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ABSTRACT

The area of research the author of this written submission has investigated is directing
comedy theatre. The research problem dealt with in the research was the use of Keith
Johnstone’s concept of ‘Circles of Expectation’ and Vogler’s generic story structure
as directorial aids in comedy theatre.

The method with which the research problem was explored was through writing and
directing a comedy with UCT Drama Students entitled Image! The play opened at
The Standard Bank National Arts Festival in Grahamstown on 1 June 2000 and later
opened at The Arena Theatre in Cape Town on 18 June 2000. The following written
submission contains two parts. The first part of the written submission is a theoretical
explication of the creative method applied in directing Image! The second part
contains the script of Image!

In the first chapter of the theoretical explication the author examines the theory of the
creative method, which was applied in directing Image!, which views actor-director
communication as improvisation.

In the second chapter of the theoretical explication the author examines a theory of

laughter, based on Arthur Koestler’s The Act of Creation (1971) and explains how
Koestler’s theory of laughter informs the author’s creative method of actor-director
communication in comedy theatre.

In the third chapter the author outlines the theories underlying Vogler’s generic story
structure and Johnstone’s concept of ‘Circles of Expectation’ and how these were
used as directorial aids in the process of directing Image! The author examines how
these theories were used as methods of script development and how they were used to

inform the comic specifics of the performance.
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INTRODUCTION

I have to admit a weakness. I love to make people laugh. When I’m with friends, I
love to tell jokes. And, when these jokes make people laugh, I can feel a tingle run
down my spine. When I sit in a performance I have directed and the audience breaks
out in laughter, a self-satisfied smile grows on my face. This weakness has led me to
study comedy plays, teleplays and screenplays. I have devoured every bit of literature
on comedy acting and directing. I rent videos and tape TV sitcoms I admire and
watch sequences over and over again; in order to study the techniques employed to
make people laugh. And, whenever I have the rare opportunity to meet a comedy
actor or comedian I admire, I pester them with questions which have always intrigued
me about comedy acting.

This weakness is what led to the research project which took the final form of a 90
minute performance entitled Image!, which opened in Grahamstown at the Victoria
Gymnasium on 1 July 2000 and had its final performance in Cape Town at the Arena
Theatre on 29 July 2000.

Image! combined two different agendas for myself. The first agenda was my
personal interest in comedy and my desire to develop my knowledge of comedy and
develop my skills in the writing and directing of comedy, more specifically,
situational comedy. The second agenda I pursued through Image!, which is the topic
of the following theoretical explication, is how Keith Johnstone’s concept of ‘Circles
of Expectation’ and Vogler’s generic story structure can be used as directorial aids in
making comedy theatre.

I first came across Vogler’s The Writer’s Journey (1998) and Johnstone’s Impro for

Storytellers (1998) in the early stages of writing Image!. During the writing process

and the numerous occasions that I sat staring at a blank computer screen, trying to








































3) THE THEORY OF VOGLER’S GENERIC STORY STRUCTURE
AND JOHNSTONE’S CONCEPT OF ‘CIRCLES OF EXPECTATION’

AS DIRECTORIAL AIDS IN COMEDY THEATRE.

Up until now I have outlined a general theory of directing comedy theatre. A
rehearsal process such as Image! poses an interesting problem in that the writing
process and directing process are not entirely divorced from each other and the two
processes intersect.

During the process of making Image! I found that the intersection between the
scripting process and directing process compensated each other quite neatly. On the
one side,one had units and beat/s, in which the script demanded reworking. In such
instances we would improvise with units and actions and the text would flow naturally
from the proposed actions. The other scenario, which often occurred, is that actors
would make proposals, which clashed with the script and demanded reworking. In
such instances we would improvise a new text. In both instances I would make notes
of the improvisation, rework the text at home and give it to the actor the next day.

But at other times the flaw of the script is fundamental, in that, if one refers back to
Koestler’s formula, the two frames of reference, which are meant to clash, are not
incompatible and thus not funny. Such instances demand a re-examination of the
script. As I mentioned earlier, it is thus necessary to find a way of gelling the writing
process and directing process. The means by which I explored this in the research

project Image! was by bringing narrative techniques into the rehearsal room.
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3a) VOGLER’S GENERIC STORY STRUCTURE AS A

DIRECTORIAL AID IN COMEDY THEATRE

Joseph Campbell’s work The Hero with a Thousand Faces is a study of the hero myth

from a wide range of cultures and historic periods. Campbell’s thesis is that all
storytelling, consciously or not, follows a pattern Campbell termed the hero’s journey.
Campbell’s research found that the hero’s journey is not only characterised by
constantly repeating archetypes, but also a reoccu?ing story structure.

Vogler’s own research began when he was a story analyst for Hollywood studios.

