his room. Off
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BEAT 4

Objective: To savor time alone with

Vershinin.

Actions:

OPINDIOT-0 N =

10
1
12
13
14
15
16
1.7
18
19

20.
21.
22.
23.
24.
25.

26

27.
28.
29.

to shrug

to dig deeper
to discover
to deduce

to reveal

to build up

to compliment
to praise

to flirt

. to assure

. to divulge

. to legitimize
.to confess

. to attest

. to recover

. to frown on
.to pan

. to disapprove
. to crush

to scorn

to exhaust
to recoup
to caress

to smooth
to condemn
. to clarify

to sulk

to soak in
to comfort

stage a nurse sings a lullaby to put the child to sleep. Masha and
Vershinin enter. As they speak, a maid lights a lamp and some
candles.)

MASHA. I don't kncuw.‘(Pau.xe,) T don't know?Yes, it may,
in part, be habitd After Papa died, for example, il Look a

while to get used to having no orderlies in the house# But

apart from that, however it may be anywhere else, it’s obvi-
ous to me that in this town at leastBthe noblest®the finest,?
and most educated pecoplc@re the military officers.d
VERSHININ. T'm thirsty. I'd like some tea. o
MASHA.  (Glancing at her waich.) They'll bring it soon. I was
married at eighteen, in_awe of my husband!' He was a
teacher, and I'd just finished school, so to me he seemed ter-
ribly important and smart'*Now, unfortunately, I don't feel
that way.V3

VERSHININ.  Yes. Of course. s
MASHA. But I'm used to him — I don't mean him. Most
civilians here are coarse®®dry/and uneducated!®Coarseness
sickens me - [ fcel assaulted by i®4 sullferfwhen I [eel a lack
of reﬂnementﬁgnderness,'"%r kindness around \, When I'm
unlucky enough to have to be around teachers’,‘ﬁmv husband’s

colleaguest'm miserable21

VERSHININ.  Yes. But civilian or military, they're all the
same in this town, all the same. Just listen to the educated
people here. Everything cxasperates them — their wives,
homes, land, horses — everything. The Russian worships
philosophical thinking and ideals. But why does he live in
such a mediocre way? Why, hmmm?

MASHA.  Why? 2

VERSHININ. Why can’t he bear being around his wite or
children? Why can't his wifc or children Lear being around
him?

MASHA. You're feeling low today.m

VERSHININ. That's possible. I've eaten nothing since this
morning. Onc of my daughters is sick. When my litle ones
are sick I hecome anxious. 1 feel remorsc for having given
them such a mother. If you could only have heard her this
morning. She has no common sense. We started fighting at

,.
~X

RO



BEAT 4 Actions (cont.)

30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.
4.
42.

to deflect

to aggrandize
to enchant

to expose

to lure

to stifle laughter
to restrain

to retain control
to bubble over
to release

to burst

to break away
to diminish

seven. I left at nine, slamming the door. (Pause.) I never talk
about it. It’s strange — I complain only to yow. (Ile kisses her
hand.) Don’t be angry at me. I have only you, only you in the
world ... (Pause.)

MASHA. That noise in the smvc?.?_]ust before Papa's death
ihe stove madc the same noise 2 the same noise.d2
VERSHININ.  Are you superstitious?

MASHA. _Yes. 33

VERSHININ.  That's strange. (He kisses her hand.) You're a
wonderful woman, maguificent — just wondertul, magnificent!
It's dark in here, but | can see your cyes shining.

MASHA.  (Changing seals.) There's mare light over hcrc.a‘f
VERSHININ. I love, T love, I love — I love your eyes, your
way of moving. I drearn aboul you. You're wonderful, magnifi-
cent!

MASITA.  (Laughing soflly.) When you talk like that, it makes
e want [0 laugh 38 and it frightcns me#@stop, please stop 37
(In_a_low voice.) No, say it34 don't care P IShe covers her face with
her hands.) T don’t card®Someonc’s comingt Talk about some-

thing clsc'ﬁ(]n‘na and Tuzenbach enter from the hall.)
TUZFENBACIH. | have a triple name. I'm Baron Tuzenhach
Krone-Altschauer. But I'm Russian and Orthodox — just like
you. There’s nothing German about me, except maybe my
patience, and my stubbornness in insisting on annoying you
by walking you home every night.

IRINA.  T'm so tired.

TUZENBACH. T'1l meet you at the tclegraph office and
walk you home every night for ten years, twenty years — ur-
less you chase me away. (Seeing Masha and Vershinin, joyously.)
It's you. Good cvening.

IRINA. Home at last. (7o Masha.) A woman came to send
a telegram to her brother in Saratov — to tell him her son
died today. She couldn't remember his address. She said just
send it to Saratov. She made me send it there with no strect
address. And I was rude to her, for no reason. I said, you're
wasting my time. She cried. T was so smipid. Are the carnival
maskers coming tonight?

MASHA.  Ycs.!
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BEAT &5

Objective: To bond with Irina.

Actions:

to encourage
to commiserate
to lift her spirits
to kid

to resign

to dish

to present

to admonish

to poke fun at

LI 0 N =

IRINA.  (Falls inio an armchair.) T have o rest. I'm tired.
TUZENBACH.  (Smifing.) When you come home from work
you look like a litle unhappy child. (Pause.)

IRINA.  I'm rired. I don't like the telegraph office. I don't,
10.

MASITA.  You've lost weight Z (She gives a littlle whistle.) Tt
makes you look youngerplike a street urchin#
TUZENBACIHL.  1It’s her hair.

IRINA. I have to (ind other work. This work is not good
for me. It lacks everyrhing I've ever wanted. It's work without
poetry, without spirit ... (Someone knocks on the floor.) 1t's the
doctor. (To Tuzenbach.) Knock back for me, pleasc ... I can't
move anymore ... I'm too tred ... (Tuzenbach knocks on the
floor.) TTe’s coming up. We must do somcthing. Yesterday the
doctor and Andrei played again, and they lost. Andrei lost
two hundred roubles.

MASHA. _ (Indifferently.) So, what can_we do about it?%
TRINA.  TTe lost two weeks ago, and he lost in December,
If only he'd lose everything fast — then we could leave. My
God, T dream of Moscow every night. I'm going crazy. (She
laughs.) We're leaving in June. There's still Fehrnary, March,
April, and May — almost half a year!

MASHA. Let’s hope Natasha doesn’t find out he lost.
TRINA. [ con’t think she cares. (Chebuiykin enlers. He just
woke up from his after dinner nap. He combs his beard, sits at the
table in the main hali, pulls a newspaper from his pocket.)
MASHA.  There he is?Has he paid his renr? B

IRINA.  (Laughing.) No, not a kopek for cight months. He's
probably f(orgotten. a

MASITIA.  (Laughing.) He looks so important! '(Gereral laugh-
ter. A pause.)

IRINA. Why don’t you say something, Alexander
Ignatyevich?

VIRSHININ. I don't know. I'd like some tea. I'd give my
life for a glass of tea. I've had nothing since this morning ...
CIHEBUTYKIN.  Irina Sergeyvna!

IRINA.  What?

CHEBUTYKIN.  Come here. Venez ici! (Irina goes lo him, sils
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BEAT 6
Objective: To bask in the enjoyment of intelligent
conversation and time spent with Vershinin.

Actions:
1.to giggle
2. to hide the truth

at the table.) 1 can’t do anything without you. (frina lays out the
cards for a game of Paiience.)

VERSHININ.  Well, if rhere's no tea, ar least let’s ralk.
TUZENBACH. Let's talk. About what?

VERSHININ.  About what? IFor instance, let’s imagine lite in
two or (hree hundred years.

TUZENBACH.  Well, maybe we’ll fly in balloons, the cut of

jackets will be dillerent, we'll have discovered a sixth sense,

maybe even developed it — T don’t know. But life will be the
same — dillicult, full of unknowns, and happy. In a thousand
years, just like today, people will sigh and say, oh, how hard
it is to be alive. They'll still be scared of death, and won't
want to die.

VERSHININ.  (Afier a moment of thought.) How o explain? It
seems to me everything does change, little by litrle. It’s chang-
ing in front of ouwr eyes. In a century or two, or in a millen-
nium, people will live in a new way, a happier way. We won't
be there to see it — but it's why we live, why we work. IU's
why we suffer. We're creating it. That's the purpose of our
cxistenice. The only happiness we can know is to work toward
that goal. (Masha laughs sofily.)

TUZENBACH. Why are you laughing?

MASHA. T don’t know! I've been langhing since this morn-
ing. -

VERSTTININ. [ studied the same subjects you did. [ didn't

just go to military school. T read. Of course, maybe I didn't

choose the right books, maybe 1 should have read something
clse. The more I live, the more I want to know. My hair’s
mrning white, soon I'll be old — and yet | know so little, so
litde. But I believe I know the essential, and I know it with-
out doubt. How to explain? Therc isn't, there can't be hap-
piness [or us. We'll never know happiness. For us there's only
work, only work. Happiness is for our distant descendants.
(Pause.) Not for me but for my children’s children, or for
their children. (Fedotit and Rode appear in the main hall. They
sit, stari lo sing softly, accompanying themselves on the guitar.)
TUZENBACH. So, according to you, I can’t even dream of
happiness? But what if T am happy?
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BEAT 6 Actions (cont.)

3. to challenge

4. to philosophize
5. to conclude

6. to emphasize
7. to illustrate

8. to build on

9. to exclaim

10. to plead

11. to make plain
12. to enlighten
13. to declare
14. to deflate

15. to berate

16. to sneer

VERSHININ,  You arcn’t.

TUZENBACH. (Throwing wp his hands, laughing.) Well,
clearly, we don’t agree. How can | convince you? (Masha
laughs softly. He points al her.) Well, laugh if you want. (7o
Vershinin.) Life will be the same not only in two hundred
years, bul in a million years. Life doesn’t change. It remains
the same. It conforms to its own laws, and those laws don’t
concern us. We can’t know them anyway. Migrant birds,
cranes for instance, must fly. Whatever sublime or insignifi-
cant thoughts cranes may have — they fly, they fly on, mi-
grate. Cranes don’t know why or where they're flying. They
fly, and they will fly. If there are philosopher cranes, they can
philosophize — as long as they fly.

MASHA. So, what does that mean? 2

TUZENBACH. Mean? Look, it's snowing. What does that
mean? (Pause.)

MASHA. It seems to mc 4 person must have a purpose, or
be looking for one' Otherwise life is empy®— empty®. We
can live not knowing why cranes fly,7why children are bornf
or why there are stars in the sky4— but we have to know why
we live®Otherwise lifc is mcaningless Msilly§2 Pause.)
VERSHININ. Yes — and sad when youth is over.

MASHA.  As Gogol says, “Ladics and gentemen, (o live in
this world is boring.”¥®

TUZENBACH. And as I say, ladics and gentlemen — to win
an argunent with you is impossible. That's enough. T give up.
CHEBUTYKIN.  (Reading a newspaper.) Balzac was married in
Berdichev. (Irna hums sofily.) We'll make a note of that. (He
makes a note in his notzbook.) Balzac was married in Berdichev,
(He goes back lo his reading.)

IRINA. (Completing a game of Patience, dreamily.) Balzac was
married in Berdichev.

TUZENBACH. The die is cast. Do you know, Maria
Sergeyvna, that I've handed in my resignation?

MASHA. I've heard" I'm not chccrin;.rLI don't like civilians.“’
TUZENBACH. Too bad. (He gets up.) T don’t look like a
soldier anyway, do I? I'm not handsome. Well, so what? T'll
work. For the first time in my life, I'll work 'til 1 drop. And
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BEAT 6 Actions (cont.)

17. to pooh-pooh
18. to long for
19. to appeal to
20. to pout

when I get home, T'll sleep like a log. (He goes toward the main
hall.) Workers must sleep very well.

FEDOTIK. (To Trina.) T bought you some colored pencils at
Pyzhikov's on Moscow Surcel. And this little knife ...

IRINA.  You still treat me like a child. 'm grown up. (She
takes the pencils and the knife, joyously.) Oh, how pretty!
FEDOTIK. This knife T bought for myself. Look — one
blade, two, this for cleaning your ears, little scissors, and a
nail file ...

RODI.  (In a loud voice.) Doclor, how old are you?
CHEBUTYKIN. Me? Thirty-two. (Laughter.)

FEDOTIK 'l teach you a different solitaire. (Fle spreads out
the cards. They bring in the samovar. Anfisa settles herself mext to
it. Natasha arrives, fusses around the tuble. Solyony enters. After
greeting everyone, he sits at the table.)

VERSHININ. - There's a wind joday.

MASHA. I'm tired of winter. I've forgottcn what sumier’s
like. 1%

IRINA. It's going to work out. I can see it — We're going
to Moscow!

FEDOTIK. No, yon're not. See — the cight's covering the
two of spades. (He laughs.) I won't work out. T don’t think
you'll go to Moscow.

CHEBUTYKIN.  (Reading.) Several cases of smallpox in
Tsitsikar.

ANIISA.  (Approaching Masha.) Come have some tea, Masha
wmy litlle one. (To Vershinin.) You too, your honor.... Forgive
me, I've forgotten your namc. a

MASHA. Bring the tea here, Nanny dear. T don’t want o

go over there. 20
IRINA. Nanny dear.
ANI'ISA.  Coming.

ATASHA.  (To Solyony.) Babies understand cverything per-
tectly. Tello, T said to my litle Bobik. Hel-lo, darling, 1 said.
And he gave me a look. He did. T suppose you think that's
just a mother talking. Bul I tell you he’s exceptional. He is.
SOLYONY. If that child were mine — I'd roast him and eat
him. (He goes inlo the sitting room, his gluss of tea in his hand.
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BEAT 6 Actions (cont.)

21.to share
22. to dream
23. to pry
24. to let go

BEAT 7

Obijective: To redirect my anger.

Actions:

1. to lash out

2. to push away

3. to mutter

4. to suppress an outburst

He sits in a corner.)

NATASHA.  (Covering her face with her hands.) Oh, how crudel
MASHA.  If T lived in Moscow, I wouldn't care about the
weathcrZ\When you're happy, you don't care aboul the

weather.2%

VERSHININ., I just read the journals of a French minister
sentenced for the Panama Affair. He wriles with ecstasy and
passion about the birds he sees outside the window of his
prison cell. Before, he’d never noticed birds. Now he's free,
probably back to his old ways — and to hell with birds. You'll
be like him. When you're living in Moscow, you probably
won't even notice it. There's no happiness for us. Happincess
doesn’t exist. We can only want it.

TUZENBACH.  (Picking up u box fram the table.) Where are
the bon-bons?

TRINA.  Solyony ate them.

TUZENBACH. All of them?

ANFISA.  (Bringing the tea.) A letter for you, your honor,
dear.

VERSHININ.  For me? (He tahes the letter.) It's from iy
daughter. (He reads.) Of course. Aguin. Excuse me, Maria
Sergeyvna I'll just slip out. I won't have wea. (Ile gets up, dhis-
turbed.) Same old story. "

MASHA. What is i¢™[ I'm _nat being 0o ‘—

VERSHININ.  (Lowering his voice.) My wife has swallowed poi-
son again. I have to go. I'll just slip out. How painful it all
is. (He lisses Masha’s hand.) My dear Masha — so sweet and
good. I'll just slip out. (He goes out.)

ANFISA.  Where? Where's he going now? His tea is herc.
Where’s he going, I — 5
MASHA.  (Angrify.) Stop nagging.' Leave we alone. (She goes
with her tea toward the big table.) Tiresome old woman.3
ANFISA.  Why are you angry, my darling?

ANDRFEI'S VOICE.  Anfisa!

ANFISA.  (Imitating him.) Anfisal He never lifts a finger, rhat
one.

MASHA. (In_the main_hall, angrily.) Will you make room here,
Please?q(.\‘/ze disturbs the cards on the table) You're always play-
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BEAT 7 Actions (cont.)

5.to nag

6. to blow up
7. 1o fizzle out
8. to mope

9. to wallow

ing cards. Why don’t you have tca?s

IRINA.  You're being mean, Mashka.

MASITA.  Then don't talk to me. Just leave me alone.’
CHEBUTYKIN.  (Laughing.) Just leave her alone. Just leave
her alone. 8

MASHA. And you — at sixty you're like a child always talk-
ing nonscnsc about God knows what.4

NATASHA.  (Sighing.) Masha, the way you talk! With your
looks, my dear, you'd go far in Socicty — but, I can tell you,
not with that way of talking. Pardonnez-moi, Marie, je wous en
prie, mais vous avec des manieres un pew grossieres.
TUZENBACH. (Stifling a laugh.) I'd like some ... um, I
think, some cognac. I'd like some ...

NATASHA. Il parait que mon Bobik ne dort deja pas. He's
awake. My litde Bobik isn't feeling well today. I am going Lo
see him now. Excuse me. (She goes out.)

IRINA.  And Alexander Ignatycvich? Where’s he gone?
MASHA. Home? His wife is acting up againl.‘ ("Puzenbach poes

to join Solyony, a small decanter of cognac in his hand.)
TUZENBACH. Tlere yon are. Always alone in your corner,
ruminating on God knows what. Shall we make peace? Let’s
have some cognac. (They drink.) I suppose I'll he at the piano
all night, playing whatever they want. God knows that's fine
with me.

SOLYONY. Why make peacc? Are we having « fight?
TUZENBACH. It seems to me there's something going on
between us. Or you have a strange personalily.

SOLYONY. (He recites.) “I am a strange one, who is not? Do
not be angry at me, Alcko.”

TUZENBACH. Who's Aleko? What does he have to do with
ite

SOTYONY.  Alone with someone, I'm just like cveryone else.
In a group I feel isolated and tongue-tied, so I say whatever
comes to mind. But I'm a man of honor, and ready to prove
it.

TUZENBACH. Well, I'm angry with you. When we're with
people, you're always pestering me. But I like you, God knows
why. T want to get drunk today. And so what? Drink up!
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SOLYONY.  Drink up! (They drink.) T have nothing against
you personally, Baron. But T've been told I have the charac-
ter of Lermontov. (Lowering his voice.) I've been told I even
look like Lermontav. ([le takes a perfume vial from his pockel,
sprinkles some perfume on his hands.)

TUZENBACIL I handed in my resignation. Basta! It's done.
I hesitated five ycars, and now it's done. I'll work.
SOLYONY.  (Reeiting.) “Do not he angry with me, Alcko. For-
get, oh forget your dreans ..." (During their conversation Andrel
enters moiselessly, carying a book. He sits near a candle.)
TUZENBACH. TI'll work.

CHEBUTYKIN.  (Coming into the sitting room with Irina.) Then
they treated us to a real Caucasian banquet — onion soup
and chekhartma roast.

SOLYONY. Cheremsha isn't meat. It’s a plant, of the same
genus as the onion.

CHEBUTYKIN. No, no, my angel. Chekhartma isn’t onion
— it's roast lamb.

