IN THE WESTERN GARDEN

by Stuart Spencer

“I't is closing tinme in the gardens of the west, and
fromnow on an artist will be judged only by the
resonance of his solitude or the quality of his
despair.”

Cyril Connolly, The Unquiet G ave



This play should be perfornmed according to the
foll ow ng casting schene:

First Actor:

Second Actor:

Third Actor:

Fourth Actor:

The Actress:

G ovanni (Water and W ne)
Gene (Level s of Perception)

Enrico (Water and W ne)
Al an (Level s of Perception)

Denni s (The Rot hko Room)
Buonarroti (Water and W ne)

G uliano (Water and W ne)
Leonard (Level s of Perception)

Alice (The Rot hko Room
Sally (Levels of Perception)



THE ROTHKO ROCOM

The Tate Gallery, London. The

‘Rot hko room’ W see | arge
canvasses by Rothko -- the Seagram
mur al s.

A low bench in the mddle of the
room

Alice sits on the bench. She is
somewhere in her forties or
fifties. It’s hard to tell. Her
shoes are off, sitting in front of
her. She is looking at a particular
pai nting.

Dennis enters. He is nore or |ess
Alice’'s age. He doesn’'t seemto see
her. He goes to the sane painting,
stands very close to it and studies
at it. It becones obvious that he
is blocking her view of it.

She sighs. Cears her throat.

The sound al erts Dennis, who turns
around to see the problem

DENNI S
On! Sorry ...

ALl CE
It’s all right

DENNI S

Didn't see you there ...

ALl CE
It’s quite all right

(He stands aside, they both | ook at the

pai ntings. After a nonent, he gl ances her
way. She is | ooking at the painting. He |ooks
back to it also. A pause for thought ...)

DENNI S
They're all portals.



ALI CE
Excuse ne?

DENNI S
Doors. Wndows. Archways, stage curtains. That's what
gi ves the room cohesion. They're each a form of

entrance, a gateway into ... sonething.
ALl CE
(Letting it register, but not entirely sure
yet.)
Yes ...
DENNI S
Qobvi ous, when you think about it.
ALl CE
Qovi ous but ... subtle.
DENNI S
Well, you wouldn’t want ‘Doorway’ witten under every
one.
ALl CE
| shoul d say.
DENNI S
Do you have a favorite?
ALl CE
Uh ... well ... those two | think -- down at the end.

(He turns to | ook. W can see them al so.)

DENNI S
(Di sappoi nted.)
Onh.
ALl CE
VWhat .
DENNI S

Those two —they’'re the only ones that are ..

ALI CE
Yes?



DENNI S
not portals.

ALl CE
Oh.

DENNI S
They’ re ground pl ans.

ALl CE
(Looking at them)
How can you tell?

DENNI S
Well, you see -- you're not |ooking through sonet hing.
You' re | ooki ng down. From above. Bird' s eye view. Like
the site of an excavation. That's the outline of the
bui l di ng there. See?

ALl CE
(Dawni ng. . .)
Oh ... yes. Al right.
DENNI S
(Leavi ng t hese behind.)
But the rest of them these -- they're all portals to
anot her pl ace.
ALl CE
(Taking themin.)
Yes. Well, | can certainly see that. Yes.

(He sits down next to her.)

DENNI S
(Modest | y.)

Standard interpretation.

ALl CE
Real | y.

DENNI S
Oh sure.

ALl CE

| never would have thought of it --



DENNI S
| read it in a book.
ALl CE
Very informative. Thank you.
DENNI S
Your first time?
ALl CE
Yes. | just happened to be wal king by the gallery and |

t hought, why not ?
(She | ooks at the paintings again.)
But that was quite hel pful. Thank you.

DENNI S
The question is, what place? Portals to where?
ALl CE
(Surprised; she | ooks back to the paintings
again.)
| don't know.
DENNI S
One doesn't know, does one.
ALl CE
No ...
DENNI S
Alnost as if he didn't want us to know
ALl CE
(Still |ooking at them)
No ...
DENNI S
As if he wanted it a secret.
ALl CE
(Confirmed now. )
Yes.
DENNI S
Not to know.
ALl CE

Not literally anyway.



DENNI S
Ri ght, exactly.

ALI CE
Where do you think they go?

(He | ooks at her as if surprised by the
guestion, as if seeing her now for the first
time. He al nost studies her.)

DENNI S
Were have you been?
ALl CE
well | ... what do you nean?
DENNI S
You happened to be wal ki ng by. Where are you goi ng?
ALl CE
Nowher e speci al
DENNI S
No particul ar destination?
ALl CE
Well ... here, | suppose. This becane ny destination. |

realized it as | wal ked in. Doesn’t that ever happen to
you. You arrive, then you think —yes, this is it.

DENNI S
| nt eresti ng.

ALI CE
s it?

DENNI S

Well, you know the story of how they ...
(The paintings.)
got here.

ALI CE



DENNI S
They were neant as a nural for sone restaurant. A
famous one, | forget the name, but very fanous. In New
York City. A comm ssion. But he finishes themand he
thinks, "I don't want ny paintings |ooking down on sone

rich bastards chewing their bloody sirloins.” So he
returns the comm ssion and he keeps the paintings. For
ten years, they sit. Nothing. Then this place offers to
buy them and he says "All right, but on one condition:
They get their owm room with the lighting just so --
like this, very dark, and they all stay together. It
stays together, the nural, forever."

ALl CE
And not a sirloin steak in sight.

DENNI S
So the Gallery says, all right. That's fine. W accept
your condition. The paintings arrive from New York, and
on that very norning they get a call overseas, fromthe
deal er in New York. That very night, while the
pai ntings we high up over the Atlantic, on their way
here -- at that very nonment, he killed hinself.

(He | ooks at the paintings. She | ooks at them
too, as if for the first tine.)

See what | nean?

ALI CE
| m not sure.
DENNI S
It was his destination al so.
ALI CE
Like a letter froma dead man.
(He | ooks at her for a nmonent ...)
DENNI S
How coul d you | eave |ike that?
ALI CE
Denni s, don't.
DENNI S

No? Why shouldn't [?



ALl CE
This was going so well.
DENNI S
It’s ridiculous —all this formality.
ALI CE
| thought that’s what you wanted —
DENNI S
Wiy did you | eave?
ALI CE
| didn’t |eave.
DENNI S
Oh real ly?
ALl CE
Vll I"mhere, aren’t I? I"mhere now.

(He | ooks at her angrily. Then he | ooks to
the painting on the fourth wall for a | ong
moment, silent. She |ooks at it too. A

pause.)
ALl CE
| f you | ook | ong enough, they start to shimrer.
DENNI S
Yes?
ALl CE

Vi brate, alnobst. This one in particular.
(She nods to the fourth wall. He | ooks at her
skeptically.)

Go ahead, | ook.
(He | ooks. A long pause.)

Do you see?

DENNI S
no.

(Her eyes don't | eave the canvas.)

ALl CE
Go stand right up next to it.
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DENNI S
What do you nean?

ALl CE
Ei ghteen inches is the perfect distance.
(He | ooks at her skeptically.)
That’ s what he says.
(A nod to the painting, indicating she neans
Rot hko.)

DENNI S
How do you know?

ALl CE
It’s in the flyer.
(She indicates the nmuseum brochure.)
Go ahead. Go right up to it.

(He stands and wal ks far downstage, facing
t he audi ence. He is inches fromthe
pai nting.)

ALl CE
Gve it a nonent.
(He continues to | ook. Another |ong pause.)

Yes?
DENNI S
(After a nonment, still |ooking. There's a
glinmer, but he's still not sure.)
Mmm
ALl CE
Yes?
DENNI S
(Suddenly, like a revelation.)
Yes.
ALl CE
As if there’ s sonmething behind ... sonething el se.
DENNI S
(Still 1ooking, caught up in the experience.)

When did you notice this?
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ALl CE
| just -- | don’t know. | found nyself watching it and
it started to shimer --
DENNI S
Yes.
ALl CE
Trenmbl e al nbst. And there’s nothing but the painting.
DENNI S
not hi ng, no
ALl CE
shi nmering, vibrating ..
DENNI S
gl owi ng.
ALl CE

Beauti ful, but

(SIight pause.)

DENNI S
(Still 1ooking.)
But what ?
ALl CE
But ... not beautiful.
DENNI S
Yes. Beautiful. And ... not beautiful. That's exactly

it.

(He steps away fromthe painting, turning to
| ook at her, though he stays where he is.)

ALl CE
| nmust be goi ng.

(She starts to put on her shoes.)

DENNI S
You can’t go now.