When he first came across The Hero with a Thousand Faces he used it to try to

understand the phenomena of movies such as Stars Wars and Close Encounters of the

Third Kind. What intrigued Vogler about these films is that audiences would not only
view these movies once, but several times and, so it seemed, these films reflected the
universally satisfying patterns, which Campbell found in myths. Vogler used
Campbell’s work as a set of tools for diagnosing story problems and prescribing
solutions. Shortly after going to work as a story analyst for Walt Disney Company,

Vogler wrote a seven-page memo called A Practical Guide to The Hero with a

Thousand Faces, with examples from motion pictures. This work eventually grew

into a longer essay entitled A Practical Guide. Vogler began teaching at the UCLA

Extension Writer’s Program and giving seminars, in which he presented and debated

his research, which eventually took the form of the Writer’s Journey. (Vogler 1998:

1-7)
Vogler’s theory, which runs parallel with Campbell’s, is that all stories consist of a
few common structural elements found universally in myths, fairy tales, dreams, and

films. (Vogler 1998: 1) Much like the realm of ideas advocated by Hegel, Vogler
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suggests that there exists a kind of absolute story or monomyth and that all stories are
not merely variations of the monomyth, but far more stories render this absolute and
abstract idea with a tangible form. The conclusion I have arrived at, which has
informed my research into Vogler’s generic story structure, is that all stories, in some
form or another, are improvisations with the ‘monomyth’ or hero’s journey.

Vogler identified that the monomyth, what will be referred to henceforth as the

Hero’s Journey, consists of twelve stages. These are:

1) Ordinary World

2) Call to Adventure

3) Refusal of the Call

4) Meeting with the Mentor

5) Crossing the First Threshold
6) Tests, Allies, Enemies

7) Approach to the Inmost Cave
8) Ordeal

9) Reward ( Seizing the Sword)
10) The Road Back

11) Resurrection

12) Return with the elixir
(Vogler 1998:14)

Vogler first describes each of these stages of the journey and in the epilogue applies

the principles of each stage to such films as Star Wars, Titanic, The Full Monty, Pulp

/
Fiction and The Wizard of Oz. Although Vogler’s illustration of each of the stages of

the journey and the practical analysis they serve for the above mentioned films
illuminates how the hero’s journey resonates with contemporary stories, Vogler’s
research fails to go beyond analysis and explore how these principles can be applied
when encountering common problems during the writing process. In this respect
Image! represents an extension of Vogler’s research for possible application.

The hypothesis of the research into the application of Vogler’s generic story
structure was that once the groundwork of the production has been done (meaning that

the play has run once or twice and certain scenes are being reworked) the
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identification of a stage of the hero’s journey in relation to the material opens up the
scripted text and performance text and thus enables the actors and director to re-
examine the work from a new perspective. In this respect Marowitz employs the

useful metaphor of a key signature in relation to ideas. In Prospero’s Staff (1986)

Marowitz discusses a rehearsal process of Hamlet, which he directed in a German
theatre. The actor playing Claudius, Marowitz explains, based his characterisation on
the persona of Joseph Stalin. After a discussion with the actor Marowitz suggested
that the actor lean his characterisation towards Konrad Adenauer, a strong,
authoritative head of state but with somewhat more democratic leanings than Stalin.

Within hours the actor’s performance had transformed. Marowitz notes:

“Had 1 tried to remove each specific gesture and mannerism related to
the previous conception (as indeed I had done for a while), I would
have got nowhere — as the actor had set his character, as it were, in the
key of C, and I was constantly suggesting sharps and flats that did not
belong to that key. But as soon as the key signature itself was
changed, all the new chromatics came along with it. One idea had
become the equivalent of several dozen specific ‘directions’, and a
fundamental interpretative shift had taken place.”

(Marowitz 1986: 66)

If all stories, consciously or unconsciously, are variations of the hero’s journey, then
there will always be a resonance between the two. An exploration of the resonance
between the two opens up the material in that it can be explored from the perspective
of a new frame of reference, yet at the same time inherent to the material. The
process of opening up the material, much like in Marowitz’s above mentioned
example, can lead the director and actor to realise that a certain scene or unit demands
a certain key and that the work is employing sharps and flats that do not belong to that
key. And, just like in Marowitz’s example, a changing of the key will inform the new
chromatics.

An example of how the resonance between a stage of the hero’s journey and the

material can be found in the process of developing Act Il Scene 2 in Image! Lauren
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In summary the application of Vogler’s generic story structure opens up a process by
which the director and actors can discover material to improvise with. In many cases
the material itself will organically lead to the development of new scenes and units.
But in other cases a further investigation of the material through improvisation has to
take place. I will now turn my attention to narrative techniques specific to
improvisation, namely Johnstone’s ‘Circles of expectation’. If Vogler’s generic story
structure is the material, then Johnstone’s ‘Circles of Expectation’ becomes the tool

by which this material is processed.