SOLYONY. T say cheremsha is onion.

CHEBUTYKIN. And 1 repeat — chekhartma is roast lamb.
SOLYONY. Cheremsha is ouion.

CHEBUTYKIN. Why argue with you? You've never even
been to the Caucascs. You've never eaten chekharrma.
SOLYONY. No, I hate it Cheremsha stinks of garlic.
ANDRUL  (Pleading.) Enough, [riends! Please!
TUZENBACH. When are the carnival maskers coming?
IRINA. They said nine, It must be time.

TUZENBACH.  (Putting an arm around Andrei, singing.) “My
little porch, my little porch, my own little porch of mine.”
ANDREL  (Dancing and singing.) “My little porch, made of
wood, made of wood.”

CHEBUTYKIN.  “My little porch, all shingled with maple
wood.” (Laughter.)

TUZENBACTI. (Kissing Andrei.) What the hell, drink up.
Andryusha, we'll drink to you, my darling. I'll follow you Lo
Moscow, Andryusha — to the university.

SOLYONY. Which one? There are two universities in Mos-
cow.

[$3]
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BEAT 8

Objective: To dig myself out of the dumps.

Actions:

to join in the party
to release tension
to let loose

to hoot

to parody

to corral the others
to bad-mouth

to ridicule

to hiss

10. to incite (the men)
11. to conspire

LI 0 N =

ANDREL  No, only one.

SOLYONY. 1 say there are wo.

ANDRII.  Well, three it you like. T'he more, thc merrier.
SOLYONY. There are (wo universities in Moscow. (Murmur-
ing, hissing.) ''wo — the old onc and the new one. But if you
refuse to listen to me, il T irritate you — I'll shut up. I'll go
— to the next room. (fe goes out by one of the doors.)
TUZENBACH. Bravo, bravo! (He laughs.) Start, my friends.
I'm at the piano. Funny fellow, that Solyony. (He plays a
waltz.) ‘

MASIIA.  (Waltzing alone.) 'I'he Baron is drunk, the Baron is
drunk? the Baron is drunk!3(Nutasha enters.)

NATASITA.  (To Chebutykin.) lvan Romanyich! (She talks into
his ear, then goes oul noiselessly. Chebutykin touches Tuzenbach’s
shoulder, whispers to him.)

IRINA.  What is it?

CHEBUTYKIN. Tt seems it's tme for us to leave. Take care
of yourselves.

TUZENBACH.  Good night. It's time to go.

IRINA.  What happened? What about the carnival maskers?
ANDREL  (Embarrassed.) There won't be any carnival maskers.
You sce, my dear, Natasha says Bobik isn’t feeling well, so....
Anyway, | don't know anything about it. It doesn't matier to
e,

IRINA.  (Shrugging.) Well, it Bobik isn't well ... o
MASHA. Too bad for LLS“IWe're driven out,‘swe leave. (1o
Frina.) Bohik’s not sick, she is. Sec?B(She taps_her forehead with
her finger, indicating Neiasha is deranged.) Little petry bourgeois
bitch!A (Andrei goes into his room. Chebutykin follows him. The oth
ers say goud-bye in the main hall.)

FEDOTIK.  That's too had. I'd been looking forward (o
spending the evening here, but, of course, if the child is sick
— T'll bring him a toy tomorrow ...

RODE. (In a loud voice,) I ook a nap after dinner, on pur-
pose. I thought we’d dance all nightl.blt‘s only nine!
MASHA. Come oul into the street. We'll talk there, decide

what to doM(From off-stage we hear “good-bye,” and “luke care of
yourself,” and Tuzenbach’s gay luugh. All are gone. Anfisa and the
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maid clear the table, put out the lights. We hear the wet nurse sing-
ing. Andrei enters quietly, dressed to go oul. Chebutykin is talking
to him.)

CHEBUTYKIN. 1 had no time to marry. Life went by too
fast — in a flash. Of course I loved your mother madly, bul
she was married ...

ANDREL  One shouldn't get married. It's boring.
CITEBUTYKIN,  Maybe, but loneliness — no matter how you
look at it — is horrible, my dove. Although, in the end ...
of course, it's all the same,

ANDREL  Let's go out quickly.

CHEBUTVYKIN.  Why hurry? There’s time.

ANDREIL  I'm afraid my wife will stop me.

CHERUTYKIN.  Ah! I scc.

ANDREL I won't gamble tonight. I'll just look. I don’t feel
well. What should I take for shortness of hreath, lvan
Romanyich?

CHEBUTYKIN.  Why ask me? How should T know? 1 don't
rememwber, my darling.

ANDREL ~ We'll go out through the kitchen. (They go out.
The bell rings once, then again. Voices, laughter.)

IRINA.  (Fntering.) What is it?

ANFISA.  (Whispering.) The carnival maskers. (The bell rings
again.)

IRINA.  Nanny dear, tell them we're out. All of us. Ask
them to forgive us. (Anfisa goes out. Irina paces, thinking. agi-
tated. Solyony enlers.)

SOLYONY.  (Surprised.) No onc? Where did they go?

IRINA. Home.

SOLYONY. That's strange. Are you alone?

IRINA.  Alone. (Pause.) Good-bye.

SOLYONY. 1 behaved badly. I behaved without ract. But
you're not like the others. You're pure. You sce the truth.
You understand me — only you. I love you — profoundly,
infinitely.

IRINA.  Good-bye! Go.

SOLYONY. 1 can't live without you. (/e follows her.) Oh, my
happiness! (Through tears.) Those incredible eyes. How marvel-
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ous they are, astonishing — I've never seen anything like
them.

IRINA.  (Coldly.) That's enough, Vasily Vasilyevich!
SOLYONY. I'm speaking of my love to you for the [irst
time! I'm not on earth anymore. I'm on a different planct.
(He rubs his forehead.) Well, never mind. One can't force a
person to love. But I will not allow any rival to win you —
never! I swear by all that's holy — I'll kill any rival.... Oh, my
beautiful one. (Natasha crosses the stage carmying a candle. She half
opens and. looks through a door, then another. She passes in front
of her husband’s room.)

NATASHA.  Andrei's in his room. We'll let him read. Excuse
me, Vasily Vasilyevich, I didn't know you were here. I'm in
my nightgown ...

SOLYONY. So what? Good-bye. (He goes out.)

NATASHA. Poor little Irina, you look so tired. (She kisses
Irina.) You should go to bed earlier.

TRINA. Is Bobik asleep?

NATASHA, Yes, but he's not well. By the way, dear, there's
something I've been wanting to talk to you about, but either
you'rc not home, or I'm busy. Bobik's roam is too cold, too
damp. Yours would be better for him. And, darling, you can
stay with Olya-dear.

TRINA.  (Whao doesn’t understand.) Wherc? (The litile bells of
trotka are heard slopping in froni of the house.)

NATASTIA.  You'll share Olya's room, and Bobik will have
yours. He's so adorable. Today I said to him, you're mine,
Bobik, you're mine. And he looked at me with those pretty
little eyes. (The bell rings.) It's probably Olga. She comes in so
late. (The maid approaches Natasha, speaks into her ear.)
Protopopov? What a funny fellow! It's Protopopov. He's come
to invite me for a troika ride. (She laughs.) Men are so funny.
(The Lell rings.) Is someone here? Shall T go? Just for a fifteen
minute ride? (To the maid.) Tell him T'm coming. (The bell
rings.) That must be Olga. (She goes out. The maid goes out too,
running. Irina, in an armchair, thinks. Olga, Kulygin, and
Vershinin enler.)

KULYGIN.  What's happening? I hcard there was a party
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here.

VERSHININ.  How strange. When [ left half an hour ago,
carnival maskers were expected ...

IRINA.  Everyone left.

KULYGIN. Masha too? Where is she? And Protopopov —
why is he waiting downstairs with a troika? Who's he wailing
for?

IRINA. Don't ask so many quecstions ... I'm tired.
KULYGIN. My, aren’t we nervous ...

OLGA. The meeting just now finished. I'm half dcad, The
head-mistress is sick, and I'm taking her place. My head —
my head hurts, my poor head. (She sits.) Yesterday Andrei lost
two hundred roubles gambling. The whaole town is ralking
about it

KULYGIN. Me too. The meeting tired me too. (He sits
down. )

VERSIIININ. My wite just wanted to scare me. She almost
poisoned herself, but its all right now. I'm happy, I'm re-
leased. So, we have to go? Too bad. T wish you sweet dreams.
Fyodor Ilyich, let's go somewhere — the two of us. I can’t
stay at home, it's not possible. Come.

KULYGIN. TI'm too tired, I can't go anywhere. (He geis up.)
Tired. Has my wife gone home?

IRINA.  Probably.

KULYGIN.  (Kissing Irina’s hand.) Good-bye. Tomorrow and
the day after, 1 can rest all day. Good night. (He gels ready io
leave.) 1 would like to have tea! I counted on an evening in
good company. Fallacem hominum spem — accusalive case with
exclamation points!

VERSHININ.  So, I'll go alonc. (He goes oul wilth Kulygin,
whistling.)

OLGA. My hcad hurts — hurts, hurts. Andrei lost....
Everyone's talking about it... I'm going to bed. l'omorrow
I'm free. Oh God, what happincss. Free tomorrow, [ree the
day after. My head, my poor head. (She goes out.)

IRINA.  (Alone.) All gone. No one left. (An accordion is heard
playing from the street. The wet nurse sings. Natasha, in fur coal
and hat, crosses the hall, followed by the maid.)
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NATASHA. T be back in half an hour. I'm just going for
a little ride. (She goes out.)

IRINA.  (Alone, suddenly wery sad.) 'I'o Moscow, to Moscow! To
Moscow!
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ACT THREE

Olga and Irina’s room, with beds behind screens on the loft
and right. It is two or three in the morning. Evidenily no
one has yet gone to bed. We hear the alarm sounding for
a fire in town which has been burning for some time.
Musha, wearing bluck us usual, is lying on the couch. Olga
and Anfisa enter.

ANFISA.  They're sitting by the stairs. T said to them, plcasc
come upstairs — don’t just sit there. But they just sit, and
they cry, “Where’s 'apa? He might have burned up, God help
him.” What a thing to think! And there are people in the
courtyard too — halt naked.

OLGA.  (Taking clothes out of the closet.) Take this gray one,
this one too, this blouse, and the skirt, Nanny dear. My God,
how dreaclful — all Little Kirsanov Street burned down. Tlere,
take this one too. (She throws another dress into her arms.) Thosc
poor Vershinins, so frightened — their house nearly burned.
They must stay here. We can't let them leave. Poor Fedotik.
He's lost everything — he has nothing left now ...

ANFISA.  Please call Ferapont, Olyushka. I can't carry all
this.

OLGA.  (Ringing.) No one’s answering tonight ... (She calls
from the dvor.) Come here. Anyone. Come! (Through the open
door we see the red glow of the fire. We hear the firemen’s wagon
passing the house.) It's dreadful, it's making me sick! (Ferapont
enters.) Here, take all this down. By the stairs you'll see the
two Miss Kolotilins. Give them this, and this ...

FERAPONT. Yes, Miss. Moscow burned too — in 1812. And,
by God, weren't the French surprised?

OLGA.  Go now — go.

FERAPONT. Yes, Miss. (He goes oul.)

OLGA.  Give them everything, Nanny dear. What do we
need? Give them everything. I'm so tired, I can hardly stand
up. Don't ler the Vershinins leave. The girls can sleep in the
sitting room, and Alexander Ignatyevich downstairs with the
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BEAT 9
Objective: To bury my head in the sand.

Actions:
1. to stare down in disgust
2. to burn

il

Baron. Fedotik too. Or he can stay in the main hall. Of
conurse, as if he'd planned it, the doctor’s drunk — totally
drunk. So we can't put anyone in with him. And Vershinin’s
wite — can sleep in the sitting room!

ANFISA.  (Wearily.) Olyushka, dear, don't send me away.
Please — don't send me away!

OLCA. What are you talking about, Nanny? No one is send-
ing you away.

ANFISA.  (Rasting her head on Olga’s breast.) My treasure, my
sweet Olga, [ work hard — 1 work hard, I do. And now when
I'm getting feeble — go away, they say. Where do you want
me to go? Where can I go? I'm past eighty. T'm almost
eighty-lwa.

OLGA.  Sit down, little Nanny. Poor thing, you're tivec. (She
makes her sit down.) Rest, rest, my darling. There. You're so
pale! (Natasha enters.)

NATASHA. They've asked us to form a Commitlee to As-
sist the Homeless. I think it's 2 good idea. It's the duty of the
rich to help the poor. Bobik and little Sophie are asleep,
little angels, without a care in the world. There are so many
people in the house — everywhere people, in every corner.
The house is full of people, and there's flu going around.
I'm scared for the children.

OLGA.  (Not listening to her.) It's quict in this room. You
can't see the fire.

NATASTIA.  Yes. My hair must look terrible. (In front of the
mirror.) They say T'm getting fal.... It's not true, it's nol true!
Masha’s sleeping. She's tired, poor thing. (To Anfisa, coldly.) 1L
forbid you to sit in my presence! Get up! Get oul of here.
(Anfisa gnes out. A pause) Why do you keep that old woman?
I don't understand you.

OLGA.  (Stupefied.) Excuse me, but I don't understand you.
NATASHA.  She’s not nceded. She’s a peasant — she can
go live in the counuy... She's a luxury. 1 like order — no
unnecessary servants in my house. (She caresses Olga’s check.) My
poor lamb, you're tired. Our headwistress is tired. When my
Sophie’s a big girl, and goes o high school — T'll be fright-
ened of you.
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OLGA. I won't be headinistress.

NATASHA. You'll be elected, Olechka. It's been decided.
OLCA. I won't accept. I can't — it's beyond my strength.
(She drinks some water.) You're so rucde to Nanny. Forgive me,
but I can't bear it. I can hardly see straight.

NATASHA.  (Moved.) Forgive me, Olya, forgive me. I don't
mean o hurt you. (Masha gels wp, lakes her pillow, goes out. She

looks_angry.) 2
OLGA. My dear, try to understand us. Maybe we had an

unusual upbringing, but I can't bear that sort of thing. To
treat servants like that makes me ill ... T lose heart. It kills
me.

NATASHA. Forgive me, [orgive me ... (She kisses her.)
OLGA.  Each rudeness, however slight — ecach harsh word,
wounds me.

NATASHA. TIt's true I often don't think before I speak. But,
my dear, you do agree — she could perfectly well live in the
country.

OLGA. She's been with us for thirty years.

NATASHA.  But she can’t work anymore! Eithcr I don't
understand you, or you refuse to understand me. She can’t
work anymore. She just sleeps and rests.

OLGA. So, lel her rest.

NATASHA.  (Swurprised.) What do you mean, let her rest?
She's a servant! (Through tears.) I don't understand you, Olya.
I have a nursemaid and a wet nurse. We have a housemaid
and a cook. What good docs that old woman do us? What
good does she do us? (We hear the alarm.)

OLGA. T've aged Llen years tonight.

NATASHA.  We must understand each other, Olya. You'rc
at the high school, and I'm at home — you worry about
teaching, and Tll take care of the house. When I talk about
scrvants, I know whal I'm lalking about. I know what I'm ralk-
ing about! She goes tomorrow, thar old thief, that old hag!
(She stamps her feet.) That witch! No one here has the right to
contradict me! No one here has the right to contradict me!
(Gaining conirol of hersef.) Listen, if you don't mave downstairs,
we'll never stop quarreling. It's terrible. (Kulygin enters.)
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KULYGIN.  Where’s Masha? It’s time to go home. The fire's
almost oul. (He stretches.) Only one neighborhood burned.
With this wind, the whole town could’ve been in flames. (He
sits.) I'm exhausted. Olechka, my dear, I often say o mysell
— if there’d been no Mausha, I would have married you.
You're so good, Olechka. I'm rired. (He listens.)

OLGA. What is it?

KULYGIN.  As il he'd planned it — the doctor’s having an
alcoholic fit. Tle's dead drunk. (He gets wp.) 1 think he’s com-
ing this way. Do you hear him? He’s coming. (He laughs.)
What a character. I'm hiding. (He goes toward the armoire, hides
in the cormer.) What a devil he is.

OLGA. Tle didn't drink for two years. Now suddenly he's
started again. (She goes with Natasha toward the back of the room.
Chebutykin enters. He walks as if he weren't drunk. [le crosses the
room, stops, looks in fromt of him, then goes toward the sink, washes
his hands.)

CHEBUTYKIN. (Mournfully.) To hell.... To hell with them
all.... They think I'm a doctor, that I can cure everything. But
I remcmber nothing. T've forgotten cverything. I remember
nothing, absolutely nothing. (Olge and Natasha go out without
his noticing them.) To hell with them all. Last Wednesday T
treat a woman in Zasypi — and she dies, yes. 1t's my fault. I
knew something, a little somerhing, twenty-five years ago. But
now T know nothing, absolutely nothing. Maybe I'm not hu-
man. Maybe I just dream T have arms and legs and a head.
Maybe 1 don't exist. Maybe 1 just dream T walk, eat, and
sleep. (He cries.) Oh, il only 1 didn’r exist. (He siops crying. He
speaks mournfully.) ‘Lo hell with them all. At the chub last week
somcone mentions Shakespeare and Voltire. 1 haven't read
them, but | pretend I have, And so do the orhers. Oh, mis-
ery — hell. When T think about that womun who died
Wednesday hecause of me, and about everything else — it's
too terrible to bear. I'm disgusting. And I drink ... drink. I'm
disgusting. (lrina, Vershinin, and Tuzenbach enter. Tuzenbach
wears new and elegant civilian clothing.)

IRINA. let's stay here. No one will bother us.
VERSHININ.  The whole town would have burned without
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the soldiers. They're good soldiers — (He rubs his hands to-
gether with enthusiasm.) good people, and good soldicrs.
KULYGIN.  (Coming from behind the armoire, approaching them.)
Txcuse me. Gentlemen, can you tell me the time?
TUZENBACH. Nearly [our. It's dawn.

TRINA.  They're all in the main hall. No onc's even think-
ing of leaving. Your Solyony's there too. (To Chebutyhin.) You
should go to bed.

CHEBUTYKIN. It doesn't matler. But thank you. (He combs
his beard.)

KULYGIN. Drunk as a lord, our Ivan Romanyich. (He pats
him on the shoulder.) Pravo. As the ancients said, in vino veritas.
TUZENBACH. They want me to organize a benefit concert
for the homeless.

IRINA.  We couldn’t do it — who would play?
TUZENBACIT.  We can do it if we want. In my opinion,
Masha plays the piano beautifully.

RULYGIN.  She plays the piano beautifully!

IRINA.  But she’s forgotten. She hasn’t played in three ...
or four years.

TUZENBACH. Ouly I understand music in this town. [ un-
derstand music, and I swear to you Masha plays well. She has
talent.