ALl CE
That’s all | wanted to do. | wanted you to see that.
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DENNI S
Wanted ne to see what?

ALl CE
(Not really paying attention; struggling to
get her shoe on.)
That it shinmmers. That there’s sonething there.

DENNI S
Yes and what el se?
ALl CE
What do you nean, what el se? What else is there?
DENNI S
But why does it shimer?
ALl CE
| can’t explain that.
DENNI S
Then why are you telling nme?
ALl CE
|’mnot telling you. | asked you to |ook, and you did.
You | ooked, you saw.
DENNI S

There’s got to be nore to it than that. You nust know
why.

ALI CE
It shimrers because that's what it does.

DENNI S
And why should it do that?

ALl CE
| told you, | can’t explain.

DENNI S
Because sonething is on the other side? Because we can
see through to the other side?

ALl CE
Yes, |1’ve told you.
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DENNI S
Then what is it? Wiat's on the other side?
ALl CE
If I could tell you, I would. But there’'s nothing I

could say that would explain. If | could, there
woul dn’t be any reason for the painting.

(Her shoe is on. She starts to go.)
DENNI S
This is worse than the fact that you left in the first
pl ace. Do you know t hat ?

O is it that you just don't you care.

(This cuts. She turns inpatiently. She | ooks
at the fourth wall painting, then to Dennis.)

ALl CE
Al right, what do you see?

DENNI S
| just told you.

ALl CE

Behind that. The reason for all that shimrering.

DENNI S
(Slight pause. Considering.)
| don’t want to say.

ALl CE
Why not ?
DENNI S
| don’t want to think it.
ALl CE
Why not ?
DENNI S
Because it’'s ... it’s not .. it’s like you said: it’s
sonething ... not beautiful.
ALl CE

And?
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(He | ooks again.)

DENNI S
It’s like the flickering of a candle.

ALl CE
So0?

DENNI S
Li ke a flane.

AL| CE
And?

DENNI S
And it scares ne.

AL| CE

It can be frightening, yes.
DENNI S
(Sarcastically.)

Well that’s very conforting. Thanks a |ot.

(He turns away. She takes a nonment to re-

consi der.)
ALl CE
Sunl i ght.
DENNI S
(Confused.)
what? |’ msorry, but | don’t
ALl CE
That’s the closest way to say it. Sunlight. It's a
flame, after all, isn't it. Aterrible, blinding

burning. But at the sanme tine, quite beautiful. The
nost beautiful thing there is.

DENNI S
(Real i zation.)
lt’'s true.

ALI CE
Isn't it.
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DENNI S
You're right.

ALI CE
So in a sense ..

DENNI S

Yes.

(Beat. She goes back to the other subject)

ALl CE
It had nothing to do with you
DENNI S
No, | know that.
ALl CE
Do you? Real ly?
DENNI S
Well, it sonetines feels as though ... maybe ..
wasn’'t -- oh this is stupid ..
ALl CE
What ?
DENNI S
wor t hy.
ALl CE

Well that’s all it was. A feeling.

| f you think about it, if you really try to understand

-- you'll knowit was just ... | had to go. There
wasn’t any choice. Yours, mne, anyone's. It was tine
for me to go. Everyone has their tine. |I’ve had m ne,
you' | | have yours.

DENNI S

|’ ve been so angry ...

ALI CE
O course. Who woul dn’t be?

DENNI S
Real | y? You think?
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ALl CE
(Laughi ng.)
Ch pl ease. Furi ous!
DENNI S
| kept -- 1 just assuned | was sonmehow ... | don’'t

know. A crank of some ki nd.

ALl CE
You’'re not a crank.
Well, you are -- talking to yourself in galleries after
al | .
DENNI S
Don’t say that.
ALl CE
What ?
DENNI S

talking to nyself You're here. | know you

are.
ALl CE

Yes, but inmagi ne what sonmeone woul d see, if they wal ked

in right now

(SI'ight pause.)

DENNI S
You know, | wonder.

ALI CE
Wwnder what ?

DENNI S

If I knew that you would be here. Not knew, but sonehow
felt

ALl CE

You were ready to see ne. That’s all.
DENNI S

Ready?
ALl CE

You were ready.
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DENNI S
But why now? |’ve m ssed you so | ong.
ALl CE
Today you were ready. | don’t know why. One never knows

why. Even he doesn’t know why.

(A nod to the painting again, indicating
Rot hko.)

DENNI S
Do you really have to go?

ALl CE
| really think I ought to, now.

DENNI S
Hol d ny hand, would you?
(She takes his hand. He presses it with his
ot her hand.)
You really have to | eave?

AL| CE
| think so.

(He gets it.)

DENNI S
Thank you for
ALl CE
maki ng this ny destination?
DENNI S
Yes ... that’s it, isn't it. You were ... bidden. And

you carne.
(She smiles indulgently.)

ALl CE
If you'd |like another mnute, you could walk out with
ne.

DENNI S
No.

ALl CE
Then you’ re staying.
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DENNI S
| can’t walk out with you. I'd only have to say good
bye to you sonepl ace el se. Better it were here.

ALl CE
That’s very smart. You were always such a smart boy. |
worried about ny other children when | had to | eave.
But | never worried about you. You were so young, the
youngest. But even then | knew how smart you were. And
| knew you’ d be fine.

DENNI S
Good bye.
(He presses her hand one nore tine, then
turns to study anot her painting.
ALl CE
| think you re wong about that one, though. | think
it’s also a door. | think they're all doors.

(She stays for just a nonent, then realizes
it’s tinme for her to go —the signal has

al ready been given. She turns silently and
exits.

He watches her go. Then he sits and studies
the painting as the lights fade.

End of play.)



Chri st !

What a day!

ACT ONE/ page 19
WATER AND W NE

The dark interior of a vaulted
chanber. It is used as the storage
roomfor a vineyard, so there is a
| arge wooden vats and an array of
bottles - sonme of themfull and
corked, others enpty.

There are two exits, both heavy
wooden doors. The first goes to the
out side. The second, upstage, |eads
to a "cellar"™ which is burrowed
into the side of the hill, so you
don't have to descend steps to get
intoit. The cellar door is |ocked.

It is late afternoon on a winter's
day. Qutside it is cold and rainy.
The light is beginning to fail. A
single candle is on the table. It
brings a warmglow to the otherw se
dank room But we can hear the w nd
and the rain whi pping against the
side of this stone structure,
buried half beneath the ground.

The year is 1506. W are on a farm
out si de Fl orence.

The door bangs open and a nan
enters. He is in his sixties, but
the farner's |ife has nade hi m| ook
much ol der. He has a beard, and is
weat hered and grey.

Behind himw Il follow Enrico, in
his early twenties. He's very
handsonme and energetic, and very
ear nest .

G OVANNI

(He sees the door is still open.)

Cl ose the door for God's sakel!



ACT ONE/ page 20

(Enrico reaches back and cl oses the heavy
wooden door.)

ENRI CO
The rain is good for the grapes, though.

G OVANNI
It's bad for the old nen.

ENRI CO
In the sumrer, you'll be happy we had so nuch rain.
You'll be dancing around the wi ne press singing songs
to the Madonna.

G OVANNI
If I live that |ong.

ENRI CO

You say that every year.

G OVANNI
Every year | could die. And |I have never danced around
any wi ne presses. Light a candle.

ENRI CO
It's lit. Liccia nust have conme down.
A OVANNI
That's it? That's the only candl e we have?
ENRI CO
They' re expensive, papa.
A OVANNI
Well, we've got noney now, don't we.
ENRI CO
Do we?
A OVANNI
Well, as soon they get here and take a ook at it. |

think they'll pay plenty, don't you?

ENRI CO
| don't know. | hope so.



ACT ONE/ page 21

G OVANNI
Ah well, there you go. Hope. You add faith and charity,
and you' ve got yourself a Beatitude.

ENRI CO

Fai th, hope, and charity are not Beatitudes.
A OVANNI

No? What are they?
ENRI CO

They're just three good things to have. The greatest of
themis charity.

G OVANNI
Ch forgive ne, I'"'mjust an ignorant old nman.

ENRI CO
Just because | go to church and you don't

G OVANNI
The last tine | went to church that crazy Savanarol a
got up in the pulpit and scared ne half to death.

ENRI CO
They say he's not so frightening since they burned him
at the stake.

G OVANNI
And a good thing too.

ENRI CO
Savanarol a had sonme good things to say.

G OVANNI
Why don't you march down into town and say that to the
near est Medici who happens to be wal ki ng by? |
understand they've got a few stakes left and kindling
i s cheap.

ENRI CO
That's exactly ny point. The Fam |y would do just that.