3b) THE USE OF KEITH JOHNSTONE’S a)NCEPT OF ‘CIRCLES
OF EXPECTATION’ AS A DIRECTORIAL AID IN COMEDY

THEATRE

Unlike Vogler, Keith Johnstone is no stranger to theatre practitioners. His two books

Impro — Improvisation and the Theatre and Impro for Storytellers have had a profound

impact on theatre practice and actor training. And, unlike Vogler whose research does
not provide hands on input into how the principles of the hero’s journey can intervene
and assist the writing process, Johnstone’s writing always deals with concrete

problems frequently encountered in teaching and rehearsals. His style of writing in

Impro for Storytellers mixes prose and dialogues from teaching situations and is thus
reminiscent of the dialogues between an imaginary group of acting students and the

all knowing teacher Torstov in Stanislavsky’s two books An Actor Prepares and

Building a Character.

In both Impro (1989) and Impro for Storytellers (1997) Johnstone devotes an entire

chapter to narrative. In Impro (1989) Johnstone’s emphasis is on the relationship
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with a worm. Although no two-audience members will have exactly the same
associations, one can assume there are certain associations common to the majority of
people from the same community and time. Associations that could possibly be
associated with worms are that they are small, live in dirt, move extremely slowly and
are used as bait for fishing. In this respect working within the circles of expectation
means to make action proposals consistent with associations or ‘shadow stories’
attached to worms. If the worm had just escaped from a fishing shop and was trying
to convince the improviser to help him escape, then this proposal would be consistent
with the associations attached to worms and consequently the expectations. But if the
worm reveals that it is an extraterrestrial life form and had come to earth to take the
improviser to his planet, then this proposal would not be consistent with associations
attached to worms and thus outside the circles of expectation.

The second meaning of ‘Circles of Expectation’, as I have interpreted it, pertains to
the Gestalt of the action. This can best be explained with the old theatre aphorism: If
a vase is knocked down, it has to be picked up. Ball (1981) argues that: “In the
concept of Gestalt there is revealed a longing in the individual to complete an act that
has not been fulfilled.” (Ball 1981: 171) Thus a vase that has been knocked down
longs to be put back in place and the audience expects it to be put back in place. The
action of walking down the street with a worm is a Gestalt, in that the audience
expects that action to be developed, which thus creates justified ‘Circles of
Expectation’. (Johnstone 1998: 76) For instance, if the worm wants to be helped to
get back into a lawn, then this proposal is inside the circle of expectation and the
Gestalt of the action is developed. But if the improviser defines the worm as a
bookworm, then this creates a whole new circle of expectations. The bookworm

becomes a whole new can of worms in that it prompts a new question: how did the
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bookworm get to the street. Perhaps it fell out of a book. By redefining the worm as
a bookworm the improviser has ignored the Gestalt of the previous action. The result
of ignoring the Gestalt of the previous action, Johnstone argues, is that the audience
looses interest.

According to Johnstone the improviser’s tendency to search for proposals outside the
‘Circles of Expectation’ can be traced back to two fundamental problems improvisers
experience. The first is the self-inflicted pressure of the improviser to be original and
consequently make original proposals. Original proposals are ones which are
divorced from the spectator’s immediate associations and thus outside the circles. An
example of an original proposal, which Johnstone quotes, is Little Red Riding Hood
stepping out of the house and getting hit by a ton of spaghetti. Johnstone argues that
such a proposal “is a form of sidetracking in which the improviser expects to be
admired for dragging in ‘clever’ irrelevancies.” (Johnstone 1997: 124) Although the
original proposal will often be rewarded with a laugh, the original proposal breaks the
inner logic of the story and thus fails to move the story forward. The obvious
proposal, on the other hand, is one bound to the spectator’s/shadow story and thus
associations. Johnstone quotes an example of an improvisation in which a sexually
liberated grandmother was asked for advice by her prude granddaughter. After the
grandmother had made a weak proposal, Johnstone suggested that they drag out a
Victorian vibrator operated by a foot-pedal. (Johnstone 1997: 80) The reason this
proposal is obvious is because it is consistent with circles of expectation set up by the
sexual education class and the grandmother’s age. The paradox, however, is that
obvious proposals are the ones which seem to be the most original.

The second problem Johnstone has observed pertains to the nature of dramatic

action. Dramatic action, according to Johnstone: “is the product of ‘interaction’, and
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I’d define ‘interaction’ as ‘a shift in the balance between two people.”” (Johnstone
1999: 77) Johnstone has observed that improvisers tend to choose actions that will
allow them to remain ‘intact’. Johnstone argues that what the audience wants is to see
relationships which will be altered and quotes terse descriptions of movies from 7V
Guide to illustrate this point.