KULYGIN.  You're right, Baron. You'rc right, of course. I
love her very much, Masha. She's a fine woman.
TUZENBACH. To play like an angel, and to fccl that no
onc, no onc understands you ...

KULYGIN.  (With a sigh.) Yes. But would it be proper [or her
to play in a coucer? (Pause) I don’t know, my friends — 1
don’t know. Maybe it would. But, to be perfecty frank, our
principal is a finc person, very line, extremely intelligent —
but his ideas are a little.... Well, it's not his dccision, of
course, but, if you like, I'll ask him what he thinks.
(Chebutykin pichs wp a little porcelain clock, examines il.)
VERSHININ. I'm so dirly [rom the fire, T hardly look hu-
man. (Pause) Oh — 1 heard yesterday they may transfer the
brigade, to Poland, or Tchita.

TUZENBACH. T heard that too. Well — the town will be
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deserted.

IRINA.  And we'll be leaving too.

CHEBUTYKIN.  (Letitng the ceramic clock fall and break.)
Smithereens. (A pause. All seem sad and confused.)

KULYGIN.  (Picking up the debris,) Breaking such a valuable
object, Ivan Romanyich — you deserve less than zero in con-
duct!

IRINA. Poor Mama's clock.

CHEBUTYKIN.  Maybe, Maybe Maa's, Maybe I didn't break
it. Maybe it's all a dream anyway. Maybe we only dream we
exist, but we don’t. I don’t know. Nobody knows. (He goes to
ward the door.) Why are you looking at me, all of you?
Natasha's having an affair with Protopopov. You sil there, and
don't see that, do you? Natasha's having an affair with
Protopopov. (He sings.) “Allow mc to offer you this fig ...”
VERSHININ. Yes. (He laughs,) How strange ir all is. (Pause.)
‘I'he fire starts. I run home. The house is out of danger, but
wy two little girls stand at the door, half dressed, their
mother not there. Near them busy people, horses, barking
dogs, and on their little faces — alarm, horror, helplessness,
and God knows what else. I scc those faces, and my heart
stops. My God, I think, what else will they have to bear in
their lifetimes, these little ones? I take them and run, think-
ing — what else will they have to bear in this world? (We hear
the alarm. A pause.) We arrive here to find Lheir mother
screaming and angry. (Masha comes in carrying her pillow. She
sits on the couch.) My girls by the front door in their night-
gowns, the street glowing red from the fire, and the terrible
noises.... It makes me think such things happened in the past
too — the enemy arrives suddenly, pillaging, burning. But
how different, then and now. And soon, in (wo or three hun-
dred years, they'll view us with the same horror and amaze-
ment. What we have will scem o them awkward, heavy, un-
comfortable, and strange. What a lite they'll have — what a
lifel (He laughs.) Forgive me — there I go again, philosophiz-
ing. But indulge me, my friends. T feel very much like phi-
losophizing tonight. (Pause.) It's as if in the midst of sleep for
the moment there are only three of you awake in this town.
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BEAT 10
Objective: To comfort Vershinin.

Actions:

1. to embrace

2. to float

3. to kiss goodbye

But in the futurc there’ll be more. With you as examples,
more and more people will change, become more like you.
Finally cven you will be surpassed. Others will spring up even
better than yon. (7le laughs.) I'm in an cxtraordinary mood.
I feel very much like living. (He sings.) “T.ove, queen of the
ages, how sweet her ecstasies ..."

MASHA.  Tram-lam-tam. ¢

VERSHININ. Tam-tam ...

MASHA., Trarara, 2

VERSHININ.  Tra-ta-ta ... (/le laughs. Fedotik enters.)
FEDOTIER. (Dancing.) Burned, burned, all burned down!
Everything gone! (Laughier.)

IRINA.  What's so funny about everything being burncd?
FEDOTIK.  (Laughing.) Lverything, cverything burned. Noth-
ing left. My guitar burned, all my photos hurned, my letters
burned, and the notebook I bought for you — burned.
(Solyony enters.)

IRINA. No, Vasily Vasilyevich. Please, go. You can't come in
here.

SOLYONY. Why is the Baron allowed in, and I am not?
VERSHININ.  Quite right — it's time for all of us to go.
How's the fire?

SOLYONY.  Seems to be dying down. It's very peculiar the
Baron is allowed in here, and I am not. (He lakes « vial of
perfume from his pockel, puls some on himself.)

VERSHININ.  Tram-tam-tam?

MASHA.,  Tram-tam.’

VERSHININ.  (Laughing, to Solyony.) Let’s gu o the main
hall.

SOLYONY. We'll remember this. We could press it further
now, but “twould annoy the geese, I tear.” (He looks at
Tuzenbach.) Here, tsik, tsik, tsik ... (Solyony, Vershinin, and
Fedotik go out.)

TRINA. Solyony stinks of tobacco smoke. (She looks at
Tuzenbach with surprise.) The Baron’s sleeping! Baron! Baron!
TUZENBACH.  (Waking up.) So tired. The brickyard. No, T'm
not delirious. I'm talking about the brickyard. I'm going to
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work there. I've asked them. (o Irina, tenderly.) You're so palc

BE_AT,H ) ) and beautiful, Enchanting. Your pale face lights up the night.

Sﬂjg{']vg';?dfgis;'gate the man. (Muzenbagh, You're sad, unhappy with living. Come with me. Come with
' me — we'll work together!

MASHA. Nicolai Lvovich, gn.‘

Actions:

1.0 nudge gently T'UZENBACH.  (Laughing.) Are you there? 1 didn’t see you.
2. to push (He Lisses Irina’s hand.) Good-hye. I'm going. Looking at you,
3. to shove I remember how you were on your name day — it seems so
4.1o plead long ago. Yon were cheerful, happy, talked about the joys of
5. to budge work., And I drcamned of such a happy life. What happened
6. to repel to it? (He kisses her hand.) You have tears in your eyes. You
7. 1o appease should sleep. It's dawn, daybreak. If only I could give my lite
8. to press for = L

9. to stab il Ll | 2 4

10. to annihilate MASHA.  Go, Nicolai Lvovich? Really. Go! Please .0

11. to release TUZFNBACGIL. I'm going. (He goes out.)

12. to pound MASHA.  (Lying down.) Are you asleep, Tyodor?&

18. to disgust KULYGIN. Hunh?

14. to burst MASHA.  Go home. ®

15. to condemn KULYGIN. My sweet, my precious Masha.

16. to disclose IRINA. She’s (ired. Let her rest, Fedya.

1710 reason KULYGIN.  I'm going. Now. My wonderful wife, my sweet,
18. to bear down ° i

19, to let go my only — I love you.

MASHA.  (With_some_anger.) Amo, amas, amat, amamas, amatis
amant. T

KULYGIN.  (Laughing.) She's amazing. Really. I'm hLer hus-
band seven years, and yet I feel as il we were married yester-
day. Really, yon're amazing. I'm so happy, I'm so huppy, I'm
so happy. 8 9 10
MASHA. I'm so bored, I'm so bored, I'm so bored. (She gits
up.) 1 can't not think about it 'The thoughrﬁﬁus hammer-
ing at mé=lt's revolting®®l can’t not talk about itV IUs Andreil®
He’'s mortgaged the house, and his wife has pocketed the
money. But the house belongs to us, all four of us — not just

to himt# e has to acknowledge that, if he's honest. (&
KULYGIN. Why talk about ir, Masha? Tt can't help. Andrei’s
riddled with debts. Leave him alone.

MASHA. Anyway, it’s rlisqusting.l (She lies_back down.)
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BEAT 11 Actions (cont.)

20. to back off
21. to justify
22. to drive away

KULYCGIN. We're not paor. 1 work at the high school, and
I tutor. I'm an honest man, simple. Omnia mea mecum porto.
MASHA. It's not that 1 want nnyrhingl.”lt's the unfairness
that disgusts me* (Pause.) Go, Fyodor.22

KULYGIN.  (Kissing her) You're tired. Take a nap for half
an hour. U'll be downstairs waiting for you. (He goes toward the
door.) T'm so happy, I'm so happy, I'm so happy. (He goes oud.)
IRINA.  Tt's true. Our Andrei has become petry and insig-
nificant. He's aged so with that woman. He wanted o be a
university professor. Now he's proud to be a member of rthe
County Council — of which Protopopov is president. The
whole town talks about it, laughs. He’s the only one who
doesn't know. And when everyone runs to the fire, hLe sits in
his room not caring, playing the violin. (Nervously.) Oh it's
hidcous — hideous, hideous! (She eries.) 1 can’t bear any
more. T can’t. | can’tl (Olga comes in, starts tidying her drassing
table. Frina cries loudly.) Kill me, 1 can't bear any more! Kill
me!

OLGA.  (Frightened.) Whar is it? Darling!

IRINA.  (Sobbing.) Where? Where's it all gone? Oh, God, my
God, I've forgotten everything! T can’t think straight. I don’t
even know how to say “window” or “ceiling” in Ttalian any-
more. I'm forgetting more every day. And life is passing —
i’'ll never come back. We'll never, never go to Moscow ... I
know it — we're never going to leave ...

OLGA. My darling.... Darling ...

IRINA.  (Controling herself) 1'm miserable. I can’t work any-
more, I don’'t want Lo work anymore. I've had cnough,
enough! First it was the relegraph office, now it's the County
Council. [ hate and have contempt for everything they make
me do there. I'm almost twenty-four, I've worked a long time.
My brain is drying out. I'm thinner, uglier, and older — and
nothing, nothing, no happiness. Time is passing — and T'm
farther and farther from whal's real, what's beantiful. I'm ap-
proaching a clifl. I'm desperate. 1 don’t know why I'm alive,
I don’t know why I haven't killed myself.

OLGA. Don't cry, sweetheart, don’t cry. It hurls me.
IRINA. T'm not crying. Thal's enough. You see, I'm not cry-
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BEAT 12

Objective: To share with my sisters.

Actions:

LI 0 N =

to scoff

to accuse
to embrace
to confide
to bubble
to caution
to contain
to leak

to swell

10. to open up
11. to proclaim
12. to simmer
13. to admit
14. to burst
15. to explode
16. to beseech
17. to amaze
18. to touch

. to gush

20. to smoulder

. to impress

22. to involve
23. to lighten
24. to mock
25. to bask
26. to claim
27.to take in
28. to confess

. to grasp

ing. It's over.

OLCA. Darling, listen to me. I'm telling you as your sister
and your friend — marry the Baron. (Frina cries softly.) You
respect him, and appreciate him. No, he's not handsome, but
he’s good and pure. One doesn't marry for love. One mar-
rics because one must. That's how T feel about it. 1 would
have married any man who asked me, even an old man —
as long as he was a good person.

IRINA. I was waiting. I thought when we go to Moscow, I'll
meet the one T'm destined to meet. T've dreamed of him, 1
love him. But that’s silly, just silly.

OLGA.  (Embracing her sister.) My darling little sister, I under-
stand — I do. When the Baron resigned [rom the army and
came here in civilian clothes — he seemed so unattractive I
cried. He asked, “Why are you crying?” What could I say? But
if God wanis you to marry him, I'll be happy. That would be
different, very different. (Natasha, a candle in her hand, crosses
the stage from right to left in silence.)

MASHA.  (Sitting wp.) Look at thal. From the way she walks
— vou'd think she lit the fire.%

OLCA.  Don't be stupid. You're stupid, Masha. You're the
most stupid person in the family, if I may say so. (Pause.)
MASHA. My sweet sistersy there's something I must mm‘.‘e&‘ss.4
1 can't keep it in anymore®!'ll confess to you, but not to any-
one elsel I want to tell you?(Lowering her voice.) It's my secret,
but I want to tell youBI can't keep it in anymorcd (Pause.) I
love 2 1 love & that mant®The man who was just here® Why
hide it4l love Vershinin 2

OLGA.  (Behind the screen.) Stop it. I can’t hear you anyway.
MASHA. What to do?*She holds her head.) First I thought he
was strangedd Then 1 felt sorry for him® Then 1 started to love
him‘3- his voic”how hc spcakd! his troubles#his little girrsig

OLGA.  (Behind the screen.) 1 can’t hear you. Whatever non-
scnsc you're saying, I can't hear you. 5

MASHA. Tt's you who's stupid, Olya. 1 love him-. That's my
destiny, my fate??And he loves m@ ' frightcncd?¥Ils nol
supposed to be this way, is it%g(She takes Irina’s hand, pulls it
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30
foward ker.) Oh, darling, how are we going to live? What will

BEAT 12 Actions (cont.) happen Lo us?3in a novel it's simple, it all works ouP*But
8 i when_%(‘;;l're in_love yoursell, you realize no onc_knows any-
31'18 clcl)JtCh thing?#We each have to decide for ourselves?My darlings
32: to illustrate sweet sisters, I've confessec®Now I woﬂu'L Sdy_dny mor?. I'll be
33. to unravel like the madman in Gogol — silenr? silent?g(Anme enters, fol-
34. to advise lowed by Ferapont.)

35. to revel ANDREL  (frvilaled.) What do you want? T don’t know what
36. to hush you want.

37. to clinch FERAPONT.  (Stopping at the door, impatiently.) T've told you
38. to whisper ten times, Andrei Sergeyvich.

39. o rejoice ANDREL  First of all, don't call me Andrei Sergeyvich. Call

40. to bear hug
41. to soothe

42. to caress

43. to condescend

mc your honor.
FERAPONT. IUs the fircmen, your honor. They want to go
through your garden to the river. Otherwise they have to go

45. to entreat around.
44. to explain ANDREL  All right. Tell them it's all right. (Ferapont goes
45. to reason out.) So irritating, all of them. Where's Olga? (Olga comes out

Jrom behind the soven.) T was looking for you. Give me the key
to the cupboard. I've lost mine. Your little key. (Olga hands
him the key in silence. Irina goes behind her screen. A pause.) Tt was
a big fire. It's dying down now. Oh, the hell with it —
Ferapont annoyed me, so I said something stupid. Your
honor. (Pause.) Why don’t you say something, Olya? (Pause.)
Isn't it time to drop this nonscnsc? Stop sulking for no
rhyme or reason. You're here, and Masha and Irina too. Fine.
Let’s have it out now, once and for all. What do you have
against me? What? I'd like to know.

OLGA.  Tet’s not talk now, Andryusha. We'll see tomorrow,
(Upset.) Whal a horrible night.

ANDREL (Very embarrassed.) Don't worry, Olga, I'in not —
I'm completely calm. What do you have against me? Tell me.
VERSHININ'S VOICE.  (From offsiage.) Tram-tam-tam!
MASHA. (Standing, raising her voice.) 'l'ram—rnmlﬁn Olga.)
Good-bye, ()lga'.-'rq.“sod keep youll(She goes behind the screen, hisses
Irina.) Sleep welld2Good-byc, Andrei?l.eave them alone.
They're tred®lalk tomorrowd3She goes out.)
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OLGA. Yes, Andryusha. We'll talk tomorrow. (She goes behind
the screen.) Time to sleep now.

ANDREL  T'll say it, and then I'll go. In the first place, you
seem to have something against my wife, ever since | married
Ler. I believe Natasha's a good person. She’s honest, straight-
forward, and honorable. 1 love her — 1 respect her, you un-
derstand. T want others to respect her too. I tell you again —
she's honest and honorable. And your disagreements with
her, forgive me, are just whims. (Pause.) Secondly, I suppose
you're angry because I'm not a professor devoting mysclf to
higher learning. But I'm a member of the County Council,
and that work is just as sacred and iwmportant. T'm a member
of the County Council and proud of i, if you want to know.
(Pause.) Thirdly — one more thing. I've mortgaged the house
without asking your permission. I admit that, and ask your
forgiveness. IU's my debts thirgy-five thousand. I don’t gamble
anymore, 1 gave up gambling. My only excusc is that you, the
girls, have a pension, and 1 have no income, so to speak.
KULYGIN.  (From the deor.) Masha's not here? (Anxious.)
That's odd. Where is she? (/e goes oul.)

ANDREL  You're not listening to me. Natasha is an excel-
lent woman, she's honest, she’s honorable. (He paces, then
stops.) When | married her, I thoughr we'd all be happy. But,
oh my God ... (He cries.) My darling precious sisters — don’t
believe me, don’t believe a word 1 say. (He goes oul.)
KULYGIN. (Al the door, anxious.) Where’s Masha? She's not
here? That's very odd. (He goes owt. We hear the alarm. The stage
is empty.)

IRINA. (Behind the screen.) Olya, who's knocking on the
floor?

OLGA. The doctor. He’s drunk.

[RINA, This night is an agony! (Pause.) Olyal (Her head ap-
pears from behind the screen.) Did yon hear what he said?
They're going to transfer the brigade — send it away.
OLGA. It's just a rumor.

IRINA. Then we'll be alonc here. Olya?

OLGA. Ves?



IRINA.  Olga, I respect and appreciate the Baron. He's an
excellent man — I'm willing to marry him. I agree. Only —
let’s go to Moscow. Please, let's go! Moscow is what's best in
the world! Let's go, Olya. Let's go!
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ACT FOUR

The formerly private garden of the Prozorovs, now sometimes
crossed by passersby to reach the river through a long averiue

of pines.

To the right the terrace of the house. A bottle and glasses
are on a lable — champagne has just been drunk. Iis
noon. On the other shore of the viver a forest can be seen.
Five soldiers pass through rapidly.

Chebulykin, in a placid mood he mainiains ihroughout the
act, sits in an armchair in the garden, waiting to be called.
He wears an officer’s hat and holds a cane. Irina, Kulygin,
and Tuzenbach say good-bye to Fedotik and Rede in dress
uniform on the terrace steps. Kulygin has a medal around
his neck, his moustache is shaved off.

TUZENBACH.  (Kissing Fedotik.) You're a good man. We've
been [riends. (He kisses Rode.) Again. Good-bye, dear {riend.
IRINA.  Good-bye.

FEDOTIK. Not good-bye. Farewell. We'll never see each
other again.

KULYGIN. Who knows? (He wipes his eyes, smiling.) Now me
too — I'm crying.

IRINA. Maybe we'll meet again, some day.

FEDOTIK. Maybc, in ten or fiftcen years. We'll hardly rec-
ognize each other. We'll say hello politely. (He is taking a pho-
tograph.) Don’'t move. 'The last one.

RODE. (Embracing Tuzenbach.) We won't see each other
again. (He kisses Irina’s hand.) Thank you for cverything —
everything!

FEDOTIK. (Emotionally.) Pleasc don't move!

TUZENBACH. We'll meet again, God willing. Write us. Be
sure to write.

RODE.  (Glancing lovingly at the garden.) Goad-bye, trees. (/e



shouts.) Hop-hop! (Pause.) Good-bye, echol

KULYGIN.  Who knows, maybe you'll marry in Poland. Your
Polish wife will kiss you and call you “hochane.” (He laughs.)
FEDOTIK.  (Looking al his waich.) We have less than an hour.
From our battery, only Solyony rides in the barge. We arch
with the troops. Today three batterics, in formation — the
other three tomorrow. Then you'll have peace and quiet.
TUZENBACH. And deadly boredom,

RODE. Where's Maria Sergeyvna?