G OVANNI
So woul d Savanar ol a.

(Enrico dismsses himwth a wave.)



ACT ONE/ page 22

ENRI CO
Ch - you're an old nman.

A OVANNI
You only noticed just now? Wiere are the candl es?

(Govanni is looking for themin a | ow
cabi net against a wall.)

ENRI CO
One is plenty.

G OVANNI
We're going to have noney soon. You wait and see. W'l
have candl es, sone new cl ot hes, maybe a hel per for that
| ovely sister of your's so she doesn't conplain all the
ti me about the work she has to do.

ENRI CO
Papa . ..

G OVANNI
"' m sorry.

ENRI CO
W agr eed.

G OVANNI
Yes, yes. |I'msorry.

ENRI CO

Li ccia works very hard.

A OVANNI
God knows she works harder than your nother ever did.
Now t here was a | azy one.

ENRI CO
Papa, that's not nice!

G OVANNI
It's truel

ENRI CO

Yes, but you don't say that about the dead.



ACT ONE/ page 23

G OVANNI
You say what's true about the dead and |l et the dead
take care of thensel ves. Anyway, they' re dead. Wat do
t hey care?

ENRI CO
You're a wi cked ol d man.

G OVANNI
Yes and you are young and stupid. So when they get
here, you let ne do the talking. | plan to get our

money's worth out of this little artifact we've
di scover ed.

(He has found three candles. He sits at the
tabl e, and sets about putting themin hol ders
and lighting them)

ENRI CO
Little artifact!
A OVANNI
Yes, exactly.
ENRI CO
Ch papa! It's scul pture!
A OVANNI
" m not inpressed by words, |'msorry.
ENRI CO

Maybe because you don't understand it.

A OVANNI
Oh! God save us! And you do, | suppose.

ENRI CO
No, but I admt it. I'"mhunble in ny ignorance.



ACT ONE/ page 24

G OVANNI
It's a very pretty piece of stone, I'll give you that.
But all this hub-bub about art? That's for the Medici
and the Pope and all those city fol ks who | ove to
stroll around town gasping at all their |ovely
bel ongings. Me, | go into the vinyard every day and do
nmy job. And do you know what? When they sit down to
their table in the afternoon, they enjoy a very fine
W ne because of nmy work. Wne that in ny ignorant
opinion is every bit a thing of beauty as any of their
fancy art.

ENRI CO
Qur wor k.
A OVANNI
You're right -- because the one thing you do know how

to do is when to pick the grape.

ENRI CO
Thank you.

G OVANNI
No small talent, that. Not just anyone can tine it the
way you can. W make good wi ne because of that.

ENRI CO
Thank you Papa.
A OVANNI
A serious, businesslike exchange of cash is all I'm

| ooking for. No elegant talk for me, if you pl ease.

ENRI CO
You're a terrible philistine.

G OVANNI
| don't even know what that is, so it can't possibly
bot her ne that | am one.

ENRI CO
It's in the Bible.

A OVANNI
This explains why | don't know.

ENRI CO
Anyway, we'll both going do the talking.



ACT ONE/ page 25

G OVANNI
| don't think we're having this discussion.
ENRI CO
Bot h of us, Papa.
G OVANNI
You don't know the first thing about business.
ENRI CO
And you don't know anythi ng about art.
G OVANNI
| don't need to know anyt hi ng.
ENRI CO
For this, it wouldn't hurt.
G OVANNI
I'"'mthe head of this famly and | do the business.
ENRI CO
You coul d give sonething away and not even know it.
G OVANNI
We've got one itemon the block: a statue. We're trying
to get two thousand for it, tops. We'll settle for one.

| know the difference between 1,000 and 2, 000. That
much busi ness sense | know | have.

ENRI CO
Papa, please. Just don't close any deals w thout
checking with ne first.

G OVANNI
"Il see how it goes.

(He goes to the upstage door and tests it.
It's | ocked.)

ENRI CO

Papa ...
G OVANNI

| said I'lIl see. Now |l eave it. When does he get here?
ENRI CO

| don't know. And it's they.



ACT ONE/ page 26

G OVANNI
They?

(Enrico sits at the table.)

ENRI CO
There are two of them Buonarotti and a friend of his.

G OVANNI
Anot her artist?

ENRI CO
| don't know

G OVANNI
Maybe a busi nessnman.

ENRI CO
May be.

G OVANNI
Maybe sonmeone fromthe governnent.

ENRI CO
Maybe, | don't know.

G OVANNI
Maybe a Medi ci

ENRI CO
| doubt it.

G OVANNI
Why ?

ENRI CO

They don't even know what we have yet. They may not be
i nterested.

A OVANNI
Not interested?! Are you serious?

ENRI CO
They haven't seen it yet, papa.

A OVANNI
Yes, but you described it to themin your letter,
didn't you? You nmade that little drawing of it.



ACT ONE/ page 27

ENRI CO
|"m sure ny drawi ng | ooked very sinple to the |ikes of
Buonarroti .

G OVANNI
| thought it |ooked very nice.
ENRI CO
You're ny father.
G OVANNI

Yes, but | don't like you enough to conplinment you if
you don't deserve it. That was a good draw ng.

ENRI CO
Thank you.

(G ovanni goes to him)

A OVANNI
| always thought you had talent.
ENRI CO
Thank you.
A OVANNI

Who knows? Wth a little instruction, maybe you could
be a real artist.

ENRI CO
It takes nore than a little instruction, Papa. It takes
a long tine and hard work.

A OVANNI
Well, you were always | azy.

ENRI CO
| am not | azy!

A OVANNI
Ckay, all right.

ENRI CO

You know that you need ne here, Papa, and that's the
end of it.

G OVANNI
| was only saying ...



ACT ONE/ page 28

ENRI CO
W' ve been through this a hundred tines.

A OVANNI
If you' d let ne get a word in ...

ENRI CO
Let's just drop it!

(Enrico gets up and crosses away from

G ovanni, though he soon realizes he has
nowhere to go and ends up floating on the
ot her side of the room)

G OVANNI
| never heard of anyone finding a piece like this, have
you?

ENRI CO
Well, no. But we don't get nmuch news up on this
nmount ai nsi de, papa.

G OVANNI

They're always digging up a piece of this, a chunk of
that. But a whole statue? In virtually the sanme
condition as the day it was finished? Nowthat's a rare
t hi ng i ndeed.

ENRI CO
You may be right. | hope you are.
A OVANNI
You and that hope again.
ENRI CO
I"monly saying that | don't know.
A OVANNI
And not just any old statue, but a great one. | nean,

that is one very inpressive piece of marble, don't you
think? So dramatic. The way they're all tangled up in
the snakes like that, struggling to get free. It's
pathetic, really, if you think about it. Really, very
t ouchi ng.

ENRI CO
You sound |ike you alnost like it.



ACT ONE/ page 29

G OVANNI
(1 ndi gnantly)
| do.

ENRI CO
| thought you couldn't care | ess about all that fancy
art nonsense.

G OVANNI
| don't care about all the nonsense. But | like the
statue. It's ... | don't know. It's good. It's nothing
to get excited about it, but it's good. | never said it
wasn't good.

ENRI CO
You said you weren't inpressed by it.

A OVANNI
| never said such a thing.

ENRI CO
You did. You just said it a few m nutes ago.

A OVANNI
You don't listen. | said | wasn't inpressed by all the

nonsense that goes with it. O course |I'minpressed by
the statue. Who woul dn't be? You'd have to be blind. O
stupid. What do you take ne for anyway? A philistine?

(Enrico goes to the table with the w ne
bottles on it.)

ENRI CO
|"mgoing to have a little. How about you?

A OVANNI
Unlike ny son, | try not to drink up the profits.

ENRI CO
So you won't have another after this cup.

A OVANNI
Exactly.

(Enrico hands hima cup of wi ne.)

G OVANNI
You're not such a bad son



ACT ONE/ page 30

(There's poundi ng at the door.)

G OVANNI
It's them

ENRI CO
I"11 get it.

G OVANNI
Don't forget, | do the talking.

(More poundi ng.)
Come in! Now be obedient for once in your life.

ENRI CO
Yes, papa.

(Two nen enter. The first, Buonarroti, is
about thirty. He is bearded and not very
attractive. He is overbearing in his manner,
abrupt and arrogant. The second man, G uliano
da Sangallo, is in his forties. He is quite
straight-forward, businesslike. They are both
very wet and wi nd-bl own.)

G ULI ANO
God in heaven! The wind on this nountain!
G OVANNI
Bad day out there.
G ULI ANO
Terri bl e!
G OVANNI

Let ne take your cloaks. Enrico, sone help here.