Image! was the first project in which I had used Johnstone’s concept of ‘Circles of
Expectation’ as a directorial aid in comedy theatre. Independent of its relevance to its
connection with Vogler’s generic story structure, Johnstone’s concept serves as a
useful tool to not only discover action choices, but also examine action choices in
relation to comedy. If a rehearsal process is in its essence a process of negotiating a
score of psycho-physical actions through the analysis of objectives and obstacles in
relation to the given circumstances of the play, then Johnstone’s concept can be used
to reinvestigate the choices being made, both in terms of the associations the audience
attaches to an action and also in terms of the Gestalt of the action.

An example of how Johnstone’s ‘Circles of Expectation’ served to discover an
action choice and subsequently reveal the technical reqlqixements in order to make this
choice comic, is, what I will refer to as ‘The Cell Phone Turn Off’. The turning off
cell phones occurs on three different occasions in Image! The first time during Mao’s
training session in Act II Scene 2. The second time while Mao is trying to seduce Liu
in Act II Scene 5. And the third time when Mao first meets Vito Botma in Act IIL.
What we were looking for in all these instances was an action that would function as a
‘turn on’. During the workshop of the script we searched for an action choice by
investigating the associations attached to such a community such as the Image Society
e.g. fax machines, designer clothes, expensive cars, cell phones etc. After this we

played around with how these different objects could be used to turn someone on.
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The idea we eventually stayed with was the action of turning a cell phone off for
someone.

After having explored the circles of expectation related to the Image Society and
chose to make ‘The Cell-Phone-Turn-Off” as the means of turning on, we were able to
analyse how to execute the action, in order to reveal the humour of the action. In this
particular case it was in the individual character’s attitude towards the action. In Act
II Scene 5 Mao executes the action with an overbearing attitude and is thus
completely aware of the seductive power that he has at his disposal. The comic
specifics of the moment lies in the group’s collective reaction i.e. an intake of breath

and a turn of the head and therefore show that they are seduced by this trivial action.

3c) THE RELATIONSHIP BETWEEN VOGLER’S GENERIC STORY

STRUCTURE AND JOHNSTONE’S CONCEPT OF ‘CIRCLES OF

EXPECTATION’ AS DIRECTORIAL AIDS IN COMEDY THEATRE.
“

The hypothesis I formulated before entering the rehearsal process of Image! was that
if an investigation of the resonance between Vogler’s generic story structure and the
scripted and performance text can lead to the discovery of new material which can be
improvised on the floor, then an exploration of the circles of expectation is the
technique by which the material can be developed. However during the rehearsal
process of Image! and thus started to work with these directorial aids, I quickly
arrived at the sense that there is a flaw in this hypothesis. It is only in retrospect that I
am able to articulate this flaw.

The difficulty with Johnstone’s ‘Circles of Expectation’ in relation to the research

conducted in Image! is that Johnstone’s interest lies in improvisations that are closed
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stories, rather than improvisations that are part of a larger story and thus bound by
predetermined given circumstances. The examples Johnstone gives relate to specific
action choices made by improvisers and how to develop these action choices into
stories by developing the circles of expectation. Here a problem arises in relation to
Vogler’s generic story structure. As I mentioned earlier if an investigation into the
relationship between Vogler’s generic story structure and the scripted text and
performance text can lead to new material and Johnstone’s ‘Circles of Expectation’ is
the means by which this material is processed, then it is necessary to distil from the
relationship between Vogler’s generic story structure and the scripted text and
performance text specific action choices.

The problem I encountered in developing these action choices with Johnstone’s
narrative techniques pertains to the application of these techniques during an
improvisation. Although Johnstone does not go into detail about how he himself
applies these techniques, one can get a good sense of their application through his
style of writing. Rather than giving these improvisation techniques before an
improvisation, Johnstone feeds these techniques into the improvisation by stopping
the action. If, for instance, an improviser makes a choice that lies outside the circles
of expectation, then Johnstone will stop the action and encourage the improviser to
find an idea within the circle of expectation. Although I have found that this
technique works well with improvisations which are closed stories, it prompts
problems when working within a larger story such as Image! Because the given
circumstances of the story are already predetermined, the actors tend to fall back on
old choices, already contained in the scripted text and performance text, rather than
explore new choices. The work, which has already been done, becomes like a straight

jacket, which is difficult to break out of.
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One possible way of breaking out of this straight jacket, which was explored in
Image!, was to remove the improvisation completely out of the given circumstances
of the play and relocate the improvisation in a different set of given circumstances.
While rehearsing Act I Scene 2 we did improvisations with Tyson Cross playing
Luke Skywalker and Lauren Howden playing Obi Wan Kanobe. This enabled us to
see the improvisation as a closed story and thus develop the story with Johnstone’s
narrative techniques. After these improvisations we translated the given
circumstances back into the given circumstances of the play. A variation of this
technique is to translate the given circumstances into an entirely different genre, such
as a soap opera.