KULYGIN. Masha’s in the garden.

FEDOTIK. We want to say good-bye to her.

RODE.  Good-bye. I have to go, or I'll cry ... (He quickly
embraces T'uzenbach and Kulygin, kisses Irina’s hand.) Such
happy times here.

FEDOTIK. (70 Irina.) Mere's a memento — a notebook and
pencil.... We'll go hal way, toward the river ... (They move off;
hoth looking hack.)

RODE.  (Shouting.) Hop-hop!

KULYGIN. (Shouting.) Good-bye! (At the back of the stuge
Fedotik and Rode meet Masha. She goes out with them as they make
their good-byes to her.)

IRINA.  Gone ... (She sils on the botiom step of the terrace.)
CHEBUTYKIN.  'They forgot to say good-bye to me.

IRINA.  And you, why didn’t you say good-byc to them?
CHEBUTYKIN.  Yes, I forgor too. T don't know why. Anyway,
T'll see them soon — I'm leaving tomorrow. Yes.... Just onc
more little day. Then, in a year, I get my pension, and I'm
back — to finish my days with you. Only one litde year 'dl
I get my pension. (Ile stuffs a newspaper into his pocket, pulls vut
another.) And when I'm back — total reformation. I'll be good
— very good, completely respecrable.

IRINA.  Tt's true, dear old friend, you have to change your
ways. You have to.

CHEBUTYKIN. I know. I know. (He sings quielly.) Tarata
boom dia, just one more little day.

KULYGIN. Incorrigible, our Ivan Romanyich — incorrigible.
CHEBUTYKIN. If T were your student, I'd get an A.
TRINA.  Fyodor’s shaved off his moustache. I can't bear o
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look at him.

KULYGIN. Why?

CITUEBUTYKIN. T could tell you what you look like, but T
won't.

KULYGIN.  Too bad! It's the fashion, the modus vivendi. The
principal shaved off his moustache. T've shaved off mine. I've
been made school inspector. No one likes the way I look, but
that doesn’t bother me. I'm happy, with or without a mous-
tache. (Il sits. At the back of the garden, Andrei pushes his child
in a baby carriage.)

IRINA.  Ivan Romanyich, you're my friend. Tell me. I'm
worried. You were on the houlevard last night. Tell wme what
happened there.

CHEBUTYKIN.  What happened? Nothing, Nothing hap-
pened. (He reads his newspaper.) Just nonsense.

KULYGIN. People say Solyony and the Baron had an argu-
ment on the boulevard near the theatre —

TUZENBACH. Please, let’s not talk about it. Stop il. Really.
(He gestures, goes into the house.)

KULYGIN. Near the theatre Solyony picked on the Baron.
The Baron wouldn't put up with i, and insulted Solyony ...
CHEBUTYKIN. I know nothing about it. Just nonscuse.
KULYGIN. At a scminary once, a leacher wrote the word
“nonsense” on a student paper. lhe student thought he'd
written “notable,” in Latin. (He laughs.) Incredibly funny. They
say Solyony’s in love with Irina, so he hates the Barom. IUs
namral. Irina is a charming young girl — just like Masha, al-
ways lost in thought. But you have a softer character, Irina.
Of course, Masha has a good character too. I love my Masha.
(From the end of the garden we hear “Yoo-hoo,” and, “hop-hop.”)
IRINA.  (Shuddering.) Everything frightens me today. (Pawuse.)
I'm all packed. I send off my things after dinncr. Tomorrow
T marry the Baron, and we leave for the brickworks. The next
day 1 teach school — with God's help begin a new lifc. When
I passed my tcaching exam, I cried —1 was so happy, so
grateful. (Pause.) A cart will come for my things later.
KULYGIN. That's very nice, although I daresay not very sen-
sible. High-minded ideals, but not very sensible. But that
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doesn’t stop me from wishing you the best of —
CHEBUTYKIN.  (Moved.) My angel, my dove, my little golden
girl. You've gone so far, all of you. I can’t catch up. I've
stayed behind like an old migrant bird who can’rt fly anymore.
Fly, fly away, my dears, and may God keep you well. (Pause.)
Tyodor llych, you shouldn’t have shaved off your moustache.
KULYGIN. Oh, leave me alone. (He sighs.) The army leaves
today. Everything will be the way it was. I don't care whar
anyone says, Masha is an honorable woman and 4 good one.
I love her, and I thank God for my luck. We're not all hicky.
A worker in the tax office was in class with me in high
schoal. He was left back in tenth grade becaunse he couldn’t
understand wt consecutivum. Now he's poor as a church
mouse, and sick too, When [ meet him on the street, 1 say,
hello, wt consecutivum!. He says, “Yes, consecultvum, that’s right,”
and he coughs. But I'm lucky. Look how happy T am. They
even gave me the Stanislaus medal, sccond degree. And I
teach others that fammous ui consecutivum. Of course, it's true
I'm brighter than most people, but happiness doesu’t lie
there. I know that. (Tn the house svmeone plays “The Maiden's
Prayer” on the piano.)

IRINA.  As of tomorrow night I'll never have ro hear “The
Maiden's Prayer” again, and [ won't have to see Protopopov.
(Pawuse.) Protopopoy is there again, in the sitting room ...
KULYGIN. The headmistress isn’t here yet?

IRINA. No. She'’s been sent for. It’s been so painful living
here without Olya. She's headmistress, living at the high
school, busy all day. And I'm alone, bored. T have nothing to
do. I hate my room. But if it's my fatc I can’t go o Moscow,
then I can’t — that’s that. I yield. It's my fate. There’s noth-
ing I can do about it. We all depend on the will of God. The
Raron proposcd, I thought about it, and said yes. Ile’s an
excellent man. It's amazing how good he is. Aud suddenly,
now, it's as if I had wings. I'mn happier, 1 feel lighter, and 1
want to work again — work. But somecthing happened yester-
day, something mysterious. I feel something’s hanging over
me, and I don't know what it is.

CHEBUTYKIN. Nonsense — “notable” nonsense.
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BEAT 13

Objective: To distract myself.

Actions:

to praise

to smirk

to blush

to explore
to probe

to slip

to recall

to soak in
to investigate
10. to grab
11. to grasp
12. to unleash
13. to simmer
14. to boil

15. to give up
16. to educate
17. to analyze
18. to undo
19. to resign

OGO S ) N

NATASHA. (Al the window.) Here comes the headmistress!
KULYGIN.  The headmistress is here. Let’s go. (He goes into
the house with Irina.)

CITEBUTYKIN. (Reading his newspaper, singing softly.) I'a-ra-
ra boom dia, just one wmore little day. (Masha approaches. To
ward the back Andrei pushes the baby carriage.)

MASHA. There he is, the picture of peace and trauqulllity'

— all innocence.z

CHEBUTYKIN. So?

MASTIA. (Sitting.) So nothing.s(Pausc.) Did you love my
mother?4

CITBUTYKIN.  Very much.

MASHA. Did she love you? ®

CHEBUTYKIN.  (After a silence,) That I don’t remember.
MASHA. Is Minc herei”In the old days our cook, Marfa,
called her policeman that’ Mine8ls Mine here?@
CHEBUTYKIN. Not yet.

MASHA.  When you grab at bits of hnppinessfocrumhs“—
and even that's taken away, you become vulgm‘?'mcan!’ (She

points to her chest.) I'm boiling, in herel(She looks at her brother
Andrei pushing the carriage.) There's brother Andrei, our lost

hope* It rakes a_hundred people to hoist a bell "™ so much
lubor und money to cast and hoist a bell!"Then suddenly it
falls and breaks into a thousand pieces — just like that, for
no_reasont®Thal’s Andrei. (A

ANDREI.  When will it be quier in that house? What a
racket!

CITERUTYKIN.  Soon. (I{e looks at his watch.) This is an old
watch. It rings. (He winds the waich. I rings.) The [irst, second,
and fifth battery leave precisely at one. (Pause.) And I leave
tomorrow,

ANDREI.  Forever?

CHEBUTYKIN. I don't know. Maybe I'll be back in a year.
Although — who knows? Whar difference does it make? (We
hear from far off the sounds of a violin and harp.)

ANDRIEI.  The town'll be empty — as it we were being put
under glass. (Pause.) Something happened yesterday by the
theatre. Everyone’s talking about it. T don’t know what it was.
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BEAT 13 Actions (cont.)

20.
21.
22.
23.
24.
25.
26.
27.
28.
29.
30.
31.
32.

33

to pry

to press

to move on
to appeal to
to beseech
to implore
to wring

to bash

to frown on
to rattle

to halt

to confront
to sigh

. to long for

CHEBUTYKIN.  Nothing. Some nonsense. Solyony tried (o
provoke the Baron who got carricd away and insulted him.

Things turncd sour. Solyony challenged him to a ducl. (He

looks at his watch.) 1 think it's time. Twelve thirty in the state
forest, there, on the other side of the river pifpafl (He
luughs.) Solyony thinks he's Lermontoy, He actually writes
poetry. It's gone beyond a joke — it's his third duel.
MASHA. Whose? 2¢

CHEBUTYKIN. Solyony's.

MASHA.  And the Baron’s? 2}

CHEBUTYKIN. The Baron's what? (Pause.)

MASHA. I'm not rhinking straigh®*Should we let them do
thisgaic might wound the BarorgfHe might even kill himz5s
CHEBUTYKIN. The Baron's & good man. But onc baron
more or less — what difference does it make? Too bad. T
don't care. (From beyond the garden someone shouts, “Yoo-hoo, hop-
hop.”) Wait a minute. That must be the second — Skvortsov,
out there in a boat, waiting. (Pause.)

ANDREL.  Ducls are immoral. It’s immoral to help them
happen — even as a doctor.

CHEBUTYKIN. That's just an idea. We're not even alive.
The world is a dream. We don't exist, we only think we do.
So what difference does it make? -

MASHA. Talk, talk, ralk the livelong day ... (She takes a few

steps.) God, to have to live in this climatc?Mt might actually
snow Loday2ind 1o have to hcar (his endless ralking2q. (She

stops.) 1 refuse to go into that house. | can’'#PAs soon as
Vershinin_comes, let me know 2L (She walks toward the pines.)
The hirds are lcaving already 3% (She looks up.) Swans, or
ducks — my darlings, my happy ones 33 (She goes out.)
ANDREL.  The house will be empty now. The officers are
leaving, you're leaving, my sistcr’s getting married, and T'll be
alone.

CHERUTYKIN. What about yowr wile? (Ferapont eniers, bring-
ing papers.) )

ANDREL A wifc is a wife. She’s honest and honorable,
sometimes even a good person. But there’s something animal
in her — blind and stingy, hard to the touch. She's not quite
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human. I say this only to you. I can only talk to you. I love
her, but sometimes she seems vulgar. Then I'm confused. T
don't know why I love her so, or even why T ever loved her.
CHEBUTYKIN.  (Getting up.) I'm leaving tomorrow, my
friend. We may never see each other again. So listen (o me.
Pick up your hat and cane — and go ... Go. Don’t look
back. The farther you go, the better. (Solyony and two officers
appear al the back. Solyony approaches Ghebutykin. "L'he officers go
oud.)

SOLYONY. Doctor, it's ime — almost twelve thirty. (He hows
to Andrei.)

CHEBUTYKIN. I'm coming, I'm coming. You're so boring,
all of you. You make me sick. (Tv Andrei.) I[ anyone
asks, Andryushka, I'll be back soon. (Sighing a great sigh.)
Arghhhhh ..

SOLYONY. “Tying under a mree, he thought he had time to
spare. He looked up too late to see the oncoming bear.” (He
goes with him.) What are you groaning about, old man?
CHEBUTYKIN. Leave e alone.

SOLYONY. How do you feel?

CHEBUTYKIN.  (Angrily.) Fine, just [ine. Just leave me alone.
SOLYONY.  No reason for an old docror to worry. I won't
indulge mysell. T'll just wing him — like a bird. (He takes a
wvial of perfume from his pocket, puts some on his hands.) I've emp-
ted a whole bottle of perfuine on them Loday. (Looking ai his
hands.) But they still smell. 'I'hey smell of corpse. (Pause.)
There. Do you know this? “Restless, he seeks the storm, as if
the storm would bring him peace.”

CHEBUTYKIN. Yes. “Lying under a tree, he thought he had
time to spare. He looked up too late to see the oncoming
bear.” (Solyony and Chebutykin go out. We hear shouts of “hop-
haop,” and “yoo-hoo.” Andrei and Ferapont enter.)

FERAPONT. IUs papers to sign.

ANDREII. (Nervous.) l.eave me alone. Leave me alone,
please. (He leaves, pushing a baby carriage.)

FERAPONT. But the papers. That's what papers arc for —
to sign. (He goes toward the back of the stage. Irina comes in with
Tuzenbach who is wearing a boaler. Kulygin crosses the stage, shout-
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ing, “Yoo-hoo, Masha, yoo hoo!”)

TUZENBACGH.  There goes the only person in town de-
lighted to see the army leave.

IRINA.  It's understandable. (Pause.) The town will be de-
serted.

TUZFNBACH.  (Looking at his watch.) Darling, I'll be back in
a little while.

IRINA.  Where are you going?

TUZENBACH. To town.... To see some friends off.

TRINA. ‘l'hat’s not truc ... Nicolai, why are you so distracted
toduay? (Pause.) Is it what happened last night in front of the
theatre?

TUZENBACH.  (With an impatient gesture.) T'll be back in an
hour. T'll see you then. (He kisses her hands.) Oh, my joy. (He
looks at her closely.) T've loved you for five years, and you still
seem more beautiful cvery day. Your hair — so marvelous.
Those eyes. Tomorrow, 1 take you away, and we'll work. We'll
be rich. My drcams will come true — you'll he happy.
There's just one thing missing, one — you don’t love me.
IRINA.  That's not in my power. I'll be your wife, your faith-
ful, obedient wite. But ir’s true, I'm not in love with you.
What can I do about it? (She cries.) I've never known love, I've
dreamed about it. But my heart is locked, like the keyboard
of a precious piano — and the key is lost. (Pause.) You look
worried.

TUZENBACH. 1 didn't sleep last night. But 'm not worried
— there's nothing in my lite to frighten mc. I'm just tortured
by that lost key. I lose slecp over it. Say something to me.
(Pause.) Say something.

IRINA.  What? What can I say?

TUZENBACH. Something.

IRINA. | can't. That's enough. (Pause.)

TUZENBACH. 1 know it's silly. It's funny how in life some-
times a detail can take on such importance for no reason.
You can laugh at it, but you can't stop thinking about it.
Tet's torget it now. I'm happy. IU's as il I'm seeing these
piucs for the first time — these maples, these birches. And
they're looking at me too, with curiosity. They're waiting.
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How beautiful trees are. Lite shonld be beautiful around
them. (We hear cries, “Yoo-hoo! Hop-hop!”) 1 have to go. It's

time. Look at that wee —it's dead, but it's swaying in the
wind with the others. I think when I dic, I too will still be
alive in somnce way. Darling, gooc-bye ... (He kisses her hands.)

Your papers, the ones you guve me, are on my table, under
the calendar.

IRTNA.  I'm going with you.

TUZENBACH.  (Worried.) Nol Nol (Ile leaves vapidly, but stops
in the pines.) Trina?

IRINA.  What?

TUZENBACH.  (Not knowing what to say.) I — had no cof-
fee this morning. Will you ask them to make me some? (lrina
remains standing, thoughtful, then goes loward the back, sits on the
swing. Andrei enters, pushing the baby carviage. Ferapont follows
him.)

FERAPONT.  Andrei Sergeyvich, these are not my papers.
They are the administration’s. I didn't invent them,
ANDREL. ~ What happened? What happened to the way 1
was? Young, joyous, smart — I had dreams, marvelous ideas.
I was full of hope for the fumre. Why, when we grow up,
must we become bhoring, dull, insignificant, lazy, callous, use-
less, and miscrable? This town is here two hundred years, has
a hundred thousand inhabitants, and each is identical to the
next. There's not one hero, leader, scholar, or artist, no one
remarkable, no one to envy or make you want to walk in
their footsteps. No onc here does anything but eat, drink,
sleep and then die. When others are born — they o just
eat, drink, and sleep. Afraid of dying of horedom, they enter-
rain themselves with malicious gossip, vodka, card games, and
intrigue. Wives deccive husbands. Husbands lie, pretend to
see nothing, hear nothing. And the children are lost, sucked
in by the irresistible pull of vulgarity which tinally snuffs out
their divine spark. They too become the living dead, each
identical to the next, as pitful as their parents. (1o Ferapont,
angrity.) What do yon want?

FERAPONT. What do I want? T want you to sign these.
ANDREL  You're so irritating.

62

174



FERAPONT.  (Handing him the papers.) The janitor at the rax
office said in Pctersburg last winter it was two hundred de-
grees bhelow.

ANDREIL  Everything disgusts me, except the future. Think-
ing about the future, T feel lighter and more spacious. 1 see
the light of freedom shining in the distance, my children and
I freed from laziness, drink, goose and cabbage supper, the
after-dinner nap — freed from the slothful life of parasites.
FERAPONT. ‘T'wo thousand people died of the cold, he
said. Everybody's scared in Petersburg. Maybe it was Moscow.
I don’t remember.

ANDREL  (Suddenly moved.) My sisters. My darling, wonder-
ful sisters! (Through tears.) Masha, my sister!

NATASHA.  (Through the window.) Who's talking so loud out
there? Is rhat you, Andryusha? You'll wake Sofochka. Il ne Sfaut
pas faire du bruit, la Sophie est dormee déjd. Vous etes un ours.
(Getting angry.) Tf you're going (o talk, give the baby to some-
one else. Ferapont, take the carriage from your master.
FERAPONT. Yes, ma'am. (He fuushes the carriage.)

ANDREL  (Confused.) 1 was being quiet.

NATASITA.  (Behind the window, caressing her child.) Bobik,
litle rascal — Bobik, naughty little Bobik! Bohik!

ANDREL  (Examining the papers.) All right, all right. T'll look
through these, sign what needs to be signed. Then you can
take them back to the Council ... (He gves loward the house
reading the papers. Ferapont pushes the baby carviage toward the end
of the garden.)

NATASHA. (At the window, caressing her child.) Bohik, what's
your mama’s name? Little sweetheart, who's there? IU's Auntic
Olya. Say hello to Auntic — hello, Qlya. (Wandaring musicians,
a man and a young woman, play the violin und the harp.
Vershinin, Olgu, and Anfisa come out of the house to listen to them
quietly. Irina joins them.)