G ULI ANO
Yes, yes, thank you so nuch.

(Meanwhi l e, Enrico has stepped in to take
Buonarotti's cloak. Buonarotti's eyes fasten
on Enrico, who manages -- barely -- to neet
t he gaze. Buonarotti's tone is stern and
formal .)
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BUONARROT

You didn't tell us it was so far up the hill.
ENRI CO

It's a steep clinb, yes.
BUONARROT

Look at this. |I'm soaked through.
ENRI CO

"1l get you sone dry clothes if you |ike.
BUONARROTI

No, no, don't bother. I'mnot staying that |ong.
G OVANNI

We t hought you might stay for dinner.
BUONARROT

W have to get back
G ULI ANO

| don't know. D nner doesn't sound so bad to ne.

BUONARROT
| want to be back in the city tonight.

G ULI ANO
We're going to have to eat somewhere.

ENRI CO
Yes - please stay. It would be such an honor for us to
have you ...

BUONARROT
"' m not staying for dinner!

A OVANNI
| f he doesn't want to stay he doesn't have to.

BUONARROT
| just want to |look at the statue. That's what | cane
for.

ENRI CO
O course, of course. | only neant that



ACT ONE/ page 32

BUONARROT
| know what you neant.
A OVANNI
We | et our guests do what they like.
BUONARROT
Thank you.
A OVANNI

You don't want to eat ny daughter's delicious cooking,
there's nobody here going to force you. My nane is
DeAngel o. This is ny son Enrico. He's the friendly one.

BUONARROTI
| ' m Buonarroti.

(Guliano steps forward to shake hands.)

G ULI ANO
Guliano Da Sangallo. It's a pleasure. The Fam |y woul d
like you to know that they are very pleased you told
them first of your discovery.

ENRI CO
We knew that they'd appreciate the value of a great
work like this.

G OVANNI
And have the noney to pay for it.

(Guliano is a little enbarrassed by this.)

G ULI ANO
Yes, yes of course.

BUONARROT
May we see the statue?

A OVANNI
It's right in there.

(He indicates.)

W put it inthe cellar - it's got the only door we can
| ock.
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G ULI ANO

Very snmart.
BUONARROTI

You didn't tell anyone else about it, did you?
G OVANNI

W' re peasants up here, you know -- not idiots.
G ULI ANO

Oh he didn't nean that you ..

(G ovanni goes to get a candle and a key,
lying on the table. He unlocks the cellar
door.)

G OVANNI
(i nterrupting)
W didn't tell a soul. But you can never be too
careful. | didn't want sonebody stunbling in here and
catching a glinpse of it before you arrived. --Wl
gentl enmen? Care to have a | ook?

(Guliano and Buonarotti | ook at each other.)

BUONARROTI
You go ahead.
G ULI ANO
You' re not com ng?
BUONARROTI
| want to sit for a mnute and clear ny head. |I've got
too many thoughts going around init. I won't be able
to ook at it properly.
G ULI ANO
Well, if you insist.
BUONARROTI
| do.
G OVANNI

Al right, then. Cone along. Take that candle with you.

(G uliano takes a nearby candl e and G ovanni
They are gone.)
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ENRI CO
Pl ease, have a seat.
BUONARROT |
Thank you.
ENRI CO

You're sure you don't want sonme dry cl ot hes.

BUONARROTI
They' Il only get wet when | go back into the rain.

ENRI CO
You really can spend the night if you Ilike.

BUONARROTI
You're very kind. No thank you.

ENRI CO
What ever you want. But | want you to know that we're
not just being polite.

BUONARROTI
| under st and.

ENRI CO
We have a confortable house. The beds are warm and dry
and they don't have lice. My sister's cooking is really
very good - everybody says so, even ny father, and he
isn't one to give conplinments. | don't understand why
you'd want to go back tonight in the rain. It'll be
dark soon, too.

BUONARROTI
Maybe | |ike the dark.

(This stops Enrico short. He turns away
vaguely until his eye falls on the w ne

bottles.)
ENRI CO
Wul d you like a glass of w ne?
BUONARROTI
s it your own?
ENRI CO

We grow the grapes right out on that hillside.
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BUONARROT
"1l try a cup.

(Enrico pours two cups.)
ENRI CO
| think we make a good wine up here. Very light. But
with a good body.
(He hands Buonarroti the cup.)

But you tell ne.

(Buonarroti drinks it down.)

BUONARROTI
It's fine.
ENRI CO
You barely tasted it.
BUONARROTI
| thought it was fine.
ENRI CO
You couldn't possibly know, drinking it that fast.
BUONARROTI
| know everything |I have to know.
ENRI CO
Then you don't really care about good w ne.
BUONARROTI
You're right, I don't. Now pl ease, |eave ne alone for a
m nut e.
ENRI CO
To cl ear your m nd.
BUONARROT
Yes.
ENRI CO
The way a wine drinker will clear his palate. So that

you' re ready to have the experience.
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BUONARROT

That's right.
ENRI CO

That's the only thing that's inportant to you.
BUONARROT

Yes.
ENRI CO

Sonetinmes, | draw. Papa tells nme |I'mvery good.
BUONARROTI

For a man who doesn't hand out many conplinents, he
seens to do it rather often

ENRI CO

| m ght have gone to Florence to study.
BUONARROTI

Way didn't you?
ENRI CO

| thought | should stay on the farm M father needed
t he hel p.

BUONARROTI
W all make choi ces.

ENRI CO
The drawi ng of the statue that we sent you. Did you
bring it?

BUONARROTI
Yes.

ENRI CO
May | see it?

BUONARROTI

It's in the cloak. Probably soaked through.

(Enrico goes to the cloak, runmages through
t he pockets, and produces a rolled piece of
paper. He spreads it on the table.)

ENRI CO
Do you m nd?
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BUONARROTI
M nd?

ENRI CO
Gving me a critique?

BUONARROTI
You drew t his?

ENRI CO
Yes.

BUONARROTI
It's not bad.

ENRI CO
Do you think?

BUONARROTI
You nust practice.

ENRI CO

Oh yes, innmy spare time. In the winter, nostly. Wen
the weather is like this.

BUONARROTI
| nmeant you ought to practice. More.

ENRI CO
Oh.

BUONARROT
The nodelling of the flesh is abrupt, here. You see?
You can bring out the sense of nuscle, of weight. Don't
pass over it as though it isn't there. It's there.
Acknow edge it.

ENRI CO
| see. Anything el se?
BUONARROT
That's all.
ENRI CO

That's the only criticismyou have?

BUONARROT |
Yes.
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ENRI CO
You' re very Kkind.
BUONARROT
No |'m not.
ENRI CO
Then you really nmean it. You think |I have tal ent.
BUONARROT
| don't know what talent is. You can draw.
ENRI CO
Enough to go to Florence? To study?
BUONARROT
That | have no i dea.
ENRI CO
| f you don't know, who does?
BUONARROT
You want to nake it a matter of talent. I'monly saying

that | don't knowif talent is so inportant. There's a
| ot that goes into being an artist besides talent.
Personality. Luck. Skill

ENRI CO
But you said | had skill
BUONARROTI
There's skill and there's technique.
ENRI CO
But that's what | would learn if | studied, wouldn't [?
BUONARROTI
| suppose so.
ENRI CO

Then you do think I have sonethi ng.

BUONARROTI
Yes.

(There obviously is sonmething else on his
m nd. Enrico senses it.)



ACT ONE/ page 39

ENRI CO
What .
BUONARROT
Don't go to Florence. Don't study painting.
ENRI CO
Why not ?
BUONARROT

It would be selfish. Your father needs you.

ENRI CO
If I were a successful artist |I could support ny
father. He'd never have to work again.

BUONARROTI
And you mght fail mserably. Mdst artists fai
m serably. Even sone of the bad ones. Better to stay at
honme and nake w ne.

(Enrico lets this sink in for a nonent. It's
depressing, not the answer he wanted. For

| ack of anything to say, he offers Buonarroti
nore w ne.)

ENRI CO
Did you want sonme nore?

BUONARROT
| ' ve had enough, actually.

ENRI CO
You don't like it?

BUONARROT
It's all right.

ENRI CO

That's what you said about my draw ng.
(Buonarroti shrugs.)
Well, nmaybe you just don't |ike good w ne.
BUONARROT

| know good wi ne, believe ne. This isn't good. It's
heavy and bitter.
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ENRI CO
You don't know what you're talking about.

BUONARROTI
| know how sonet hi ng tastes.