An example of an unsuccessful application of Vogler’s generic story structure and
Johnstone’s concept of ‘Circles of Expectation’ can be found in the development of
Mao’s entrance. During the rehearsal process Mao’s entrance underwent several
changes. The idea behind Mao’s entrance was to accentuate the clash between Mao’s
world and that of the Image Society and thus make the prospect of Mao taking over
Doug’s place look as bad as possible. In the first proposal I had Joan condemn Mao
for forgetting to pack certain aroma-therapeutic oil, while Liu watched this argument
in total bewilderment. This proposal underwent many changes and cuts until it was
finally decided to cut from Mao’s entrance straight to Liu’s reaction to Mao’s
entrance.

In the third week of rehearsal we were reworking Mao’s entrance. During this
rehearsal we had been improvising with ways in which Liu could build up her
expectations of Mao and then clash her expectations with Mao’s entrance. At some
point in the rehearsal I posed myself the question: what stage of the hero’s journey

does Mao’s entrance resonate with? The answer I arrived at was: The Special World.
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In stories, Campbell argues, “A hero ventures forth from the world of common day
into a region of supernatural wonder.” (quoted in Vogler 1998: 81) In relation to
Mao and the story of Image! The Image Society is such a special world. I then
sidetracked the rehearsal with a brief problem posed by the plot of the story. If the
means by which a storyteller highlights the hero’s transgression into the special world
by juxtaposing it with the hero’s ordinary world, then the plot of the play fails to
establish this juxtaposition. The reason this juxtaposition could not be established
was due to logistical problems posed by space. In order to solve this problem, we
would have to find a way of creating this juxtaposition within the frame of the special
world i.e. The Image Society.

After this discussion we resumed rehearsing the unit immediately preceding Mao’s
entrance. While rehearsing this unit Steven Pillimer, who played Mao in this scene,
came up with the proposal to cross between the two upstage flats, looking completely
lost. Steven’s proposal was met with a roar ;)f laughter from the other cast members
and myself. What Steven managed to achieve with this very simple and yet logical
choice was to distil from the concept of the juxtaposition of the ordinary world and
special world a specific action choice and at the same time debunk Liu’s expectations
of him.

What I have only recently come to understand is that Mao’s action of ‘getting lost’
set up justified circles of expectation, which, in terms of its Gestalt, demanded to be
explored. In retrospect I see that what should have happened is that we should have
taken Mao’s action into an improvisation, which would develop the story within the
set up circles of expectation and through this improvisation renegotiate the scripted

and performance text. Instead the action was left hanging and thus unresolved. The
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result of this was that Mao’s cross remained a gag, instead of developing the action
into the story.

What the above mentioned example shows is that in order to use Vogler’s generic
story structure and Johnstone’s concept of ‘Circles of Expectation’ effectively as
directorial tools in comedy theatre, the director needs to be able to identify the
beacons which will tell him/her that a certain action demands further exploration. In
some instances the exploration will lead the scripted and performance text far adrift

from the original proposal, in other instances it will only lead to a minor detour.

CONCLUSION

\

The process of making Image! was a rewarding experience for me. The combination
of having an experienced director of comedy theatre as a tutor and the opportunity to
engage in a lengthy process with a large cast, gave me the unique opportunity to
develop my knowledge and skills in making comedy theatre. Furthermore the
feedback I have received from audience members, staff members and my examiners
has not only shown me how the work on Image! needs to be developed, but also
which theoretical and practical issues I need to clarify for myself as a writer and
director.

The process of making Image! also gave me a unique opportunity to research two,
relatively new, directorial aids and their application in comedy theatre. However,
where [ think the research needs to continue is developing the specific link between
Vogler’s generic story structure and Johnstone’s ‘Circles of Expectation’ as a
directorial aid in comedy theatre. For me the research into this link did not move
beyond the script development in the rehearsal process. The research needs to be

taken further into the specifics of comedy theatre.
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IMAGE!

image premiered at The Standard Bank National Arts Festival on 1 June 2000 with
the following cast:

Mao (before haircut) and Vito Botma’s Assistant: Steven Pillimer
Mao (after haircut) and Doug Cave: Tyson Cross
Doctor and Vito Botma: Thain Torres
Liu: Esther Pan
Stuart: Bangikaya Poni
Linda: Lauren Howden
Joan: Jessica Haynes































































IMAGE!

Liu:

STUART:

Liu:

STUART:

Liv:

STUART:

LINDA:

STUART:

LINDA:

STUART:

Liu:

STUART:

Liu:

STUART:

Liu:

STUART:

Liu:

STUART:

Liu:

LINDA:

Liu:

STUART:

LINDA:

Mao exits.
What's happened?