OLGA.  Our garden has become a public way. People cross
it on foot and on horse. Give them something, Nanny.
ANFISA.  (Giving coins to the musicians.) Here you are, dear
hearts. God bless you. (The musicians bow and leave.) Poor
things. A full stomach makes no wmusic. (To Irina.) Hello,
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Arisha. (She kisses her.) Well, litde one, aren’t 1 the lucky one?
Here | am living at the high school with Olyushka, in an of-
ficial apartment. God is good to me in my old age, poor sin-
ner that 1 am. I never before had such a life. The aparrment
is big — my own little room, my own little bed. I have all
that. T wake up in the night and think, “Dear Mother of God,
no one in the world is luckier than T am.”

VERSHININ,  (Looking at his watch.) We're leaving right away,
Olga Sergeyvna. It's time to — (Pause.) With all my heart |
wish you — Where is Maria Sergeyvna?

IRINA. Somewhere in the garden. I'll find her.
YVIRSHININ.  If you'd be so kind. T must hurry.

ANFISA.  Me too. I'll go find her. (She shouts.) Mashenkal
Yoo-hoo! (She goes with Trina toward the back of the garden.) Yoo-
two! Yoo-hoo!

YIRSHININ.  Everything ends. Now we must be apart. (He
looks at his watch.) The town gave us a luncheon today with
champagne. The mayor made a speech. T are and listened,
bul my heart was here with you. (Looking at the garden.) U've
become accustomed to you.

OLGA. Will we cver see each orher again?

VIRSHININ. I don’t think so. (Pause) My wife and little
girls will still be herc for two more months. If anything hap-
pens — if they need — pleasc ...

OLCA.  Of course. Don’t worry. (Pause.) Tomorrow there
won't be a single soldier lefr. It'll ull be memory. And I sup-
puse we'll start a new life. (Pause.) Nothing ever happens the
way we want il. 1 didn't want to be headmistress, but I am.
And it seems we're not Lo go to Moscow.

VFRSHININ.  Well, thank you again. Forgive me if for any
reason ... T talked two much. Forgive me for that too. Re-
member me well.

OLGA.  (Wiping her eyes.) Where's Masha? Why doesn’t she
come?

VERSHININ.  What can T tell you before leaving? What shall
{ philosophize about onc last lme? (He laughs.) Life is hard.
To many it secms [lat and hopeless. But still, lirtle by litue,
things get better. There’s more clarity in the world. The time
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BEAT 14
Objective: To pick myself up and start
again.

Actions:

. to savor the moment
to recite nervously
to scatter

to explode

to expel

to collect myself
to suppress

to panic

to compose

10. to break down
11.to lose it

12. to quiet

CENDOAGN

is probably not far off when life will be luminous. (/e laoks
at his waich.) 1 have to leave. So far Humanity's been occu-
pied with war — campaigns, invasions, and victories. But
we're past that now. There remains a great void demanding
to be filled. But how? The world is looking desperately for a
solution. We'll find something — eventually. Hopefully soor.
(Pause.) 1f only we could combine the love of work with learn-
ing, und learn to love work — (I7e looks at his watch.) It's
time.

OLGA. Here she is. (Masha enters.)

VERSHININ,  I've come to say good-bye ... (Olga moves off
« little so as not to disturh them.)

MASHA.  (Looking him_in_the eyes.) Good-bye ‘... (A long kiss.)
OLGA. That's enough, enough. (Masha sobs.)

VERSHININ.  Write to me. Don't forget me. You must let
me go — it's rime. Hold her, Olga Sergeyvna. I have to —
it's tme. I'm late ... (Deeply moved, he kisses Olga’s hands, em-
braces Masha again, goes out rapidly.)

OLGA.  Enough, Masha. Enough, my darling. (Kulygin enters.)
KULYGIN,  (Troubled.) Tt's all right, let her cry. Leave her
alone. My good litlle Masha, my gentle Masha — you'rc my
wife, and I'm glad of it in spite of cverything, I'm not com-
plaining, I don’t reproach you — Olya is my wimess. We'll be

just as we were — never a singlc word, not the slightest men-

tion ...

MASHA.  (Trying to hold_back_her sobs.) "By the curved sea-
shore, an oak tree greening. Wound 'round rhat oak, a
golden chain® Wound 'round that vak, a golden chain, a
golden chain 3.” I'm going Crazy By the curved seashore, an
vak lree greening."s

OLGA. Calm down, Masha, calm down. Give her some watcr.
MASHA. T'm not crving anymore. &

KULYGIN. She's not crying anymore. She's being good. (4
shot reverberates dully in the distance.)

MASHA,  “By the curved seashore, an oak trec_greening.
Wound 'round that oak, a golden chain."jA green car’8“An
oak tree grecning. §1 can't think straight/Q(She drinks some wa
ler.) My life is a FailurellT don’t nced anything nowld'll calm
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BEAT 14 Actions (cont.)

13.
14.
15.
16.
17.
18.
19.
20.
21.

to calm

to surrender
to quiz

to grapple
to entreat
to refuse

to object

to protest
to give in

n.”Nothing matte anynmreMVVhal docs (hat mean — “hy
the curved scashore?™Why are those words in my head? I
can’t think straighl‘." (Irina enters.)
QLGA. Calr down, Masha. T'hat’s right. Be reasonable.
Let's go in.
MASHA.  (With anger.) 1 will not go into that hnuse!@’{SIm
starts to cry, but controls herself) T will not go in thereldl won't
go in.zo
m. Let’s sit here, the three of us. We don’t have Lo say
anything. You know I'm leaving tomorrow ... (Pause.)
KULYGIN.  Look what I confiscated in the fifth grade yes-
terday. (He puts on a false beard and moustache.) 1 look like the
German professor, don’t I? (He laughs.) Don’t I? Children arc
funny.
MASHA.  Yes, you look German 24
OLGA.  (Laughing.) IU's true, you do. (Masha cries.)
IRINA.  Fnough, Masha.
KULYGIN. I look like the German professor, don’t I?
(Natasha enters.)
NATASHA.  (To the maid.) What? Mr. Protopopov will take
carc of Sofochka. Give Bobik to Andrei Sergeyvich in the gar-
den. Children are such a nuisance. (7o frina.) You're leaving
tomorrow, Irina? That's too bad. Why don't you stay with us
a little longer, at least another week? (She gives a little cry, see-
ing Kulygin who, laughing, takes off his false beard and moustache.)
Lord, you scared me! (To Irina.) Don't think your leaving will
be casy for me — I'm used to you. I'll put Andrei into your
room with his violin. He can scratch away there all he wants.
His room will be for my little Sofochka — darling child, so
adorable. Today she looked at mc with her pretty little eyes,
and said, “Mama.”
KULYGIN.  She's a beautiful child.
NATASHA.  Well, tomorrow I'll be all alone here. (Sighing.)
The first thing I'll do is have this avenue of trees cut down,
and that maple. Tt's so ugly at night. (7o Jrina.) My dear, that
belt doesn't suit you at all. It’s tasteless. You need something
brighter. And I'll have little flowers planted everywhere. It'll
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BEAT 14 Actions (cont.)

22. to resolve
23. to discharge
24. to submit
25. to request
26. to grip
27.to yank

28. to cheer up
29. to bolster
30. to console
31. to unite

32. to encourage
33. to enliven
34. to strive

smell so nice. (Sternly.) What is this fork doing on this bench?
(She goes into the house, speaking to the wmaid.) What is this fork
doing on this bench? I'm speaking to you! (She shouts.) Be
quiet!

KULYGIN.  She's ol again. (From off-stage we hear the military
band playing a march. All listen.)

OLGA. They're leaving. (Chebutykin_ enters.)

MASHA.  Our soldiers are lenving'.' Vell, have a good trip,
everyone!¥¥To her husband.) We have o go home#Where's my
l_mt?i'Mz cape? ¥

KULYGIN. I put them inside. I'll get them. (He gaes into the
house.)

OLGA. Yes. Time to go home.

CHEBUTYKIN. Olga Sergeyvnal

OLGA. Yes? (Pause.) What?

CHEBUTYKIN.  Nothing. I don’t know how (o tell you. (He
speahs into her ear.)

OLGA.  (Frightened.) Oh, no! Tt's not possible.
CHEBUTYKIN.  Yes. What u business. I'm tired, worn ont.
I don’t want to talk about it. (Vexed.) Anyway, it doesn’t mat-
ter.

MASHA. What is ie?"

OLGA. (Embracing Irina.) Oh, what a4 hateful day. My dar-
ling, I don’t know how to rell you.

IRINA.  What? Say it fast! What is it? Oh, for God’s sake.
(She cries.)

CHEBUTYKIN. The Baron was just killed in a duel.
IRINA.  (Crying softly.) 1 knew it, I knew iL. (Chebutykin goes
to the back, sits on a bench.)

CHEBUTYKIN. I'm worn onr. (He takes a newspaper out of his
pocket.) Let them cry. (He sings.) Ta-ra-ra boom dia, just one
more little day. In the end, it's all the same, isn’t it? (The
three sisters remain standing, close against each other.)

MASHA. _The music¥® How happy it sounds! Listen. They're
leaving us. One has already gone forcver#®We've been left
alonc Lo start our lives over againd(We have to go on living32.
— somehow, start againggWe have to go on living ...z
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IRINA.  (leaning her head on Olga's breast.) Some day they'll
know — il'll be clear, no more secrets. But not now. Now we
must work, go on living. Towmorrow, I'll leave alone. I'll work.
Pll teach at the school. U'll give my lifc to whoever needs it
It's antumn, almost winter. Soon the snow will cover every-
thing, but I'll be working — T'll work.

OLGA.  (Her arms around her sisters.) Such happy music, so
bold. It makes you want to live. Oh, God, time will pass, and
we'll be gone forever. We'll be forgotten — our faces and
voices forgotten. No one will remember who or how many we
were. But our suffering will make a difference, creale joy for
thuse who come after us. There'll be happiness and peace on
earth, and they'll say good things of those who live now —
they'll bless us. Oh, my sisters, my dears, our lives aren’t over
yet. We have to live. Such happy music, so joyous! Just a litte
longer, and we'll know why this life, this suffering. It only we
knew, if only we knew ... (Lille by litile the music is further off.
Kulygin, cheerful and smiling, hrings the hal and cape. Andre
pushes the baby carriage in which Bobik siis.)

CHEBUTYKIN.  (Singing sofily.) 'L'a-ra-ra boom dia, just onc
more little day. (Reading his newspaper.) 1t's all the same.
Doesn’t watter to me — it's all the same.

OLGA.  If only we knew, if only we knew ...
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Project Evaluation

As an actor, it is difficult for me to gauge the success of a production in which I am
involved. Audience reaction is one way to judge the success or failure of a show. After all, what
is the purpose of theatre if not to affect the audience in some way? The audience consensus for
UNO’s production of The Three Sisters was that it was well acted, but many did not like the
script. There were a few “Chekhov enthusiasts” who raved about the production as a whole,
which was very satisfying to hear after putting in so many hours of rehearsal, and so much hard
work.

Professor Hoover did such a good job of bringing out the comedic moments and focusing
on the dramatic moments without making them tragic. When Blythe Danner played Masha in
1976 she said, “The problem with so many productions is either the comic is overstressed or the
tragic, and very rarely do you have the melding of the two. . . I think the paradox Chekhov draws
so beautifully comes from a very accurate observation of life” (Hackett 20). In my opinion, our
production was a successful melding of the comic and the dramatic.

One example of a comic scenario Professor Hoover created was when Kulygin tells me in
Act IV that things will go on as they always have. I have almost finished sobbing at this point but
upon hearing this I wail. It got a laugh almost every night. Several people who saw the show told
me this was one of their favorite moments.

Professor Hoover and the cast also managed to create a production that captured the
attention of the better part of our audience. Most current-day audiences are used to climactic
structure and plot-oriented action. A character-driven play, full of subtext, (and clocking in at
almost three hours long) was a difficult sell. The fact that even a fraction of the students who saw

the show enjoyed it, or thought that the acting was good, marks a success for our cast and crew.
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Al Shea gave us his highest rating of four claps on the WYES television program
“Steppin’ Out,” on Friday April 27. He called our production “stirring,” said it was “done very
well” and said he was “mesmerized.” He thought the set and the costumes were perfect, and
thought the cast was “excellent” and “beyond recasting.” He noted that David Hoover “attempted
to put as much humor and action as he could into a talkie play,” and applauded UNO for putting
this piece on the stage. All in all it was a great review and he encouraged everyone to go see the
show.

If it is difficult to measure the success of a production in which I am involved, it is even
more challenging to judge my own performance. I feel that my training and my experience have
helped me to be able to do a better job of self-assessment, but it is always beneficial to have an
outside opinion. For this reason, I do rely partially on audience feedback to gauge my own
performance.

It is important to me to put forth my best effort to present an engaging and believable
character in every performance, but since this role was my thesis, it was of utmost importance to
me. It was a great relief to come off of the stage opening night and hear positive comments about
my performance. I usually expect this from people I know, but when I hear it from people I don’t
know it becomes even more meaningful.

One of my students came to the show and afterward said her husband told her that he
thought Masha and Irina were the two most believable characters in the show. Receiving
feedback from friends whose opinions I respect is also very meaningful. One friend, a respected
local actor, told me it was some of the best work he’d seen me do. Another friend, a well-known

local playwright, sent me an email about how much she loved the show. She wrote, “The entire
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cast was perfection! I love that it wasn’t played entirely straight, which gave the play more depth
and was not depressing throughout.”

After the production closed, I had a meeting with FTCA Department Chair, Phil Karnell,
to get his assessment of my performance. Professor Karnell has a reputation of being
meticulously critical. I learned early on in my graduate school career that if he said nothing, it
was a good sign. Positive comments from him are rare, and because I respect his experience and
his insight, his review of my performance was very important to me. When I asked him what he
thought of my performance he said, “I liked it” and “it was solid.” I was pleased with this
assessment.

Next, I asked what criticisms he had of my performance. He said his main problem with
what I did was in Act III during the confession scene. The “I love” in Masha confessing her love
of Vershinin to her sisters was not right in his opinion. He thought it needed to be “salvation” for
Masha. He thought the entire confession was “too surface” and “not deep enough to bring out the
other side of her.” He also thought my actions on “I love. I love,” were too similar. He thought
after the first one, I needed to catch myself and realize that I was too frightened to continue.

That one scene was the only one he commented on in detail. The rest of his review was
positive. That was a difficult moment, but it was one of many in the play. I feel that [ have come
so far as an actor since I started this program in Fall 2004 and comments like these from a well-
respected professor in the department validate my efforts here.

As for my own assessment of my work, [ was mostly pleased with my portrayal of Masha
Prozorov. Of course, as an actor I am never truly satisfied. I am always striving for perfection,
which is nearly impossible on stage. If I could go back and do it differently, I think I would have

spent more time getting deeper into the meaning of certain moments. The beautiful thing about
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Chekhov is that there is so much subtext, that I could probably study the script for years and still
find new things.

I would dig deeper into the section in Act IV when Masha notices the birds. I know the
birds represented an escape that was unattainable to her, but [ was never quite satisfied with my
actions in this section. My problem was that I was never active enough. I never quite achieved
the urgency to make it work. Blythe Danner describes this moment beautifully. “Well, that
moment could have been done, you know, very poetically. And I remember so well having
trouble with that moment and Nikos jumping up on stage, and yelling, ‘Birds, birds, birds — you
want them to escape — fly, fly get away while you can!” And it wasn’t poetic at all; it was —
active, impatient! As if he were just — shooing them away” (Hackett 24).

I would delve more into Masha’s confession to her sisters, which Chekhov said was not a
confession at all. Chekhov said it was “a frank conversation” to be played “highly strung, but not
desperate.” This is the scene Professor Karnell pointed out as the major weakness in my
performance.

One thing I was very proud of was my vocal performance. When I entered the graduate
program, one of my biggest weaknesses was my voice. [ have always had a powerful voice and
strong projection, but I didn’t know how to use it properly. I was constantly using my higher
register, and not paying attention to resonance. | remember in my first semester review with
Professor Karnell, his biggest criticism in my performances was my voice. | feel that this
performance, and this character, gave me the opportunity to show how I have grown vocally.

Blythe Danner describes where she wanted to be vocally with this character. I also had
this take on her from the beginning, even before I read Danner’s interview, because it just works

for Masha.
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I always thought of her, (Masha) in this orchestra of characters, that we all played,
as the cello, the contralto. I think of her as having a very deep resonance or
passion . . .I tried to stay in a very low, deep place for this part. A place that
connected me to her sensuality. Working on Masha I found a very visceral sense
of her character . . .I think that the creative urge, the purest and most creative
urge, comes from the place in the body where we all begin, where we create life,
our center. (Hackett 25-26)

I learned a lot during this process. I was glad I had the opportunity to perform a role
written during the modern period of drama. I am a fan of the work produced during this period,
especially Ibsen and Chekhov. Previously I had only read it, so it was an honor to have created a
role written by one of the greatest dramatists in history.

I knew this role would be more challenging to create than a contemporary role, especially
because of Chekhov’s writing style, but I rose to the challenge. Under Professor Hoover’s
direction, I dug deep beneath the surface of the text to pull out all of Chekhov’s rich subtext, and
created a character that was nuanced and multi-dimensional.

Did I learn the “key” to performing Chekhov? I think the key is to keep it upbeat, to
always look beneath the surface of the text, and then to take Chekhov’s advice. “Everything must
be done very simply,” Chekhov said, “just as in life. It must be done as if they spoke about it
every day” (Allen 7).

In working on this thesis project, I have had a chance to review not only what I learned
during this production, but also how far I have come during my graduate school career. In a short

six-semester period at the University of New Orleans, I have learned a lot about myself, and
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about my craft. Most important, I learned to be aware of my weaknesses. Even if [ haven’t
completely overcome them, [ am aware, so I can continue to work on them.

In order to build this awareness of my weaknesses, I have learned to dig for criticism. I
now prefer criticism to praise. Who am I kidding? I love the praise; I thrive on it. However, three
years ago I only wanted to hear the praise and never the criticism. Now, after the compliments, I
tend to pry for criticism, especially if [ am talking to someone who knows theatre, and whose
opinion I respect. That is the only way I can learn and grow as a performer.

I have learned more about my rehearsal process. I usually prefer to go over the top with
my performances, and then pull back. I start out “larger than life,” then use this same intensity
level and investment, but pull back to a level that is more believable. This works for me because
it’s always easier to pull back than to give more.

I think I have improved in a lot of different areas. Most important, I am more confident
and more willing to take risks. In the words of Professor Karnell, I am willing to “fail
gloriously.”

I have developed greater control over my body and voice. I still tend to act “from the
neck up” as David Hoover constantly reminds me, but as I mentioned earlier, I am aware of this
problem, so I can continue to work on it.