ENRI CO
You may be a great artist, but I ama w nemaker. W
have the finest wwne in the region on this farm W're

small, we're not fanpbus. But the wi ne is good.
BUONARROT
Have it your way. My way, it's heavy and bitter.
(A pause.)
ENRI CO
Wiy do you have to be so unkind?
BUONARROT
Wiy do you have to be so beautiful ?
ENRI CO
Excuse nme?
BUONARROT
You heard ne.
ENRI CO
| don't know what to say ...
BUONARROT
Try answering the question.
ENRI CO
| don't know what you nean ...
BUONARROT
| asked you why are you beautiful. It's a sinple enough
guestion, isn't it? You answer mne, |'ll answer yours.

Way. Are. You. Beautiful.

ENRI CO
First of all, | don't happen to think I"'mso ..

BUONARROTI
Just answer the question.
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ENRI CO
| ook the way | am because ... because that's who |
am Because that's how God nade ne. | had nothing to do
with it.
BUONARROTI
Good answer.
ENRI CO
Now you. You answer m ne.
BUONARROTI
Isn't it obvious? The sane reason. |I'mnot a nice

per son because God nmade ne that way.
(Buonarroti takes a drink of w ne.)

OCh cone now, don't look so glum Your wine is not to ny
taste. What could be sinpler.

(Enrico gets up and puts the wi ne back on the
| ow cabi net.)

ENRI CO
Don't bot her taking back your words.

BUONARROT
" m not taking them back. I'mexplaining them 1| told
you the truth and you didn't want to hear it. That's ny
busi ness, afterall -- telling the truth. You probably

never thought of it, but what | do isn't about chipping
away at bl ocks of marbl e and dabbi ng paint onto
plaster. It's about telling the truth. Everything el se
is just technique. |'ve gotten very good at it, as you
may have heard. And once you get good at sonething it's
hard to break the habit. And if the truth is unkind,
well, then so be it. O Anmen, as they say in church.

ENRI CO
Do you go to church?

BUONARROTI
My dear, | build churches.

ENRI CO
You're a liar.
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BUONARROT
No, | really do. I've already built a chapel for the
San Lorenzo. I'mgoing to build a church for the Pope

in Rone if they ever get the old one torn down. In the
meantime |'mgoing to paint the ceiling of the Pope's
chapel, which I admt isn't the sane as actually
constructing the building itself, but believe ne --
after I get done with the ceiling of that chapel
nobody's going to think of that building as a buil ding.
They're going to think of it as a ceiling and nothing
nor e.

(Enrico has finally really gotten furious
listening to this. He's barely containing his
rage.)

ENRI CO
Are you done congratul ati ng yoursel f? Because what |
meant was: you're a |iar about being unkind. God didn't
make you that way. You' re unkind because you want to

be. To ne, in particular. | could see it the nmonent you
wal ked i1 n.
BUONARROTI
You saw t hat.
ENRI CO
Yes.
BUONARROTI

How observant you nust be to see all that with one
| ook.

ENRI CO
Yes, because | can see things! | have an eye -- just
like an artist.

BUONARROTI
Ch, this again.

ENRI CO

What is it, jealousy? Are you so afraid that | m ght
really be good? Is that it?

BUONARROT
Now you flatter yourself.
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ENRI CO
But when you first | ooked at this -- the first thing
you said was that | could drawi That it was good!

BUONARROTI
| said it wasn't bad.

ENRI CO
That | nust practice. But everyone nust practice!
Everyone has sonething to | earn! Even you weren't born
the way you are! And for someone who grew up on a farm
this isn't bad. Were would you be now if you had grown
up on this nountain? The truth is that | could |learn
Anyone could |l earn what they need to be an artist -- if
they want to badly enough.

BUONARROT
If that were true, then ny donkey could wite poetry
and the pope would paint his own ceiling.

ENRI CO
| aman artist! | know | am

BUONARROTI
If you' re so sure, then why do you keep asking nme?

ENRI CO
Because you are Buonarroti!

BUONARROT
And what is that? What is Buonarroti? It's nothing!
am not hi ng! You are nothing al so! W are both not hing!
The work is the only thing that is sonething! Mre than
that | cannot tell you!

(Pause.)

ENRI CO
| think you're the cruelest nman | ever net.

BUONARROT
And | think that sonetimes, underneath cruelty, there
is sonmething very beautiful. And sonetines, in
beauti ful things, there can be that which is painfully
cruel .

(Pause.)
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BUONARROTI (con’t)
And now if | mght have just a glass of water. |
understand the water up here in the hills is quite
good.

(A noise fromw thin. The others are
returning fromthe cellar.)

ENRI CO
(suddenly, w thout warning)
Take me with you.

BUONARROTI
What ?
ENRI CO
| want to go to Florence. | don't care if | don't have
talent. | want to study art. | want to study with you.
BUONARROT

Pour me the water.
(Enrico hesitates.)

Pour .
(Enrico pours hima glass froma pitcher.

G ovanni and G uliano enter fromthe cellar
| aughi ng and tal king. G ovanni goes to the
tabl e and bl ows out the candle as he tal ks.)

G OVANNI
(exuberantly)

No, no -- it was conpletely by accident. Enrico was
digging the new well just as | had told him which was
pretty extraordinary in itself nowthat |I think of it,
when all of a sudden he's all stooped over, digging
away at sonething in the dirt. But the mnute | get
there I can see fromthe quality of the marble itself
here was sonet hi ng speci al .

BUONARROT
(to G uliano)
And is it? Special?

G ULI ANO
It's special. On yes. It's very special. Just as Pliny
describes it.
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BUONARROTI
And the ... condition?

G ULI ANO
Intact. Conpletely intact.

(Overcone, Buonarroti puts his face into his
hands. Enrico makes a nove towards him)

ENRI CO
Are you all right?
BUONARROTI
I"'mfine. Don't touch ne. I'mall right.
G OVANNI

(to Enrico)
Get the man some w ne.

BUONARROTI
| don't want any w ne.

G OVANNI
It's very good wi ne. W nmake it our-

BUONARROT |
| don't want the w nel

G OVANNI
| thought 1'd ask.

(Buonarroti gets up.)

BUONARROT
| want to see it now. |'mready.
G OVANNI
Enrico, you go with him
BUONARROT
No, I'll go al one.
G OVANNI
Enrico ...

(He gestures for Enrico to follow.)
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ENRI CO
Here, 1'll show you the way.

BUONARROTI
|'"d prefer to go al one.

(Enrico takes himby the arm)

ENRI CO
It's very dark in the cellar. You can hit your head ..
BUONARROT
Get your hand of f ne!
G OVANNI
M. Buonarroti, the statue is still mne and | want you
acconpani ed. |I'mnot requesting. Understand?
(Buonarroti |ooks at Enrico, then back at
G ovanni. Then to Enrico ...)
BUONARROT

After you.

(Enrico lights the candle, goes to the cellar
door and goes inside, followed by
Buonarroti.)

G OVANNI
Sonme w ne?

G ULI ANO
| believe I will, thank you.

(G ovanni goes to the | ow cabinet, brings
back the wine and two cups. He will pour them
out. He talks through all this.)

G OVANNI
Quite a charner, that Buonarroti

G ULI ANO
You nust forgive him He's very decent, really, but
very ... unhappy.

A OVANNI
Yes, must be tough. Al those dinners with the Pope.
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G ULl ANO
He doesn't care about that sort of thing.

G OVANNI
Then we're alike. Neither do |

G ULl ANO
(confidentially)
He enj oys nen.

G OVANNI
Yes ... ?
G ULI ANO
You under stand what | nean? | nstead of wonen.
G OVANNI
You think | never heard of such a thing? | live on a

farm not the noon.
(He assunes a nock-confidential tone.)
We even have nen |ike that around here.

G ULI ANO
Well, it's against church teaching.

A OVANNI
Hm The church is agai nst church teaching.

G ULI ANO
|'d watch what | say! People get burned for |ess than
t hat .

G OVANNI
Oh really, who do you think you're fooling? You didn't
get where you are with the Medici by being a hunble
servant of GCod.

G ULI ANO
| am as hunble a servant of God as the next nan!

G OVANNI
Tell it to Savanarol a.

G ULI ANO
| told him-- he didn't |isten!
(They I augh.)
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G ULI ANO (con’t)

You know what | wonder? | wonder what you'll do with
t he noney.
G OVANNI
We haven't di scussed noney yet.
G ULI ANO
No, but we will. If I read you correctly, you want
pl enty.
G OVANNI
Sonmething wong with that? 1'Il bet the Famly asks for

pl enty when it's nmaking its deals.