Mr Doug Cave, seller extraordinaire, the marketing backbone of the image Society,
the role model of image therapeutics...

Get to the point.

Doug's regained consciousness.

What?

He’s 100% back to himself. Couldn’t be better.

Where is he?

I'm working on the whereabouts situation. fve got a dozen men combing the
streets of Cape Town as we speak. These are top notch men. The best money
can buy. And tax deductible. They’ll surely find Doug before the police.

The police?

Minor incident. Not even worth mentioning.

Why are the police looking for Doug?

Someone tried to kill him. A lone amok runner. A few amok runners, actually.
More like a mob. But that's OK. Because Doug is back and we can kiss the reject
from the Wild Coast goodbye.

Stuart, backtrack, what did the doctors say?

There was a lot of psychological mumbo-jumbo. Something about bi-polar
disorders...| can’t remember. Why’s this important?

Stuart, think!

Something about personality...um...personality retrograde.

Retrograde personality disorder.

That's it.

Do you realise what this means?

No, what?

Look it up in the manual.

What's with the uptight attitude. Doug’s back.

Got it, retrograde personality disorder! ‘The effects of retrograde personality

disorder include, amnesia...wada, wada, wada...’

—
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IMAGE!

STUART:
LINDA:
Liu:
LINDA:
Liu:

LINDA:

LIU:

LINDA:

STUART:
Liu:
LINDA:

LU

LINDA:
Liu:
LINDA;

Liu:

STUART:

LINDA:

Liu:

STUART:

Liu:

STUART:

LINDA:

So what? Doug never had a good memory.
No!

What?

No!

Linda!

‘Research conducted by Image Society therapists has proved that RPD can result
in total self-actualisation degeneration.’

No!

‘Furthermore RPD patients suffer from brief 30 — 60 seconds seizures triggered off
by certain words. During these seizures RPD have displayed uncanny mental
telepathic abilities. These seizures are coupled with an incessant urge towards
verbal violence.

Could somebody please translate that into English?

Doug's become an anti-seller.

He’s a walking time bomb.

Linda, worst case scenario. Doug happens to show up while Botma’s here. Doug
gets one of these attacks, there’s a lot of verbal violence and Doug happens to
mention Botma's erectile disability. What do you see?

| see Botma crushing us, grinding us into powder and blasting us into oblivion.

Will he pull back his investment?

Probably.

Stuart, find Doug.

't have him here by yesterday.

No. Don't bring him here.

Lock him up in a room and make sure he can’t get out.

Wait! What is going on here? This is Doug we’re talking about.

Doug isn’'t Doug anymore.

Let me just make sure our wave lengths are in sync. You want me, to lock up
Doug, the prime assets of this firm, a seller who has made us millions. And in the

mean time you are putting our entire financial future in the hands of a deadbeat.

Yes.

\
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| have a minor problem with that.

Stuart, when all of this over we’'ll get you into a support group for accountants
where you can talk about all your problems. But right now we’ve got to focus on a

real problems, which is Doug Cave. So be a good little accountant and do as your
told. Bye.

Act Two Scene Four

Doug Cave enters wearing the hospital frock and head bandage from Act one,
Scene one. He is also wearing ear muffs.

Hello? (takes off ear muffs.) Is anybody here? Hello?

Mao? Mao? (notices Doug’s back.) Mao! What's got into you? Do you think |
like hanging out at my sister's waiting for you to call. | know we have an open
relationship, but still expect you to call. Mao, are you listening to me. Mao!

She touches Doug. He tums around. She screams. He screams.

Who are you? What are you doing with Mao’s clothes?

Don’t hurt me. | didn't mean to do it. | can’t even remember doing it. It's just that
these words come out of my mouth | can't control it. They just pour out of my
mouth. Listen, 'm going to take off my ear muffs off now. Fll just wam you that
certain words set me off. So if | start bombarding you with verbal violence, it's
nothing personal. (takes ear muffs off.) Hi 'm Doug. Doug Cave.

Wo!

What?

I'm sensing seriously negative energy.

You can?

Reikki. I'm a certified reikki master. Did a whole three week course. Oh yes, it's
definitely negative.

That dream!
No wonder.
What?

Dreams are a very powerful cosmic force. It's trying to communicate. You've got
to open up those lines of communication and figure out what it's saying.

How do | do that?

Tell me your dream.

I'm about seventeen in this dream and I'm in this place like Sandton or Randburg.
And I'm vacuum cleaning in the nude.

/

25






IMAGE!

Liu:

JOAN:

Liu:

DOUG:

Liu:

DouG:

Liv:

DOUG:

Liv:

DOUG:

JOAN:

DouG:

JOAN:

DouG:
JOAN:
DouG:

JOAN:

DouG:
JOAN:
DoUG:

JOAN:

Liu:

We had an arrangement. | shouldn’t have listened to Linda. I'm putting a stop to
this, otherwise we’ll never get you to sell. (Doug has an attack) I've had it with
you.