I have learned that I am an actor that needs a hand prop. Professor Hoover used to call me
“stone hands” in acting class. During a rehearsal for Comedy of Errors (Spring 2006 at UNO) he
put a fan in my hand, and suddenly, I had a new focus. Using a hand prop works for me. I don’t

think it’s a crutch. I think it’s a valuable tool to be utilized whenever possible.
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I have learned that I need to work on finding more levels. This was one of my goals
before I began graduate school. I have improved leaps and bounds since I started; however, this
is something I can continue to work on, and continue to try to improve.

I have learned that I am not good at crying on stage. | know this about myself, but I
didn’t quite realize how unrealistic it was, until I read the student papers on The Three Sisters.
Many of the students complimented me on my performance, but if there was one criticism that
stood out above all others, it was my crying. Many students said it was fake and unbelievable. I
have tried to work on this, but [ have obviously not figured out how to make it believable. I am
aware that this is something I really need to work on.

But how do you really judge the success of a production, or even of one performance? I
work with a local theatre troupe, Running With Scissors that mostly performs comedic spoofs.
Most of the scripts are original works, so we are always adding and refining jokes during
rehearsals. Sometimes we second-guess whether a joke is just funny to us, or whether it will be
funny to the audience. Our conclusion is usually that if it makes one person laugh, it is worth
including.

With the University of New Orleans’ production of The Three Sisters, I know that at least
one person was affected; at least one person was moved. This is documented in several of the
student reviews I read. (A few examples are included in the Appendix.) [ am sure many people
who saw it had never seen a Chekhov play performed. Some of them actually liked it. If we
made one person think, if we made one person acquire a new appreciation for theatre, it was

worth it for me. That is how I define success.
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Appendix B: Program

THE UNIVERSITY OF NEW ORLEANS
DEPARTMENT OF FILM, THEATRE, AND COMMUNICATION ARTS
PRESENIS

ANTON CHEKHOV

DIRECTED BY
DAVID W. HOOVER

SCENE DESIGN
TRICLA VITRANG®

LIGHTING DESIGN
RATIE ANDERSON

COSTUME DESIGN
TONY FRENCH

STAGE MANAGER
MELISS & GREGUS

APRIL 19-21 AND 26-29, 2007
UNO THRUST THEATRE
PERTORMING ARTS CENTER

“In partial fultillment of the requirements for the MEA (Scene Design)...
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CAST

PROZOROV, ANDREI SERGEYVICH JARED GORE

NATALLA IVANOVNA JOYCE DEAL

(HIS FIANCEE, LATER HIS WIFE)

OLGA KAT JOHNSTON

...................................................................

(HIS SISTER)

MASHA LISA PICONE *

B R EE SRR kRN E EEEA S E AR AR R E R R R AR AR e

(HIS SISTER)

..................................................................

(HIS SISTER)

KULYGIN, FYODOR ILYICH JONATHAN MARES

....................................

(& HIGH SCHOOL TEACHER, MASHA’S HUSBAND)

VERSHININ, ALEXANDER IGNATYEVICH DERRICK DEAL

(LIFUTENANT COLONEL, BATTERY COMMANDER)

TUZENBACH, NICOLAI LYOVICH, BARON ... BLAKE BALU
(ARMY LIEUTENANT)
SOLYONY, VASILY VASILYEVICH .. ..o JAMES YEARGAIN
(ARMY CAPTAILY)
CHEBUTYKIN, IVAN ROMANYICH . LUIS Q. BARROSO
(5RMY DOCTOR)
FEDOTIK, ALEXEL PETROVICH .. ...ocovoonnon T JOE SEIBERT

(ARMY LIEUTENANT)

"IN PARTIAL FULFILLMENT OF THE REQUIREMENTS FOR THE MF4& IN
PERFORMANCE (ACTING)
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RODE, VLADIMIR KARLOVICH RY#AN BRUCE

(ARMY LIEUTENANT)

FERAPONT BRADLEY TROLL

(CARETAKER AT THE LOL'I\ I'Y COUNCIL, OLD)

ANTISA LIZ SKINNER

CI'HE NANNY, IN HTR EIGHTIES)

CONSTANTING JUSH SIIMPSON

(50LDIER, HOUSE SERVANT)

THE PLAY TAKES PLACE IN & PROVINCIAL RUSSIAN TOWN.
ACTL
THE PROZOROV'S HOUSE. MAY, 1901. 12:00 NOON.
ACTII
THE SAME, & YEAR AND & HALF LATER, JANUARY. NIGHT.
15 MINUTE INTERMISSION
ACT 111

THE BEDROQM SHARID BY OLGA AND IRINA. A YEAR AND A
HALF LATER. 3:00 A.M.

& BRIEF PAUSE
ACT IV
THE GARDEN OF THE PROZOROQV HOUSE. TWO YEARS HAVE

PASSED. 12:00 NOON.

DIRECTOR'S NOTES

“[T [5 NECESSARY, THAT ON THE STAGE, EVERYTHING
SHOULD 8E AS SIMPLE AND A5 COMPLEX AS IN LIFE.”

- ANTON CHEKHOV
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Decpartment of Film. Theatre. and Communication

ATrts

Phillip Karnell

Faculty

Michelle Benoit
Debra Daniel
Anthony French
Kcvin Graves
Kcvin Griffith
Julic Gustalson

J. Stephen Hank

David W. Hoover

John McGowan-Hartmann
J. Hampton Overton
Robert Racine

Adjunct Faculty

Dollie Eaglin
Aimee Ilayes
Allen Moye

Tames Winter
Dalt Wonk

Staff

Petri Taihonecn

Graduate Assistanis

T.orne Boni
Deirrick Deal
Joyce Deal

Lori Dewitt

Willie Horton
Joshua Johnston
Kathleen Johnston
Jessica Cook
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Jennifer Ledet
Terry Marek
Sarali McKnight
K. Allen Myers
Lisa Picone
Leah Scantlen
Adam Schwartz
Tricia Vitrano



CREW

TECHNICAL DIRECTOR ,_._....cocoeemrrennsenennnesns KEVIN GRIFTITH
ASSISTANT STAGE MANAGER ..o JENNIFER SACKS
MASTER CARPENTER.., ipuisissmrsmsninammssnsnst JAMES JENNINGS
SOUKRD DESIGN. . emaiamccas CHRISTOPHER WALTMAN
ADDITIONAL SQUND DESIGK | oeecisirins DAVID HOOVER
SOUND ENGINEER/ ELECTRICIAN __ NOLAN REESE BEAVER
SOUNDBOARD OPERATOR ..oieeieieeesiene MELISSA& ELLIOT
LIGHTBOARD OPERATOR . ooooiiieisesns MELISSA GREGUS
PROPSDESIAN  ........cocnmvimsnsisonsissnsimpssserissn TRICLA VITRANO
MASTER/ACQUISITION . ....cocmmsmsmrmsnsassenses TERRY MAREK
FURNITURE ACQUISITION | iioeesnssssensensad JESSICA COOK
COSTUMT DESIGN ASSISTANT oo TINS VOIGHT
HATRAWINE . .. . cosivorsmmmsanisnsoasmsmmmmnmiinsysaniesd JESSLNORTON
BOX OFFICE MANAGE ..o creresemssescnnnniel 088 PICONE
PUBLICITY & PROMOTIONS DIRECTOR ___........DEBRA DANIEL
PUBLICITY & PROMOTIONS &SSISTART ..., LORL DEWITT
PORTER DESIGN....ooumnummasismssmsomsssmimessmuns TRICIA VITRANO
SPECLAL THANKS

FTCA CLASSES 1100, 1800, 2800, 3800
KEITH CHRISTOPHER - NEW ORLEANS OPERA
TULANE UNIVERSITY
NATASHA RAMER

PLEASE SILENCE ALL CELL PHONES,
PAGERS, BEEPERS & ALARM WATCHES

PRIOR TO PERFORMANCE.
THANK YOU FOR YOUR COOPERATION
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WHO'S WHO IN THE CAST AND CREW

Blake Balu (Twzenbach) Bleke Balu is a New Orleans actor, director, and
singer/songwriter . He is a first year graduate student in Performance in Film and
Theatre here at UNO. Blake’s recent acting credits include Deanecing ar Lughnasa
(UUINO), Thick as Thieves (Le Chat Noir), Biloxi Blues for which he received boih
a Big Easy Award nomination and a Marquee Award, Brechi on Brecht, ‘The /oo
Stary, The Haunted Host. and l'ennessee Williams' The Traveling Companion,.
His directing credits include Tennessee Williams® The Lady of Larkspur Lertion,
and [n the Bar of a Tokyo Haiel. Blake is also a producer for the local independent
film company Reyo-san Pictures,

Luis Q. Barreso (Chebutykin) Mr. Barroso is an MFA Directing student in the
FTCA department. He has taken part in 2ll the TTCA productions this season
having appeared as Father JTack in Dancing ar Lughnasa, Gramps in Dinner With
the Lowminauts and having scrved as the dircewor of Small Things. This is Mr.
Barroso's sccand brush with The Thiee Sisiers having played the role of Kulygin
many, mzany years ago for the New Orleans People Playliouse. Other favorite rolcs
he has played include Georges in La Cage Aux Folles (‘I'ulane Summer Lyric),
Sterling in Jeffrey (Contemporary Arts Center), Caesar in Shakespeare’s Julius
Caesar (Dog and Pony Theatre Company), Fagin in Oliver (Rivertown Reperiory
Theatre), Perchik in Fiddler on the Rocf (Le Petit Theatre), Hysterium in A Funity
Thing Happened on the Way to the Ferum (Royal Comedy Company), and
Rooster in Annie (Ganesville Theatre Ailiance). Mr. Barroso is a longtime
member of Theatre Communications Group and the Puppeleers of America. He is
currently the interim artistic dircctor of DRAMA! and is a retired instructor in the
Gified and Talented Program for the Orleans Parish school district. He got very
exhausted afier reading this bio. He hopes you wou’t.

Ryan Bruce (Rode) Ryan Bruce is a 3rd year theatre student. His appearances on
stage at UNO include: Baal, Our Country's Good, Shakespeare's R&J, und A
Waliz Between. Ryan has also appeared on stage at the Shakespeare llestival at
‘L'ulane in A Midsummer Night's Dream, Romes & Julict, Macbeth, The Comedy of
Errors, and The Merry Wives of Windsor.

Derrick Deal (Vershinin) Derrick is a narive of New Orleans. He finished his
undergraduaie education with a BA in Drama and Communications from Dillard
University. He is a second year MFA acting student here at UNQ. Derrick has a
very extensive (heare resume with his most recent productions being a staged
rcading of Weird at | .e Petit, Le Chat Noir's The Polar Bear and The Comedy of
Zrrors here at the greatest MFA program in the country — the Universily of New
Orleuns. Enjoy tonight’s show and thank you for coming,



Jovee Deal (Natalya) Joyce Deal is 2 second year MFA acting student in the
Film. Thearre, and Communization Arts Department a1 UNCO. She has a B.A. in
Speech Communications and Theater Arts from Dillard University. She has
performed in theatre productions throughout high school, undergraduate and
graduate with a long list of performance credits. She was last seen in the UNO
production of The Comedy of Frrors. She credits her wonderful parents for
helping to shape her in lifc and throughout her career — and instilling in her that if
you work hard at your goals all things are possible.

Chrissy Garrett (Irina) Chrissy was last seen at UNO in Diner with the
Lowminauts (Shirley Bunson) and Daneing at Lughnasa (Rose). She read the role
of Harper in Weird, the Tennessee Williams One Act Play winner, &lso direcled by
David Hoover. Other pasi performances include The Polar Bear Exhibir (T.inda) ar
T.2 Chat Noir’s Filth Annual New Plays Festival, UNO's Our Couniry’s Good
(Meg), Fiddler on the Roof (Chava) at Tulane Summer Lyric, The Robber
Bridegreom (Rosamund) at Rivertown, The Skin of Our Teeth (Mrs. Antrobus),
and The Tempest (Mirundu) at Loyola. Special thanks to the director for entrusting
e to this timeless piece and love 1o the cast and crew. especially my sisters. 1o
my family & [riends- we’'ll get reacquainted zfier the show. Thanks (or coming!

Jared Gore (Andrei) Jared Gore loves the theatre. He is in his fourth year at the
University of New Orleans. He has been seen on stage in such hils as The Comedy
of Errars, Our Country's Good, Get Flanagan, and that totally awesome 80s hit
Dinner with the Lewminaits. His one act play My Name iy Chainsaw won the
Kennedy Center American College Thearre Testival Region VI Developmental
One Act something or other. So that was cool. He is currently searching for an
clderly couple looking ta adopt a husky 23 year old that can afford to send him to
school for a playwriting MFA. References are available. Of course e would like
to thank Lilizabeth and his parents for their unwavering support.

Kat Johnston (Olga) Kat Johuston is a third year MI'A Candidale in the
Performance Program ar UNOQ. Past UNO credits include Kate in Dancing at
Lughnase, Liz Morden in Qur Country's Good, Ellen Woodward in Gei Flanagan
and Sophie in Zaal. This is likely her lest show as a UNO student and she would
like 1o thank all of the UNO faculty, staff and stdents for helping her grow so
very much as an actor these past three years. Three Sisters has been a wonderful
way to wrap up her scholastic carcer. She is excited to journey into the working
world, but sad to leave her final educational home. Thanks for everything!

Jonathan Vares (Kulygin) is « junior drama major making his second
appearance on the UNO stage. Last spring al UNO he was Angelo in Tire Comedy
of Errors. He hus performed at Jesuit High School, ‘I'tue Brew, Rivertown, JPAS,
Houma Civic Center, Biloxi Grand Theatre. Fine Arts Center, Saenger Theatre-
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Bilexi, and Actors Theatre of New Orleans zmong otiers. Some of his pasi
credits include: The Exonerated (Male Ensemble #2), Harvey (Dr. Sanderson),
fair (George Berger), Biloxi Blues (James Hennesey), Chicago (Harrison),
Zombie Prom (Eddie Flagraute), Chess (Ivan Molokov), To Kill a Mockingbird
(Bob Ewell), Copacabana (Rico Castelli), One Flew Over the Cuckoo's Nest
(Cheswick), and Les Miserubles (Jean Valjean). He has also eppeared as an extra
in nuinerous commercials and [cature [lms. Much love to my parents.

Lisa Piconc (Masha) Lisa Picone is a (hird year MFA Acting candidate in the
Performance Program in Acting. This role is in partial fulfillment cof her thesis
requirements. Previous UNO credits include Susan Louminaut in Ditner with the
Louwminauts, Agnes in Dancing ot Lughnaso. Adriana in Comedy of Errors,
Johan’s Mother in A Waitz Besween, Mary Brenham in Our Counnry’s Good, Mrs.
Learin Ger Flanagan, Luis in Baal, Ellie in Wrinkles and Evelyn in The Shape of
Things. She was a finalist in the 2005 Kennedy Center American College Theatre
Festival Irene Ryan Acting Scholarship competition. She is an active member of
| .akefront Players and is also a member of Alpha Psi Omega, The National
Theatre Honor Society. Locally, Lisa performs with the New Orleans-based
theatre roupe Running With Scissors where she was last seen as Crystal Pitt in
Crrenadine MeGunkle's Double Wide Christrnas. Lisa received a B.A. in Mass
Communications from LSU. She would like to0 thank the FI'CA faculty, staff and
students, especially David TToaver, Melissa and Jen and the cast and crew of The
Three Sisters, She also thanks Sean Patterson for getting her here and sends exira
specidl thanks (0 mom and dad for the free rent and the undying support of her
love for theatre. Finally, she thanks evervone at this performance that suppor
UNO thealre by being here.

T. Joe Seibert (Fedotik) Joc was last seen on the Rivertown stage in A Funny Thing
Happened on the Way to the Forum and has also appeared in that theaue's
productions of Urinetownt und South Pacific. He has performed in several plays at
UNO, including Dinner with ihe Lowminauts, Loose Tlog in the House of God, Gei
Flanagan. and Fuddy Meers. This past summer, he was in Romco and Juliei
(Benvolio) and A Midsuminer Night's Dieain (Starveling), both at the Shakespeare
Festival ut Tulane, and became the newest addition to the Paichwork Players.
Other credits: The Day They Shor John Lennon, Twelfth Night, The Actor’s
Nightmare. and You Can’t Take It With You.

production of Annie and Scene Designer of Smail {hings which was the winner of

&=

the Tennessee Williams Festival One Act Play competition.

Katie Anderson (Light Design) Kate received her BA in drama from UNO in
2005, after finishing her degree work us a visitor at LSU. In Baton Rouge, she was
on stalf at the Union Theater and designed lights for the 1.SU Operas, Lo Tragedie
de Carmen, Les Dialogues des Carmelites, Cosi fan Tutte, and most recently in
March, Willie Stark. In November of last year, she had the pleasure of lighting
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Dancing al Lughnasa as a guesl designer al UNO. Her academic credits include
designs for LSU's studio presentation of The Shadowbox and UUNQ's surmner
theater project, Shakespeare's R4J. 1t is an honor o return 1o UNO and work with
the faculty and students once again

Melissa Gregns (Stage Manager) is very excited aboul sluge managing her firsi
mein stage show at UNO. She will he graduating in May and intends on pursuing
Stage Management professionally in New York. She would like to thank David
for responding to her e-mails prompily, her parents for seeing every show she does
1o matter how bad they may be. her Jen- for staying in step with her everyday of
her busy lifc, and for every person who helped move furniture during reliearsals...
you're amazing. Oh, and she would like Lo send a special thanks to Aniwon
Chekhoy for the brilliant literary schema he set forth for all other writers.

Jenniler Sacks (Asst. Stage Manager) is very happy (o be graduating in May.
After graduation she plans on flecing back to New York City where she has been
Jucky enough to spend the last two summers. Shz would like to thank her ever
supportive family, who has put up with more than she cares to admit. She would
also like to thank Melissa for, well, everything. Additionally she would like to
thank all those people who, when she says she is in theatre, a) antomatically
assuine she's an actor b) when thev find out she isn't an aclor, automatically
assume it's hacause she couldn't cut it as an actor ¢} antomatically assume that by
(heatre she meant film and d) when they find out she isn'l in [thin, automatically
assumg that it's because she couldn't cut it in film. Tharks!

Nolun Reese Beaver (Sound Engincer/Master Electrician) Nolan is a Junior
Film and Theatre student at UNO. He has previoiusly served in this same capacity
for Dancing ar Lughnasa and Dinner With The Lowminguls. He has done

roduction and post-production sound work on numerous films both with UNO
and independently, including Scenes From a Closed, Karma and The I'ence.