G ULI ANO
Oh, they do.
G OVANNI
Well, then.
G ULI ANO
| only wonder what you'll do with it, that's all.
G OVANNI

That depends on how nuch it is.

G ULI ANO
Let's say you get everything you want.

G OVANNI
|'"d go down into the village and hire a couple of nen
and get themto come up here and tend ny vines for ne.
Then I'd sit in my house and enjoy what's left of ny
life. That's not so unreasonable, is it?

G ULl ANO
Not if you ask ne.

A OVANNI
My son woul d think so.

G ULl ANO
The scul pture doesn't belong to your son.

A OVANNI
No, but he wants me to let himbargain with you. |
don't think that's such a good idea, do you?
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G ULI ANO
| woul dn't know.

A OVANNI
He's young and sentinental. He doesn't know about
busi ness.

G ULI ANO
Well, in that case, if you ask nme, you should let him
join in the bargaining as nuch as he wants.
(They I augh.)

| love to bargain with sentinental people!

A OVANNI

"1l bet you do. He wants to go with you.
G ULI ANO

Wth nme?
A OVANNI

Wth this Buonarroti fellow, to Florence. He wants to
study art.

G ULI ANO
Way didn't he just say so?

G OVANNI
He doesn't want nme to know. He's guilty about | eaving
the old nman on the nountaintop. He thinks he's fooling
me. He lies about it. "No, papa. | don't want to be an
artist. | don't want to be a painter.” But | know. |
can see it. The nore he denies it, the nore | know.

G ULI ANO
And you won't |et himgo?

G OVANNI
| need himhere on the farm don't |I.

G ULI ANO
Not if you have the noney fromthe statue.

G OVANNI
He's not very good, though. That's the real problem He
shoul d stay for his own sake.
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G ULI ANO
Yes, but if the boy wants to go ..

A OVANNI
You saw his drawi ng of the statue.

G ULl ANO
It wasn't so bad. The boy hasn't had any training. He
coul d be very conpetent if he put his mind to it.

G OVANNI
| don't believe he's interested in "conpetent."

G ULI ANO
Well, not everyone can be |ike M. Buonarotti here.

G OVANNI
Tell that to Enrico. He thinks he can be.

G ULI ANO
Still, he could have a career of sone kind. People do.
Thousands of them

A OVANNI
He's a dreaner. He inmagines things for hinself and he
thinks they' Il cone true, but they won't. | couldn't
stand himto be so di sappoi nt ed.

G ULl ANO
You know, honestly -- and not that this nmakes much
difference to ne, one way or the other -- but really, I
suspect you're a selfish, lonely old man who is afraid
he'll be left alone to die up here in the hills.

G OVANNI

Maybe | am sel fish. Then again, maybe selfish is a good
thing, if it saves sonebody el se a |ot of heartache and
di sappoi nt nent .

G ULI ANO
But you can't keep him here where he doesn't want to
be.
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G OVANNI
But it's not ne keeping him don't you see? It's Cod.
Enrico prayed and asked for the gift and God said no.
God does that on occasion. Have you noticed? It's God
who' s keeping himhere, or Fate if you prefer. Like the
snakes on those nen in the statue. It's Fate that
draggi ng himdown and there's nothing to do about it.

(A slight pause.)

G ULI ANO
| have a confession.

G OVANNI
VWhat's that?

G ULI ANO

This wine has given ne quite an appetite.
(G ovanni | aughs.)

A OVANNI
Come upstairs, then. W'll have dinner while we wait.

(G ovanni goes to the outside door. G uliano
starts to follow)

G ULI ANO
They won't wonder where we went?

G OVANNI
Where is there to go? Enrico will know we're upstairs.
Come on, don't worry about them You'll |ike Liccia.

She's very pretty, and not married yet. Tell nme, M. Da
Sangal l o, are you married yoursel f? Because Liccia is
very hard working. Al day scrubbing and cooki ng and

(They are gone.

The door to the cellar slans open. Buonarroti
stands for a nonent, dazed and unsure where
to nmove. Finally he walks into the room
Enrico appears at the door behind him He

bl ows out the candle. He tal ks nervously.)
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ENRI CO
| knew you'd feel this way about it. |I did too, the
moment | saw it, | knew. Papa doesn't appreciate these
things, but I -- | know sonething great when | see it.
That's what | want to do. | want to be an artist like
t hat al so!

BUONARROTI

For God's sake, just shut up, would you?!
(Pause.)
You don't understand, do you.

When God made the world, he created sonething. In the
truest sense, the real sense of the word: to bring into
bei ng. There was nothing, now there is sonething.
That's what God did. We forget that -- there was
not hi ng. Nothing. And now ... the world. The stars, the
sun ...

(He runs his fingers along the table top and
| ooks at his fingertips.)

dust, air, stones. You. |

When an artist paints, or a scul ptor hanmers the stone
-- that's not creation. W're just rearranging things.
It | ooks new, it seens as if we've created sonething,
but no -- never. It's not possible. Only God can create
things and he's |l ong since finished.

But ... sonetines, once in a lifetinme, once in a
t housand years, there is a work of man that seens to be
new. That seens to be actually created. The nateri al
seens not to have been there before, and now it is.

(He gestures behind him to the inner door.)
That ... that creation in your cellar is one of these.

Laocoon!, he's the man, the father, a Trojan priest. He
reaches up to escape the serpent's grasp and ..

Lay- AHK- oh- on.
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BUONAROTTI (con’t)
(Unconsciously, he begins to imtate the
figures in the statue.)
his head rears back just at the nonent of

know edge, the nonment of despair, know ng that the
reach is futile. He knows in this instant that he wl|
die in the serpent's terrible grip. And his sons w |
die too. That all is lost. Yet the nonent is about the
struggl e, the agonizing struggle that nust go on! Now,
and forever. Now, this precise nonent! And forever

| f ever man cane close to God, it was in that piece of
stone in your cellar. In that marble, man has created
sonet hi ng whi ch cones breathl essly cl ose,
heartstoppingly close to anything in God's own
creation.

And you casually stroll out the door and say you'd like
to do that too. Well, you can't! It doesn't happen that
way! Nobody can! Even | can't!

ENRI CO
l"msorry, | ... that's not what | neant. | only neant
| was inspired, to do great things.

BUONARROT
It's fake, that kind of inspiration. You don't get
inspiration fromart, you get it fromlife. Good art
only intimdates you into doing a little better.

ENRI CO
" m sorry.
BUONARROT
You mght as well learn it now You will never, never

create such a thing as that!

ENRI CO
Al right! | hear you!

BUONARROTI
Yes, but do you understand ne?

ENRI CO
Yes.
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BUONARROTI
And that's the end of it? No nore talk of going to
Fl orence.

ENRI CO
No, not if you say so.

(Pause.)

BUONARROT

(Enrico nods his head for a nonent, accepting
this. He picks up the bottle of w ne and
carries it back to a side cabinet. He pours
himself a cup and drinks it before returning
it to the shelf.)

ENRI CO
|"msorry if | upset you
BUONARROT |
You didn't.
ENRI CO
| think I did. | apol ogi ze.
BUONARROT |
You had to know, that's all. No one around here is able

to tell you. But | could and | did. The truth,
remenber ?

ENRI CO
| nmeant that maybe | upset you because | rem nded you
of your own shortcom ngs.

BUONARROTI
M ne?

ENRI CO
Isn't that really why you're angry? Because | rem nded
you that even you won't ever make anything like the
st atue?

(Buonarroti starts to |augh.)
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ENRI CO (con’ t)
Laugh if you want. But you weren't a mnute ago. |
guess we all have our limtations. | have mne, but you
have yours. You told nme why |I'I|l never be an artist.
But you said sonething about yourself at the sanme tineg,
and when you heard it conme out -- you didn't |ike very
nmuch.

BUONARROTI
Wong! Wong on both counts!

The reason you'll never be an artist? Not because | say
so. Because you listened to ne when | said it! Because
you didn't laugh in ny face and say "Ha! Buonarroti!
What do you know?!" You'll defend your wine to the
deat h, but your passion tfor art? | talked you out of
it in tw mnutes.

ENRI CO
But even you could not do what that scul ptor has done!
You said so yourself!

BUONARROT
No ... that's right: | can't.

(He leans forward with enornous conviction.)

| can do better. I'lIl take what he's done and I'll go
farther, 1'lIl be greater, I'll do nore. That's why |I'm
an artist, because | believe that | can. | m ght be

wong, but | believe. It's all the difference.

(The outside door opens and G ovanni enters
foll owed by G uliano.)

G ULI ANO
Ah, you're back! Good!

G OVANNI
We went upstairs for alittle something to eat but your
| azy sister forgot to make dinner.