Leave him alone, he’s not well.

| don’t need him well, 1 need him to sell!

Nei drae de nie si su mu ren? Nee jzan de nu li, czwan de nee de czo ee fu, gain
wo jzeong jzi gadong shi. Nee si say? Mai yo ren.

Wo jzi dow wo si say!

Nei bu jzi dow! Nee bu ren si nee jzi jee, bu ren si ling way de ren. Nee bu ren si
ee ga don shi! Nee jzi ren si David Hirschfeld.

Beow jzeong David Hirschfeld de ming jzi!

Oh, David Hirschfeld si nee de jzu. Nee mai yo jzu ren, mai yo shean sin, mai yo
show hai. Nei su mu dow mai yo. Ne si hin chong nre ren.

'm going to wire you.

Liu exits.

...eyes.

You speak Chinese?

No.

That is so cool.

Did I just have another attack?

Oh yeah.

Was it bad?

She looked pretty upset. But it's cool, she’s a bitch. We better get out of here
before she gets back. She said something about wiring you. | think it's some kind
of Chinese torture thing. You know, maybe we should go to my bakkie and talk
about that humming thing.

I'd like that.

Me too. She’s coming. Let's get out of here.

You don’t happen to know where we can get some take-away perlemoen?

We don't need it.

Joan and Doug exit. Linda and Liu enter.

| knew this would happen. | should have wired him a long time ago.
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Doug, you've got to help me. If I can just prove to her that | was right, then maybe
she’'ll start to respect me. And maybe that will grow into love. Do the pitch and
help me win her heart. Do it for love.

Get a grip on yourself.

Then do it for money.

Listen, I'd like to help you, but | can’'t. | don’t know who this Botma guy is. | don't
know what I'm supposed to do...

You just have to be yourself.

I've got amnesia. | can't remember who | am.

Insignificant details.

And all this Botma has to do is say the wrong word and I'll be off on one of my
attacks. Believe me, he won't like it. We're talking messy stuff. We’re takking
verbal violence.

It can’t be that bad.

OK, see for yourself. Say the word. Set me off. Go ahead. Say it! Chicken. You
know I'm a lunatic. You know I'm psycho.

So you've got a few minor quirks. Big deal. We can work around it.

I'm a walking time bomb. ['ve even managed to offend the woman [I've fallen in
love with. God knows how | did it. One minute we're making love in her bakkie,
the next minute she acts as though she caught me making love to another woman.
'm nuts! Why can’t you get that through your head?

Because I'm desperate. Doug if you don't do the pitch, then we're dead. We need
you Doug.

| came here to find out who | was. Now are you going to tell me or not?
Of course Doug. ['ll tell you everything you want to know.
Good.

N

Right after you're done with Botma. (straps Stuart into the chair.) Doug, what are
you doing?

I'm waming you. Tell me who | am, or you'li regret it.
| could tell you stories.
No, just the facts.

Well, it's kind of hard, because your occupation involves certain words. Let's just
say it rhymes with teller.
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You mean | was a Rockefeller. That's fantastic. | must be one of the richest
people on earth.

No Doug. The other word that rhymes with teller.
Mozzarella?

No, the word that does funny things to you.

| see... Iwas the word that rhymes with ‘umbrella’.
Exactly.

And what did | ‘smell’.

Well, you weren’t your Joe Soap kind of Cinderella. You were the best. You could
‘hell’ anything to anybody. But above all you sol... | mean, ‘mould’, image.

It's all coming back to me. A is for adrenaline: 'Ym a sex machine.” B is body. C is
for... ‘Moshimoshi Mr Yokihama.” That's temrible. That's depraved. | should be
ashamed of myself. As a matter of fact | am. No wonder | can't remember who |
am. As of right now 1 am going to clean up my act. Wait! Clean...vacuum clean...
The dream!

Does that mean you'll do the pitch?

It's coming together. The house represents my past deeds. The vacuum cleaner
is my new mission in life. My twin, what does he represent? Oh my God, I'm
wearing his clothes.

Doug?

Yes, Stuart?

I think you've finally convinced that you're totally off your rocker.

I'm glad { could help you.

So could you please get as far away from this building as possible. Have you ever
thought of going to Argentina? Beautiful country.

(puts on ear muffs.) Stuart, | just know you're going to set me off. | don't have
time for this, I'm on the brink of self discovery!

Doug, please. [l give you anything you want. Money, one way plane tickets.
Anything. Just get out of here before Botma gets here. Botma’s dangerous.
(Doug locks himself up in the closet.) Doug, please, don’t do this. Doug! Please!