Jessi Norton (Hair/Wigs) is an undergraduate student at UNO majoring in
theatre. Her past credits include frams, li's A Wonderful Life, | 9405 Radio Hour,
Romeo and Juliei: The Westside Story, and The Comedy of Errors. She is very
pleased (o be working with all the wenderful people in this production,

David W. Hoover (Director/Sound Design) is the Director of the Performance
Program at the University of New Orleans. His credits at UNO include a tropical A
Midsummer Night's Dream, Of Mice and Men, The Imaginary Invalid. Candida,
Ghosts, Assassins, Blood Broihers, The Two Gentlemen of Verona, Educaring Rita
and The Merchant of Venice. For the Tennessee Williams Literury Fest val he has
directed Alec Baldwin, Flizabcth Ashley, John Goadman, Stephanic Zimbalist, Eli
Wallach, and Anne Jackson. Tn New Orlcans Lis work has been seen at |.¢ Petit
Theatre du Vieux Carre, Tuluie Summer Shakespeare Festival, Rivertown Rep, Te
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Chat Noir, Southern Rep, and Tulane Summer Lyric. He has worked at several
other prestigious theatres including The Guthrie, the Dallas Theatre Center,
Aimncrican Southwest Thearre Company, Shakespeare Festival of Dallas, and The
lyceum. David is the recipient of the Big Easy, Marquee. and Storer Boone
awards, having been recognized recently for his divection of Our Country's Good.
David has directed four original scripts for KCACTF, two of which received
National recoguition. He is « member of the Society of American Fight Directors,
ATHE, und the Southwest Thearre Association. Productivns he hes directed have
heen invited five times to the Regional Festival of the Kennedy Center American
College Theatre Festival and his MFA Directing students have been invited three
times and were all later invited to the Kennedy Center. Internationally he has been
an adjudicator in London, lectured at the Universite de Sorbonne in Paris end has
taught exiensively in lialy and Mexico. David received an Artist Fellowship award
from the Louisiana Division of the Aris; the first award of its kind made to a
director. Last summer David enjoyed a new role — (hat of playwright, having
written the well received Cusiing Srones for Le Char Noir’s 2006 New Plays
Festival.

Tony French (Costume Design) joined UNQ’s Department of Drama and
Conununications (as it was formerly called) in 1992 and has designed cosmmes
for On the Veige, Of Mice und Mer, Going Under, Glengarry Glen Ross, Measure
Jor Measuve, Blood Brothers, A Moon for the Mishegotien, The lmaginary Invalid,
Father's Prize Poland China, Arbeit Macht Frei, Modigliuni, Ghosts, and Loi's
Daughters. He also designed costumes for Southern Rep’s area-premiere
productions of In Walks Ed and Bar Bay and for the Hope Repertory Theatre,
Southern Repertory Theatre, and the Shakespeare Festival at Tulane. Ile has an
MFA in Costume Design [rom Carnegie-Mellon University.

Kevin Griffith (Technical Director) Assistant Professor and Scene Designer for
the Department of Film, Theatre, and Communication Arts, Kevin has a BIFA in
Theatre with emphasis in Design and Tcchnelogy from Arkansas State University
and an MFA in Design and 'L'heatre Technology from The University of Southern
Mississippi. He also has designed professionally for regional theatre, dance, and
opera. Recent work includes scenery [or The Importance of Being Earnest as a
guest artist with Arkansas State University Theatre. Design Mentor/Technical
Director for the Academy Of The Sacred Heart's spring 2007

Josh Simpson (Constantin) Josh, A.K.A. Montana, is proud to be making his
debut in the Thrust Theatre in his s=cond semester at UNO. He also fecls
privileged 1o be sharing the stage with some of the best actors UNO has o offer
and lools forward to more shows in the future. He would like to thank his o,

Elizabeth Skinner (Aufisa) Elizabeth is a senior FTCA major at UNO, a member

of Alpha Psi Omcga, and the president of Takefront Players. You way have scen
her in My Name is Chainsaw, Comedy of Errors, and As You Like It, but you may
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not recognize her tonight. She wishes to thank David for his persisience in doing
Chckhov, her parents for supporting her even though she decided to go into theatre
and Tared for four years of absolute joy.

Rradley Troll (Ferapont) Bradley is a gradualc student pursuing an MITA in
Playwriting. Ile is a graduate of McNeese State University, where he obtained an
MA in English Lit and a BS in Communications with a minor in Theatre.
Although this is Bradley s stage debut at UNO, he appeared in many productions
at McNeese, including John in Oleanna, Neils Bohr in Copenfiagen, and Mushnik
in Litrle Shop of Horrors. Other favorite roles include Felix in the Odd Couple,
Millet in Fuddy Meers, and the multiple, multi-gendered roles of Syfvig. Bradley
also directed MeNeese's first entirely student-produced main stage show. Lobster
Alice as well as the Governor's Program for Gifted Children's producticn of
Voliere's the Miser. His original play, tie Neurral Ground, was chosen winner of
the 2006 Kennedv Cenler American College Thearre Fesival Region VI 10
Minute Play competition. Hradley hopes to further his playwriting career here at
UNO znd add w it's already stellar lterary reputation.

James Yecargain ((Solyony) lames Ycargain is proud to be working with thig
fantastic cast and crew. He was last seen on this stage as Jeremy Louminaut in
Dinaner With The Lowminawzs. Tle will next be seen in Tulane Shakespeare
Festivals production of Coriolanus. He thanks David for letting him play anything
and, as elways, all his love to Susannah for loving his weirdness.

Tricia Vitrano (Seene Design/Props Design) Three Sisters by Anton Chekloy is
Tricia  Vitwano's MFA  ‘I'hesis  scl  design  project.  She  designed
Shakespeare'sContedy of Errors Fall 2006, Loose House in the House of God for
The Tennessee Williams Festival Spring 2005, and designed the costuines for
Wrinkles Fall 2004. She has also worked on various films and commercials thal
were shot locally. She would like to thank her family and [riends for all their
support and encouragement.
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Season

Dancing ut Lughnasa Sept. 28-30, Oct. 5-8
by Brian Friel Thrust Theatre
Winner of the 1982 Tony award for best pley. this iish memory play by acclzimed author
Brian Friel is a testament to the human spirit, and provides an insight into the complexity of
femily ties.

Dark Night Read: Berlin,USA Oect. 2
QOriginal Play by Gabrielle Reisinan Lab Theatre
When & pair of Nevwi Orleanizns wake np after a power outage to find their living room has
somehew collided with an East Berlin squat from 2001, they mnst wark with their new
German roommates to put their world back togsther again. despite rising tempers, rising
floodwauiers, and eviclion notices from the German polics.

Dinner with the Lonminaunts Nov. 9-11, 16-19
Original Play by Jason Cutler Thrust Theaure

The Lowminaais are an ubsurd family of users and abusers living in their own little world of
self-created hatred, despondence, und deczy. But when the upbeat Bunsons come over far
dinner, bringing with them more caltural vapidity yer also a positive world view and
perhaps a litle hope, will the Louminauts learn from the experieace ar continue blindly
down the park: of destroction they huve made for themselves?

Dark Night Read: Flecing Katrina Noy, 13
Original Play by Rob Flarence Lab Theatre
From the Book of Exedus 1o Heart of Darkness, from the Odyssey to On the Roud, he
JOURNLY is one of civilization's :uost ancient and enduring narrative eenres. Hurriczne
Kutrina spawned more than one million more narvatives. Fleeing Kairina is a series of
interspeised inonclogues based on reel, inspiring tales of survival,

Dark Night Read: My Name is Chainsaw Dec. 4
Original Play hy Jared Gore I.ab Theatre
A best friend s suicide triggers Mike, a twenty-something working 4 dead-end job, o ra-
evaluzte his life and identity.

Small U'hings March 28-31
Williams One Act Winner by Cary Pepper Lab Theatre
toyt, a middle age man weary of life. is contemplating suicide. His doorbell rings. When
lie opens it, could salvation bz on the cther side? Can Drew, a vouug door-tu-door
cvangelical man, provide the ane tive answer? 'Ihe play ends with a positive, life-affirming
answer of "yes" Lo these guestions.

The Three Sisters April 19-21, 26-29
hy Antan Chekhov Thrust Theatre
Corsidered by most 10 be Anton Chekhov's masterpiece, The Tiee Sisters 215 the story of
three daughlers ol a deparred militery father living in a provincial Russian town and
lamenting the passing of better limes and longing for the cxcitemant of Moscow.
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THE UNIVERSITY of
NEW ORLEANS

The University of New Orleans Department of
Film, Theatre, and Communication Arts is
accredited by the National Association of

Schools of Theatre (NAST).

The following members of the Cast and Crew of
THE THREE SISTERS
are members of Alpha Psi Omega,
The National Theatre Honor Society

Jessica Cook
Chrissy Garrett
Jared Gore
Melissa Gregus
Kat Johnston
Lisa Picone
Jennifer Sacks
Elizabeth Skinner
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Appendix D: Student Reviews

Between the skilful direction of David Hoover and the demonsirative interpretations committed to by the
cast, Chekhov's “The Three Sisters” passes quickly. lts distinclive characters blend cohesively together
creating a true sense of what is being dreamed of, experienced, and learned by each of the sisters, leaving
only their hopes to linger or: al the end.

From the beginning Lisa Picone, who plays Mashg, is marvelous as the main focus of the play. Her

strong personality continually secrates the anguish she triss to hide, while maintaining her aristocratic heritage

of dignity confined in deafening pride. As the middle sister. her sitriking features spaalc volures. Without

saving a word, Picone expresses Masha's distaste for the life that has imprisoned her and the marriage for

which she sees no escaps. Masha roles her eyes and changes her facial expressions, all the while

maintaining a stone demaancr, up until her interactions with Vershinin, who give her pause. Picone’s brilliance

is her ability to maks you experience her burning pain. When the hope she has for a different life is presented

in Vershinin, she finally allows the love she has for him fo be released and her body language portrays

happiness and hopeful dreams. Masha is overcome by excitement when she admits her love for Vershinin to

her sisters, then is overcome by the gripping reality that her dream is being ripped away. Johathan Mares who

nlays Kulygin, Masha's hushand, sloquently demonsirates how his confining love is unyielding. In the end,

Masha rewards the denial he has maintained throughout, by accepting his confining love and again Picone

imprisens Masha, by only revealing a stoic demeanor.

Alexander Vershinin, played by Derrick Daal, is by far the strongest character when on stage. He
represents what the Prozorov family longs for and sparks the flame that will curn within Masha until it is
choked again by his departure. Vershinin enters with conviction. His powerful personality excites the sisters
by connecting them fo their past and the dreams of Moscow they all long for. Derrick portrays a demeanor that

explodes with energy and cements the crucial point that life will onfy begin when they too have left the
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boredom that smothers them. Derrick crojecis his voice strong at the beginning and carries a sculptured
expression which keeps dernonstrating his being separate from all of them. However, as the play progresses
his projection is reigned in to give level fooling to everyone around him. His voice reveals the love and
concern he has for his daughters and his face displays the changes that have taking place in his marriage and
distaste for his wife. Towards the end, he is in love and demonstrates this by moving more casually, not
standing as straight, and softening his facial features. Reeled in by Masha, Derrick allows for Vershinin to
plavfully sing with her. It is the sirong gripping embrace and lingering kiss that takes place between Derrick
and Picone that sets about to put everything “back in order.” As Vershinin turns away naver to return, Demick
pauses, straighiens, then in a steady gait exits the stage.

Chrissy Garrett piays the youngest sister, Irina masterfully. At times Garrett allows frina to be ssen as
a young adult who wants to be grown up and allowad te experience work; Irina belleves work in Moscow is the
only way to fulfill her life. Carrett falling to the floor to playfully look mesmerized by a toy top spinning there
also i used to show the younger side of liina. After experiencing work Garrett's face shows how jaded Irina
has become and the discontent of how her iife has changed. Garreit plays this beautifully by going the gambit
of feelings. Garret: facially reveals the resolution of a loveless marriage she is to accept and the swallowing of
work that she now knows will strangle her life away. | would be amiss if | were not to mention James Yeargin
who portrayed the character of Solyong, or Luis Barroso who portrayed the character of Doctor Chebutykin,
both of whom kept the audience elevated in laughter and intrigue all the while helping Garrett's character to
grow. Yeargin used humor to express Solyong's inadequacies, and then overcormpensated for them by
becoming crass, stomping, and holding an ax to finally change the oulcome of Irina’s life by a duel. The
comedic irony of Chebutykin behaviors allowed Barroso to demonstrate how futile he felt his abilities were by
reading newspapers and drinking too much. Within Irin2's life Chebutykin accepts her, then just when she
seeds him most he resolves to lsave her behind only to be clasped to her sisters as she tries to hold on to

what fingering hope exists within her.



Life in the World of Chekhov:
A Review of ** Three Sisters”

Only once belore in my life had I seen a work by Anton Chekhov before | went to
the Sunday matinee performance of * Three Sisters”. 'The play that I viewed previously
was a performance of “Uncle Vanya”, and it was not a pleasant experience. After seeing
this second Chekhov play. I gather that most of his works consist of lots of character
development and very little plot action. Because of this, the actors on stage really have (o
be energetic and on in order to avoid complete and utter boredom. For me, Vanya was a
snoozer. Everything that the actors said was static and fell flat. My second outing with
Anton, however, was quite a different experience.

For the most part, every actor in this production of “ Three Sisters” did a good job

of kecping the play moving. FEven in the rare occasion that it did fall flat. it didn’( fall

very far. There were several actors and characters that caught my cye, but the one that [
adored the most was the man who played the family doctor.
As 1 said in class, his character seemed like the most realistic one to me. Every

little motion or mannerism he made seemed like a part of his personality, as if the
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director scoured the streets and dragged him onto the stage. [le provided small bits of
comic relief withoul being silly, which in the end just made him seem charming. [le
really showed some complexity when he was required to appear drunk on stage (his
character being an alcoholic and all). There was just something heartbreaking about
seeing this mostly jovial character break down.

Now, as far as the actual three sisters are concerned, Lisa Picone (the sister named

Masha) did the best job in my opinion. I'or most of the first act she was just sitting on her

couch and reading a book while the rest of the cast recited dialogue, but the entire time

she was really in the scene. I’ve heard the phrase thal * acting is reacting”, and if this is

the case then she is truly a great actress. 1o me, acting really isn’t as much about the

broad strokes as it is about the tiny details, and she had many. Her facial expressions |

found to be particularly effective. She used the raising of her eyebrows to her advantage,

and it gave her character a kind of sass that I really think worked.

There was no actor in the ensemble that | really disliked all that much. 1.ike 1 said,
I felt that everyone seemed to really connect with each other on stage. Well, that’s a lie.
There was this one guy. I think the actor’s name was Derrick or something like that. Man,
oh man. Talk about a hack. If that guy cver makes it in the acting world, T will be
surpriscd (obviously, T kid).

In all scriousncss though, the entire cast brought Chekhov’s sometimes-dull

situations to life with the way they used the dialogue and interactions with each other. At

no time did I find myself bore& Close to hypothermia, yes, but never bored. And, unlike

some of my colleagues, I actually wanred to know how the play ended. Bravo, I say.



Review of “Three Sisters™

“Three Sisters” was an interesting and well thought out production. The costumes
fit the description of the characters and the props used were sufficient to bring light (o the
play. [ noticed all of cucs used to cause action and even studied the positioning ol objects
on the stage. During the play, [ had become very intrigued with every aspect from the
hair style to the newspaper being rcad by James’s character. The only downside was the
play lasted three complete hours and | saw the young lady pouring the leaves of Fall onto
the stage...my attention span is very limited. With good spirits and hope, the actors had a
grand performance. There were several actors that caught my eyc.

Alexander Ignatyevich Vershinin, the man himself. .. laughs out loud. Derrick was
good. | enjoyed having him present on stage and he had to have a leading role. His
monologues were good and adding that he had a wile and kids at home gave the play a
little flare. [lowever, I think his character was so typical ol any solider or battery

commander. He managed to fall in love with Marsha at a very crucial lime in his life. ..

do helicve the final kiss was one of the powerful moments in the play. Furthcrmore, |

wonder why he holds his arm by his side all the time when he speaks. | wonder if it was
apart of his character or just somecthing lo count cues.

L noticed many of the cues when Nalalya would come in. It will always be when
something bad is about to happen or when there is not a kind thought present on stage.
She represented bad taste. I could not believe how much she changed from the first

dinner after she met Andrei’s family and friends. She really became such a bilch and
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hated her after she suggested they scll the house to cover the debt of her husbands
gamb ling addiction. Often we see people like Natalya in our present day life that tries to
erase the memories of their past and become new members of the blue-vein socicty. Ms.
Deal performed well, she lived it. It was good (o see a sista, working it oul on stage. For
me, it seemed so typical for her to play a wild, mean, unintelligent, no good
character...you tell me. I guess drama is a matter of life and death.

Lately, [ have becomc my suseeptible to love stories and things ol that nalure.

Marsha was by far my favoritc character. Iisa Piconc became apart of her. [n the

beginning, I loved how she would look at her sister while reading. Saying so much, yet

not saying anything at all. She projected better than of the other characters and used the

stage as an open field to get all of her emotions out especial when she had a boring

professor as a husband. I'rom looking at her, I noticed she was a scasoncd actor and rcally

practiced hard for the play. She established herself with purpose. Marsha reminded me of

amiddle child of a normal family, onec who never got a lot attention yet they were the

most independent and regretful.

Anfisa should have been regretful for allowing Natalya to speak to her in a rude
manner while using derogatory terms. [f was Anfisa, [ would have had to smack her onc
time, just to spice it up a little. However, Liz did a good job. It is not ¢asy heing a young
person trying o acl as an eighly year old nanny. It takes mental and physical ability to
manage a complex task.

Well, overall the play was waorth seeing again. Also, who ever designed the scene

backdrop and costumes are awesome. It takes a lot of skill and creativity to produce that



caliber of quality. I look forward to being a season ticket holder at UNO...that will bc my

alumni contribution to the University ol New Orleans.



Three Sisters

I thought overall Threc Sistcrs was a prelty good play with a great deal of (alent.
[’ start with the actors according to how they are listed in the program. Jared Gore lor
some reason reminds me of Jack Black. My original thought was that he took an casily
boring character and put a spin on it, which made him enjoyable to watch. However, |
thought as the play went on he could have had more levels to his character. He seemed to
stay this cute, boyish person, who did not grow at all, which in turn ended up boring me.
It wasn’t clear to me what his objective was. 1 thought he picked good actions and
choices in the beginning, but then I thought he needed stronger choices in the end. 1
believe he lacked investment from the middle on to the end. He had good volume, but at
some points he mumbled, and 1 couldn’t really understand what he was saying. He was
not believable to me.

Joyce Deal had a lot of investment, but she did not articulate very well. Al some
points, [ felt she knew she wasn’t speaking clearly and tried o overcompensate, which
took away from her performance. I thought she had a clear objective. | thought she
picked good actions and choices. Her movements at some points looked awkward. [ did
think she had a good first moment on stage. [ thought she had good facial expressions.

One thing I have written down is one of her lines, “You should say something.” I found
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she didn’t give a long encugh beat tc the other characier before she said this line, and it
made it too rushed and recited. She was believable at points in the play.