G ULI ANO
Well? Did you see?

BUONARROTI
Yes.
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G ULl ANO
Good, excellent. Because we've cone to an arrangenent,
financi al ly speaking.

(G ovanni | ooks to Enrico.)

G OVANNI
| think you'll be happy with the amount, Enrico.

G ULI ANO
Three thousand, plus an order for a shipnment of w ne
fromthis fine estate.

(He | ooks at Buonarroti.)
You don't think it's too nuch, do you?

BUONARROTI
The scul pture is beyond price.

G ULI ANO
Just what | thought. M. DeAngelo drives a hard bargain
but | believe everyone is pleased now.

BUONARROT
We're lucky he doesn't want to keep it for hinself.
G ULI ANO
Yes, indeed. Well. Shall we go then?
BUONARROT
Everything is done?
G ULI ANO
We've signed an agreenment. |'Il be back up tonorrow

with some worknen and a carri age.
(Pointedly, to G ovanni.)

And the noney. Nothing to do tonight, but go honme and
get sone sl eep.

G OVANNI
It's not raining so hard. And the wnd is stopped.

G ULI ANO
Yes, well, there you have it then.
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(Buonarroti stands.)

BUONARROT
Thank you for your hospitality. | apologize if | was
abrupt, earlier. | was nervous about seeing it.

G OVANNI

Well it's all worked out, hasn't it. Everybody's happy.

BUONARROT |
Yes, i ndeed.

(He goes back to Enrico.)

Do you ever cone to Rone?

ENRI CO
Rome?! No. Wy?

BUONARROT
| thought you m ght conme see ny chapel ceiling when
it's finished. | already have ideas for it. It wll be

very beautiful. Not as beautiful as you, but afterall,
you are the original, made by God.

(He goes to the outside door.)

Come
(He exits.)
G ULI ANO
Yes, well, good to neet. See you tonorrow, just after
noon, | i nmagine.

(He hurries after Buonarroti. G ovanni closes
the door after him A slight beat.)

G OVANNI
Did he try sonething wwth you?

ENRI CO
Oh Papa, for God's sake ..

G OVANNI
Li sten, you bring your goods to market, sonetines you
have to throwin a little something extra to close the
deal .
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ENRI CO
He |liked the statue enough all on its own.

A OVANNI
| closed the deal w thout you

ENRI CO
It's all right. It doesn't matter.

A OVANNI
Well | apologize. | said I'd wait for you.

ENRI CO
You said nothing of the kind. You told nme to mnd ny
own busi ness.

G OVANNI
Enrico, how can you get things wong so nuch? | wonder
about you. | promised |I'd consult you before |I closed
the deal. And | didn't -- but for three thousand! How

could I hesitate? And a shipnment of wine, to be drunk
by the Medici thensel ves!

ENRI CO
| thought you couldn't care | ess about the Medici.
G OVANNI
They drink a lot of wne. | could learn to care about

t hem

(Enrico noves towards the door.)

ENRI CO
VWell you have your noney, that's the inportant thing.
A OVANNI
It'Il be yours soon.
ENRI CO
Not so soon, | don't think.
A OVANNI
| could die anytine.
ENRI CO

You' ve said that for years.
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G OVANNI
It's been true for years.

ENRI CO
"' m going up to bed, Papa.

(He again goes to the door.)

G OVANNI
| got a thousand nore than either of us dreaned of.
Don't you want to know what | plan on doing with it?

ENRI CO
What , Papa?

A OVANNI
It's enough to send you to Florence. You could study.

(Enrico doesn't know how to answer.)
| know it's what you want.
(Pause.)

ENRI CO
| don't think so.

A OVANNI
What do you nmean? Wiy not ?

ENRI CO
A few years ago, naybe. Not anynore.

A OVANNI
What are you tal king about? You're twenty one years
ol d. People learn to draw when they're twenty one.
Besi des, you already know how. You only need to get
better.

ENRI CO
When | was younger, | think nmaybe then | m ght have
becone an artist. But you change, Papa. A person
changes. Then it's not possible anynore.

G OVANNI
Oh what a bunch of crap!
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ENRI CO
Wen the grape is ready to be picked, you pick it. If
you wait, the grape is no good for wi ne. Good for other
t hi ngs, maybe. Not for wine. Not for a great w ne.
There's nothing you can do to change it. You know that,
Papa.

G OVANNI
You're not a grape.

ENRI CO
|"mnot an artist.

G OVANNI

(shrugs)

Well, have it your way.

ENRI CO

Thank you, Papa.
(G ovanni starts to go, then stops again.)

| do know when to pick the grape, though, don't I.

G OVANNI
Li ke no one | ever saw. You have the knack.
ENRI CO
It's an honorabl e profession, wine-making. Isn't it.
G OVANNI
| al ways thought so.
ENRI CO

So did I. Good night Papa.

G OVANNI
Good ni ght.

(G ovanni goes out and cl oses the door

Enrico goes to cabinet, gets the bottle of
wi ne and a cup, and sits at the table. He
pours a little in the cup and drinks. He
i kes what he tastes.
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He then arranges the grapes in the bow and
sets the candle at a better angle to it. He
produces the sketching paper and a piece of
charcoal from his pocket.

He presses the paper flat onto the table,
eyes the fruit bow, and begins to sketch the
still life in front of him

The lights fade to bl ack.

End of play.)
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LEVELS OF PERCEPTI ON
1998

The terrace of a house in the East
End of Long Island -- 'the

Hanpt ons.' An door upstage |eading
into the house. Also exits SL and
SR SL exit goes towards a barn,
now serving as an artist’s studio.
SR exit goes towards the driveway.

9 am Summer. A beautiful, sun-
drenched day.

Several chairs and a table are set
out on the terrace.

SALLY, 40s, sits in one of the
chairs, reading a magazi ne, sipping
at a cup of coffee.

GENE, 60s, enters fromstage |eft.
He carries a basket of tomatoes. He
goes to | ook around the corner to
the driveway.

SALLY
They’ re not here yet.

GENE
No, | was just uh ...

SALLY
Enj oyi ng the view?

GENE
Yes.

SALLY

Pretty driveway, isn't it. Gavel's a nice touch
(SALLY | ooks back to her newspaper.)

GENE
Well | don’t want themgetting the junp on ne.
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SALLY
Three hour drive this tinme of year. Traffic and all.
say one o' clock at the earliest.

(Pause.)

GENE
How | ong' re they staying?

SALLY
He didn’t say.

GENE
You didn't ask hinf

SALLY
CGene, don’t worry. You know he won’t want to spend a
night outside the city. He's |ike a vanpire —al ways
home by sunset.

GENE
A vanpire woul d be sunrise | think.

SALLY
You get the idea.

(Beat. Sally reads. Gene exam nes the
t omat oes. )

GENE
Good tomat oes this year.

SALLY
They’ re wonder ful .

GENE
Eat ‘em i ke appl es.

SALLY
Mmm

GENE

VWhat are we going to tell hinf

SALLY
We?
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CENE

You, | nean.
SALLY

What am | going to ... oh Gene. You wouldn't.
CENE

[t's bad, but | woul d.

SALLY
This is your business, Gene.

GENE
But you're so nmuch better at this --

SALLY
There’s nothing to be good at. A fact’s a fact. Just
tell himthe facts.

GENE
Pl ease? 1’'I|l get scarce, you tell him he |l go away,
I’11 make tomato soup

SALLY
It’s not ny place. I"'msorry, it’'s just not. Nowif you

want nme to tell himto go away, that | can do. 1’1

tell himto conme back sone other tinme. O call on the
phone. But if anyone is going to give himthe bad news,
Gene, that person is you. You know that. You have to
accept responsibility.

GENE
| thought that’s what | had you for.

(The sound of a car pulling in.)

CENE
Oh CGod.
SALLY
Cene, if you explain, he |l understand.

(CGene |1 ooks around him)

GENE
No he won’t. |’ve got to hide.
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SALLY
Don’'t you dare. He's cone all the way fromthe city.

(Car doors open and slam shut. He pecks her
on the forehead.)

GENE
Thank you. You’'ve never |et ne down.

(He exits the way he cane, towards the
studi 0. She | ooks after him annoyed. She
makes a decision, then exits into the house.)

A young man, ALAN, enters. He stops as though
sensi ng sonet hing strange.)

ALAN
Damm. It's got a fucking vi be.

(LEONARD appears behind him)

LEONARD
What did you say?
ALAN
This place, it's got his vibe. | can feel him

(He has sunk to his knees, putting his cheek
on the earth. Leonard rolls his eyes.)

LEONARD
Alan, this is ne. You can save the dramm.