Linda enters.

Stuart, what are you doing?

Just saying a little prayer, make sure that everything goes smoothly today. Amen.
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Well you'd better start psyching yourself up. We just got word that Botma'’s jet
landed at the airport. He’s running ahead of schedule and is going to be here in
twenty minutes. Did you find Doug?

Oh, I found him.

Where is he?

Locked up.

Thank heavens. God, | was so worried | could barely sleep last night. | having
these nightmares of Doug bursting in here and leashing out verbal violence on
Botma. It's was terrifying.

What exactly do you mean by ‘terrifying’.

As in ‘The Blair Witch Project’ terrifying. And look. (Hands Stuart newspaper.)
He’s made the front page today.

(scans through newspaper.) That sounds pretty messy...

I've heard that men are sensitive about their potency, but Botma takes the cake.
But luckily we don’t have to worry about Doug.

Listen, I've got a confession to make.

Liu enters.

Fifteen minutes to go people. What's the situation with Doug?

{(scanning through newspaper.) Stuart’s got him locked up.

Thank you Stuart. This has been a trying time for all of us. We haven't treated you
with the respect you deserve. I'm sorry for all the things | said: like when | said that
you make The Image Society sound like an escort service. And | know you were
seriously considering unilateral action to prove yourself. | just want to tell you how
touched | am that you stood by the team and when all of this is over, | want to
thank you properly.

You were saying something about a confession, Stuart?

| love you guys.

...the people who have come to the Image Society were a sorry bunch. They had
never known what it meant to be satisfied...

How are you feeling?

Considering that I'm about to come face to face with an arch villain, | feel pretty
good.

Botma’s running ahead of schedule. He'll be here any minute.

Everything is going to be fine. Breathe in your mantra, remember your ABCs...
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A loud noise comes from the closet. Stuart rushes towards it and imitates the
noise by banging his foot.

You can do it, Mao.

Mao, before we get started, | want to give you something.
She hands him the wire.

But this is the wire David Hirshfeld gave you. | can't take this.

| want you to have it. It's been a long joumey and | want you to know how much
you mean to every person in this room.

I won't let you down.

I know you won’t. Just stick to the script and whatever you do, don’t mention
Botma'’s penile handicap. OK?

Bell rings.
He’s here.
Lock and load.

You know, | think that's the first time I've ever seen you act purely out of your
heart.

Stuff it. 've got a whole box of wires.
Wait, there’s something I've got to tell you.
Not now!

There’s something you should know.
Stuart!

Let him in!

closet. Assistant scans the space with the electronic device. She goes towards
cupboard.

Botma’s assistant enterﬁvwith an electronic device. Stuart stands in front of the
What have you got in the closet?

Just a skeleton.

Cool. (calling out.) It's clean.

Hello everybody! Vito Botma has arrived.

Mr Botma, it's a pleasure to meet you at last. I'm Liu Wong, we spoke briefly on
the phone.
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'm Linda Bester.

Where's Stuart? You! Come over here. (Stuart is hesitant about moving away
from the closet) Come on, | won't bite your head off. Stuart here, now he knows
how to sell. He talks my kind of language. (fo Liu.) But you are a big
disappointment. You make this place sound like some kind of fancy pancy image
workshop provider. The joint’s got class. | like that. Everybody listen up, | want to
make one thing perfectly clear. We're flying strictly upmarket on this one.

We keep things as upmarket as they come.

Good answer. Upmarket equals big bucks. So we’ve got to keep everything slick.
First class all the way. | want those execs to feel as though they are in the comfort
of their own office getting a good spanking from their personal secretaries. But
we've got to sort a thing or two out. You don't have to tell Vito Botma how
important it is to keep a good cover. But you people take the concept of cover way
too far. How the hell is anybody supposed to figure out what you're really selling?
Think of the customers. And the listing in the yellow pages, was that your idea?

Yes.

Do you know how long it took me to find your listing in the yellow pages? How
long did it take me Dino?

Over an hour.

You know where | finally found it?
Under Image Consulting Services.
What the hell were you thinking?

Mr Botma, | just want to make sure we’re on the same wave length. Where in the
Yellow Pages would you suggest we place our listing?

Stuart, what kind of amateurs are you working with? Under escort services! The
listing should read: The Image Society — Barely legal male and female escorts
standing to fulfil your every desire.

All major credit cards accepted.

Mao enters in his rehearsed manner.

Well what do we have here.

(cell ings.) Moshimoshi, Mr Yokiyama. Tuesday in Tokyo. I'm sorry | can’t speak
now. (tums off cell phone.) You must be Mr Botma. It's a pleasure to finally meet
you and demonstrate what The Image Society can do for you.

This boy is good. You are going places in this business.

Let’s cut through the preliminaries and get right down to business.

Here? In front of all these peopie?
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