Kat Johnston has great articulation. However, I found her performance to be
boring. Technically speaking, she has great movement, physicality, biocking, facial
expressions, diction, and volume (most of the time). ITowever, I didn’t belicve her at all,
at any point. She has this thing where she tended to do this laugh at the end of every line,
which took away from whatever she was saying because it was so bothersome to me thal
she had obtained this nervous laugh. [ thought her voice did not match her physicality. |
thought the erying in the beginning was bad. The whele “my head hurts™ lines were done
poorly. I did not belicve her.

Lisa Picone was fabulous (of course). I thought she had fantastic reactions. [ even

thought her reading the book was just great; she was really involved in whatever she was

reading. She would smile at some points while reading and do little things Lo make it

believable. Her diction, volume, investment, and movements were great. | thought her

and Derrick Deal put enough tension between them in the beginning to make you wonder

about them. I thought she used her “air” well. She would sigh or gasp, and it was made

clear as 1o why she was doing it. I have written down “a person and a half” becausc |

really liked the way she said that. She had great energy throughout. I thought her crying

at the cnd was great, especially when her husband said, “it will go back to normal,” and

she let out a big burst of tears. [ also have written down that I really like the way she said,

“I'm so bored, I’m so bored, I’m so bored.” She picked very strong, precise choices,

which made her objective clear. | believed her.




Chrissy Garrett was also fabulous. She had great reactions, facial expressions,
and arliculation. ITer movements were very precise and fluid. T thought her rant in Act II
about “time passing” was excellent and immaculate. She had great volume, investment,
and choices. She had a lot of motivation and energy on stage. [ler objeclive was clear. 1
believed her, and at the same time she was a lol of [un to watch.

Jonathon Mares was alright. In one of his first lines, he said, “ycars,” and it
bothered me because the way he said it made it sound likc two syllables, instcad ot onc.

I thought he was somewhat boring to watch. 1 thought at the end when Masha talked
about her life being a failure, he could have gone further in making the audience feel
sorry for him. The way he played it, I felt bad for him for about one minute, and then he
went back to being annoying. T thought his characler was jusl nol well played. Ile
mumbled some of his lines, but for the most part T could understand him. He had good
volume, but his movements were awkward. It seemed like investment was there, but he
lacked clear, precise choices. I thought he was for the most part unbelievable.

I thought Derrick Deal was excellent. [is articulation, choices, actions,
movements, and investment were on point. He was very enjoyable (o walch and
maintained energy throughout. He was confident and fluid. T liked his langh. He had
greal investment and motivation with a clear objective, He was very belicvable.

Blake Balu was for the most part good. [ thought him playing the piano was bad.
It looked to over the top to be real. T thought he had good investment and motivation.
His volume was pretly good, as well as his articulation. He sometimes looked like he was
unsure of his blocking. I thought he could have picked stronger choices and given more

levels to his character. He was somewhal believable.



Jamces Yeargain was annoying. [ think he could have picked hetter choices. |
found his character to be irritating more than powertul and hateful. 1 thought at a lot of
points he sounded like he was trying to hard to act. However, I believe he had the best
line of the play. “If that child were mine, I'd roast it, and eat it.” Simply the greatest line
[ have ever heard. I thought he had a clear objective, but I also thought his objective was
stated in given circumstances. [1is volume and articulation were both good. His
movement was okay most of the time. [Te was, at some points, believable.

Luis Barroso was okay, but he reminded me of the same part he played in “Dinner
with the Louminants.” Nothing aggravates me more than seeing the same character that |
have already seen from a different play. His volume was okay, but he was muffled on
some of his lines. Ilis movement was good. When he was not involved in the dialogue, 1
felt like he would nol react to anything going on between the different characters on
stapc. However, when he was speaking [ thought he did well. His objective was not clear
to me. He lacked investment and was unbelievable to me.

Joe Seibert and Ryan Bruce were very good. I thought that the energy and pace
picked up when they were on stage. Thev were entertaining without going too over the
top. They were articulate and had good projection. There movements were fluid, and
they did a good job working off of each other. Their objectives were clear, and their
choices and actions were strong. They were belicvable. T also enjoyed Ryan playing the
guitar; it was interesting to me hecausc it went vory well with the dialogue being spoken.

Bradiey [roll was humaorous at points, but could have made this a much more
memorable part. [ felt like he did exactly what the script told him to do and didn’t go

above and beyond. [le was mumbling, but had good volume. His movement was good.



e had a clear objective, but lacked investment. He was in need of stronger choices. |
thought he was unbelievable. However, | wrote down one of his lines that I thought was
terrific and immaculate the way he said it. “...... pancakes...he died.....” I can’t
remember what was going on for this line, but [ do remember thinking he should have
done more of this!

Liz Skinner was pretty good. However, [ thought her voice sounded too young to
look so old. T thought she had a good pace and good movements. She had great facial
cxpressions and strong actions. Her objective was clear. She had a lot of investment.
For having such a small part, [ consider her performance to be memorable. She was
believable.

Montana was... well, what can [ say? lle was the highlight of the show. For
having no lines, he did very well. He had great reactions and very good, fluid
movements. He had a clear objective. | can imagine how hard it must be to use just your
body, face, and air to show your objective, actions, and choices, and I thought he did

exquisite. He was very believable.
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Three Sisters

The focus of this paper will be the three sisters, as it is titled. Olga, the eldest
sister, seemed like a very one-dimensional character. From beginning (o end, she was
stuck in the emotional (rap of being frustrated. Iler words seemed to be to comfort
everyone but instead her actions came across as if she was trying to annoying them. Her
outburst of crying when the old doctor and soldier entered was comical because it seemed
to have come from nowhere. Tt was no motivation behind it. Sometimes she also didn’t
scem Lo react to the other’s responses to her (such as Masha’s annovance with her). In
dealing with situations, such as Andrey’s gambling or the doctor’s drinking, she played
the action of to appcasc, weakening her character, when to reprimand and to confron
may have been better choices. . Her high moments of anger(as with Natasha’s treatment
toward the nanny) or fits of crying did not build. The outburst came too suddenly and
faded to quickly.

As lar as her physicality and vocality, her voice had an unnaturally high pitch
without much inflection or variation. When she said she was tired, she did not move in
such a manncr. Her walk and presence was not that of head mistress and head of the
household that she was supposed to be.

The second oldesi, Masha, had a very dynamic character. In the beginning of act

one, though she had few lines, her unspoken moments were played well. While being

engrosscd in her book, her posture and facial reactions portrayed well what she was
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thinking (such as her annoyance with Olga). Her action (o shut out the other sisters was

well established without speaking. When the soldier from Moscow, Alexander

Ignatyevich enters, her demeanor quickly changes. [t seemed as if she played the action

ol alluring him too soon. (Later when she is in love with him, she says she thought him a

il

bit strange at first, but her previous actions don’( suggest as much). Her outburst of

crying at his ageing lacked motivation. Her detest for her husband was well invested, but

when she concedes to Alexander ahout her despair with her marriage and disgust for

civilians it is not believable. Her physicality docsn’t poriray vulnerability. When

Alexander is doting on her and kissing her hand, she plays the action of enticing him well

she suggests there is more light by the couch. Her comedic moments arc oflen unspoken.

The choice to ery harder when her husband mentioned going back to life as it was before

was very funny. Overall her beat changes were clear and well transitioned throughout the

play.
L

Irina was also a well developed and invested character. She played her moment to
moment reactions well. However, [ did not believe her in the beginning when she kept
saying she was happy. It was as il she was (rying to convince herself. Her reactions are
conveyed well through her physicality.

One character that really stood out o me besides the sisters was Alexander
lgnatycvich. From the moment he entered. he had great energy, which prevailed
throughout the play. His presence was very domincering, created by his prominent walk
to establish his rank as commander. All of his movements were motivaled, creating a
captivating prescnce. [le has good comedic timing, (as when he reacts (o Irina showing

him the picture after he says he can almost picture their father’s face, and when he



responds to the frames Andrey made). His actions to evoke pity [rom Masha a bout his

wife and to enchant her with his love for her are all well conveved.
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Three Sisters Review

Three Sisiers was an interesting play, and despite what | originally thought, its considerable

length was an assel. The four acts rcally allowed the actors to reveal their characters’

personalities and quirks.

[ was [irst struck by James’ character. Selyony. He seemed (o always chime in at the wrong time
wilh his awkward, at times tasteless, humor. The way he played the part, you really got the

inpression that he was oblivious to the fact that he made people uncomfortable. A good example
was when he velled “ROACHES! as the wine’'s special ingredient. From his tone. you know he

thougat this was just the funniest thing in the world.

As the play conlinued, he awkwardly hovered near one of the sisters. continuing with his
questionable outbursts. Only when he confesses his love for her does his real creepiness show
through. He himself acknowledges that he’s awkward when in groups, but James' portrayal truly
shows that e has no idea of the extent, as he truly creeps out the sister. His character is both

comic relief and someone to feel sorry for.

[ also noticed your part of Vershinin. The first thing that struck me was your body language-
walking in formally with one hand behind your back, but at the same time natural and loose. |
realized this is how | should have played the servant in my scene. Everything frem your accent o

the way you kissed the sisters’ hands showed this is a high class, respectable characler. Perhaps



furthering his slatus, he stays a bit mysterious and (I Locl) docsn™t quite show what his true
feelings toward Mascha are. Also, you really appeared to live the part, for example when you
came in alter the fire, you bepan to sit down on the bed, but Vershinin being such a gentleman,

chose (o sit on the floor rather than dirty the bed.

All of the soldiers stayed in part, actually. I noticed just before the fourth act when you all were

carrying the set pieces, you guys were still in character- doing it in a coordinated manner

befitting soldiers.

| also liked Mascha’s part. She seemed very believable in her love of Vershinin and her ignoring

her own husband. The only thing [ thought was bad was where she starts erying in scene 1,

seemingly without reason, and then just as abruptly stops about 20 seconds later. [t seemed very

fake and barcly relared to the actual events going on around her.

Finally, | liked the Professor. He was a good source of comic reliciand T liked how he too was
somewhat oblivious to the events around him, and was entertained by his adamant stance on
unimportant things. As David pointed out in class, his character was always almost velling, but [
thought that suited him, like when he trips over the carpet and demands to know why it’s not in
storage. That feels like something a naturally loud person would say. Also he was totally in the
dark about Mascha and Vershinin, as he seemed (o concentratc more on work and his awesome,
stift moustache.

Overall, with the exception of a few out-of-character outbursts, [ feel everyone did a good job in

living their parts. Like Small Things, I feel it has been a useful expericnce [or me.
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I caught the closing performance of 'Lhree Sisters and generally 1 found that the
acting improved as the show went on. Overall I was pleased with the performance of the
aclors, but there were a few gaps wherce I felt there was room for improvement.

Chrissy Garrett played the youngest of Andrei’s sisters. Early on in the show |
had misgivings about her abilities. In the first act she delivered a monologue which 1 felt
she played on one level. ITowever, she really caught me by surprise in the third act. |
found Ircna’s meltdown in the bedroom scene was most belicvable. 1 felt she was really I
the moment and bought her minute to minute reality.

Lisa Picone played Andrei’s sister. Masha. The given circumstances of the
|

character make the role interesting—Picone’s portrayal did not. Overall 1 found she was

way too presenlational. She seemed incapablc of reaching into the emotional depth of the

character. Tn act one her character’s crying jag was really fuke and unbelievable. Lisa

displayed no minute to minute reality. I found her (o be a poor reactor--she only brushed

against believability when she was allowed to lake stage.

Masha’s husband was played by Jonathan Marcs. 1 think that his character should have
been played more bombastically. His character is spoken about as being annoying and
nritating yet we don’l get to see it as much as we could have. In the third act the subtlety
of his “I am so happy” declarations were too subtle—the subtexl could have been played
more. | also lee] thal he should have displayed more urgency when looking for Masha

(who was off with her lover) towards the end of the show.
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Also lacking in urgency was Jared Gore al the top of his performance. Early on
his character, Andrei, explodes—having been pushed too far. T felt that his energy went
up appropriatcly but not his urgency—he came across as loud hut not as fed up.

Fine performances were given by Joyce Deal, Kat Johnston, Derrick Deal (who
displayed a perfect physical characterization in his role), and a host of supporting players-
-excepting Ryan Bruce who played his none-the-lcss entertaining comic rclief on the top
rather than letting it emerge from the situations his character was in. The worst
performance of the day belonged to Liz Skinner who, though hunched aver the entire
play, at no time convincingly played a woman in her 80°s—in contrast to Bradley Troll
who hit closer to the mark with his characterization. The best performance was given by
Luis Q. Barroso who never faltered for one moment during the entirc show. 1 felt he was

absolutely most believablc throughout.
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The University of New Orleans’ production of The Three Sister by Anton Checkhov was well

done in all aspects. The work . . . is a naturalistic play about the decay of the privileged class in

Russia and the scarch for meaning in the modern world” ( Wikipedia). This particular production
was successlul in conveying the unending sumeness and dissatislaction that life olfers. The use
by Checkhav of three sisters permitted the playwright to contrast cach sister’s state — warking
versus non-working. married versus single — and to show that each was equally discontented by
their circumstances and remained so even as their circumstances altered. Checkhov skillfully
used the characters of Vershinin and Tuzenbach as a [oil, allowing them Lo philosophize about
the tuture. |heir grand visions and their constant repeating ol the justilication of present
unhappiness for the betterment of future generation served as a spur for the audience to realize
that while change in the world is inevitable, the human condition will always remain the same.
As for the ending, T would personally have preferred il Masha and Kulygin would have given
more indication of a reproach Mont, and if Trina would have realized only aller Tuzenbach’s
death that she loved him. "This would have made an excellent culmination to the absurdity of
life, but then, Mr. Checkhov didn’t need my assistance to write an excellent work.

[However, for the remainder of my paper, [ will concentrate on the stage. stage design by

Tricia Vitrano. and the lighting design by Katie Anderson. The thrust stage used in this
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production was well suited to the play. *The thrust stage brings the audience and performers into
a more intimate relationship than does the proscenium arch theatre, because more of the audience
i closer to the action than is possible in a proscenium threatre of the same size” (Brocketl 285).
The set worked well as the emotional intensity of Checkhov's play is more intimate and personal
than in many dramas. The actors” fervor might well be lost in a more open slage area. By
bringing the actors closer to the audience. each characters intensity and despair was more casily
transfer from the aclors to the audience.

“Seene design creates a floor plan that provides opportunities for movement. composition,

character interaction, and stage business™ (Brockell 361). The stage design for The Three Sisters

was equally well placed as Ms. Vitrano’s creation kept the small stage segmented as action
moved from the forefront Lo the mid-stage depending on the requirements of each scene in the
play. It was well crafted by the stage personnel allowing the audience to view all the players’
interaction. and yet 1o casily conceptualize the transters of action from the “sitting room” to the
“dining room” in the first and second act or the “sitling area” to the “sleeping area” of Olga and
Trina’s bedroom in Act 111, (1t should also be noted that the paper Mache trees were excellent.)
The stage lighting also added to the play. As one would expect, down stage was well lit when
called for as the largest portion of the play took place there. However, il appeared to me (hat
(here was some differentiation between down stage and mid-stage light as well. This combined
will with the design of the stage achieved the feeling of segmentation between the two arcas
where no truc differentiation existed. In the upstage area, the paper Mache trees and the lighting
allowed for the audience to easily assume when appropriale the trees that surrounded the

Prozorov residence.
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In conclusion, the entire expericnce was one I did not expect from a college threatre

experience. While I was particularly laken with the stage design and lighting. 1 also found the

acting above the caliber of previous university theatre expericnees.  Additionally. the theme of

the play and the emotional range of the actors, particularly all three sisiers. was moving. My

fellow classmales may be too young to truly comprehend the importance of Checkhov’s play.
They, lucky for them, are still in the first act of their lives: however, as I am moving [rom the
third act to the [inale in mine, the wisdom and the pathos given in the performances served Mr.

Checkhov quite well.
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Appendix E: Newspaper Clippings

Chekhov at UND

The melancholy music of Chelhov's
dialogue certainly provides contrast
to the joys of jazz. David Hoover’s ex-
cellent, beautifully acted production
of “The Three Sisters” at the Univer-
sity of New Orleans points up the folly
of Chekhov's characters, who would
rather live in the past, the future,
somewhere else (preferably Mos-
cow), anywhere but in a turn-of-the-
century provincial Russian army town.

Tonight-Saturday at 8, Sunday at 2:36 p.m. at
the UNG Performing Arts Genter, Lakefront
campus. Tickets $12; $8 students. Call

(504) 280-1469.

TimesPicayune Lagniappe section Friday, April 27, 2007
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trodding the boards

by Patrick Shannon, 111
E-mail: nedcat@earthlink.net

The Three Sisters Anton Chekhov’s Three Sisters

was given an elegant and lovely
production in a recent showing

at the UNO Thrust Theatre Performing

Arts Center.

Directed with sensitivity and grace by
David W. Hoover, with an evocative set by
Tricia Vitrano, sensitive and beautiful lighting
by Katie Anderson, as college productions
go this was one of the best | have

seen. Student actors played their roles

with subtlety, and an understanding beyond
their years. It was wonderful to see

how they had mastered their roles so well
wearing the fine period costumes of Tony
French in this lyrical drama which examines
the lonely and quietly desperate lives

of Russian aristocrats who always seem

to see the grass as greener on the other

side of the fence, longing for something
different to happen in their sad apparently
empty pedestrian days on a country estate.
How the three sisters long to go to the
grand city of Moscow.

Among the students who created well
defined roles of great tenderness and
bewilderment that both mesmerized and
moved the heart of the audience were

Joyce Deal (Natalya), Chrissy Garett (Irina),
Jared Gore (Andrei), Kat Johnston (Olga),
Jonathan Mares (Kulygin), Lisa Picone
(Masha), T. Joe Seibert (Fedotik), Blake
Balu (Tuzenbach), Ryan Bruce (Rode),
Derrick Deal (Vershinin), Josh Simpson
(Constantin), Elizabeth Skinner (Anfisa),
Bradley Troll (Ferapont), James Yeargain
(Solyony), and the incomparable Luis Q.
Barroso (Chebutykin).
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Vita

Lisa Picone was born December 14, 1970, at Montelepre Hospital, on Canal Street in
New Orleans. She graduated Mount Carmel Academy high school in New Orleans in 1988, and
received B.A. in Mass Communications in 1993 from Louisiana State University in Baton
Rouge. Upon graduation from LSU, Lisa worked in advertising for about 10 years before she
decided to pursue a career in the theatre. In 2002, she officially left the advertising industry and
went on a regional tour with a production of My Way: A Tribute to Frank Sinatra. In the fall of
2004 Lisa entered the performance program at the University of New Orleans in pursuit of a
Master of Fine Arts. Lisa plans to pursue a career in professional acting, teaching and film-

related work in the New Orleans area.
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