(Alan stands up satisfied -- not in response
to Leonard.)

ALAN
Amazing. You could feel it too if you weren’'t such a
cyni cal fuck

Where do you think he is?

LEONARD
Hi di ng.

ALAN
Hi di ng?
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LEONARD
Gene likes to hide. It's why he left the city, cane
here. It was renote at the tine. Hard to get to. Suited
hi m perfectly.

(Alan wanders around, inspecting the details
of the place.)

ALAN
Vell, it's a good pose, anyway.

LEONARD
It’s not a pose. Gene’s not the posing type.

ALAN
You don't take a place in The Hanptons if it's not sone
ki nd of pose.

LEONARD
It wasn't ‘The Hanptons’ at the time, it was the East
End: potato farnmers and fishernmen. It was cheap, and
the light was good, and nobody bothered him That’s why
they all canme -- Pollock, de Kooning. Al of them
Gene’s not a poseur. He’'s no good at it.

ALAN
That's what nakes himgood at it: that he's not 'good
at it'.

LEONARD
Your problemis you have no perspective.

ALAN

(Stung, angry ...)
No Leonard, it's not |lack of perspective. It's a
different one. My perspective is that | understand
perception and the perception is Gene Kaap lives in the
Hanpt ons. That's what peopl e say, Leonard. That's how
they think of it. They don't think about old potato
farms. They think Gene Kaap/ Hanptons, Hanptons/ Gene
Kaap. One does not see himnoving to sone other potato
farmin sonme other renote area, does one. A pose is a
pose, whether it's stunbl ed upon by accident or
deliberately struck. He's associating hinmself with the
place. It's all about nmarketing, Leonard, raising the
val ue of the work. A subject you' d know sonet hi ng
about .
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LEONARD
Gene’s got all the noney he can use.

ALAN
Yes, and? A nman with a | ot of noney and a maj or
reputation goes to sone effort to acquire greater
cachet and make even nore noney. Wy.

Because he can, Leonard. Back to Art Deal ership School
w th you.

(Leonard stands.)

LEONARD
| shouldn’t have brought you.

ALAN
l’monly telling the truth and you know it

LEONARD
| f you enbarrass ne in front of him...

ALAN
Oh Leonard, relax. Gene and | are going to get along
fine.

LEONARD
Just don’t screw it up. This is too inportant.

|"mgoing to | ook for him
(He goes to exit to the orchard.)

ALAN
Shoul dn’t you try the house?

(He points to the house.)

LEONARD
He's not there.
ALAN
How do you know?
LEONARD
There's one thing you should know about ne: | know

Gene.
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(Leonard | eaves.

Al an wat ches himgo, then drops down to put
his face to the ground again.

Sally appears at the screen door, and, not
seeing Al an, she enters. He |ooks up, she
sees him but it’'s too |ate. They | ook at
each other.)

ALAN
You nust be Ms. Kaap.

SALLY
And you are?

ALAN
Al an.

SALLY

(Lightly, not snide.)
VWhat, is that |i ke Madonna? You're 'Alan'?

ALAN
Al an Becker.

SALLY
(A light goes off.)
Wait a second ...
(She picks up the magazine.)
| was just —aren’t you in here?

ALAN
VWi ch one is it?
(He | ooks at the cover.)
Oh, this is old.

SALLY
(Looking for the article.)
Wll, we're a little behind the tinmes around here. Here
you are. “Installation Nation: Al an Becker and the Art
of Perception.”
ALAN

| wasn’t that happy with it, actually.

SALLY
No?
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ALAN
Not the magazi ne piece, that was fine. | neant ny
installation -- it never really seenmed to work totally.
SALLY
You' re bei ng nodest.
ALAN
No, it’s true. It was too direct, too -- | don’t know

obvi ously enoti onal

SALLY
(Encouraging himto go on...)
Uh huh?
ALAN
Too ... clear.
SALLY
Ri ght .
ALAN
My work has to be nore veiled, nore stratified. It’s
got to ... you can't take it head on. It has to be ..
SALLY
not as clear.
ALAN
Ri ght .
SALLY
O enotional .
ALAN
Well, not without some ... irony at |east.
SALLY
CGot it.
ALAN

|’ve got this new installation com ng at Kinesis,
downt own. You know it?

SALLY
(Not conpletely sure.)
Kinesis ...
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ALAN
Vll, it’s new Anyway, ny piece is going to be good, |
think. 1 hope. | nean, if things work out

(He wants to say sonething but can’t. She’'s
ei ther unaware of that, or chooses to nove on
regardl ess.)

SALLY
Hungry?

ALAN
Uh .. no. Thanks.

SALLY

| hope you |ike tomatoes. Bunper crop this year. W re
having them for | unch.

VWhere’'s Leonard?

ALAN
He went to | ook for Cene.

SALLY
In the studi o?

ALAN

(Looki ng of f stage...)
If that's the studi o back there. Leonard seened to
t hi nk he was hi di ng.

SALLY
Oh did he.
ALAN
s he?
SALLY
Oh, | can’t speak for Gene. That’'s a | ong-standing
policy. I’"mnot about to break it.
ALAN
| wonder if | can ... could | ask you sonethi ng?
(She | ooks at him non-commtal.)
Do you think it would be okay I kind of ... talked to

hi n? Al one?
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SALLY
To Gene?
ALAN
Yeah.
SALLY
About what ?
ALAN
Well -- his work, basically. Not the new work, not why
Leonard’s here. The old stuff -- fromthe fifties and
si xties.
SALLY
|’"mafraid they were all bought a very long tinme ago —
ALAN
Buy one!? What do you think I an? A mllionaire? Jesus,
no. | just want to ... |I'd just love to talk to him
about them
SALLY
Oh, well he loves to talk ..
ALAN
| nmean, not just talk. It’s about the project |I’'m
doi ng. The new one, at Kinesis. | got an idea on the
way out here, inthe car. | really think it m ght be
ki nd of geni us.
SALLY
What ki nd of idea?
ALAN
| can’t tell you
SALLY
Why not ?
ALAN

It wouldn’t be right. It wouldn’t conme out the right
way .

SALLY
How woul d it cone out?
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ALAN
Look, I know you’'re the gatekeeper
SALLY
| beg your pardon.
ALAN
Ms. Kaap, | don’'t want to dance around. That’'s what
you are, everybody knows that.
SALLY
Well | hate to be the one to --
ALAN

Which | respect. That’s why I'’mcomng to you directly,
for permssion. Just to talk to him

SALLY
And you can’t say what it’s about.

ALAN
It’s not about sales or contracts or noney. That nuch I
guar ant ee.

SALLY
| really don’t know what to say.
ALAN
| just want his blessing, | guess ..
SALLY
Hi s bl essing.
ALAN
For what | want to do.
SALLY
|’msorry, but this is all just too vague ..
ALAN
kay, look. What | do in ny work -- it’s about

perception. Getting people to ook on different |evels.
When CGene was starting out, all he had to do was paint.

SALLY
Actually he had to paint well
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ALAN
O course ...

SALLY
That part was al ways crucia

ALAN
Yes, of course ...

SALLY
But often forgotten ..

ALAN

| didn’t nean that. O course. You're right. But that’s
still my point —you could sinply be very good. Which
is hard enough —but at l|east there wasn’t this whole
ot her level of having to nake sone sort of splash that
has nothing to do with being ‘very good.

SALLY

| don’t see why you’re conpl ai ni ng.
ALAN

It’s not a conplaint —
SALLY

That article seens to say that making a splash is your
forte.

ALAN
It’s an observation. | don’t conplain.

SALLY
And this idea of yours, the reason you want to talk to
Gene —it’s about making that splash.

ALAN

It has artistic nmerit. It’s about perception.

(She only stares at him)
Al right. This isn't going to do it justice, because
you have to be there and see it to understand. | nean,
it would be |ike explaining one of Gene Kaap’s
pai ntings to sonmeone who’'s never seen one, but
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ALAN (con’t)

Okay, | converted the entire floor of the gallery into
a blacktop, |like the surface of an old parking | ot.
Wrked into the floor, | have coins, | have matches, |

have cigarettes, bottle tops, pop tops, rubber bands,
paper clips, condons, nuts, bolts, screws, old wre,
audi o tape, gum candy wappers. The detritus of a so-
called civilization.

So you walk into this gallery and the first thing you
notice is that you don't really notice anyt hing.
Because there's nothing on the walls. It's all on the
floor, and the entire floor is the installation, so you
don't see it right away -- you don't recognize it. You
just think -- "oh, this building has a really weird
floor." And it's Soho, so you figure, this was a garage
or sonet hing, and nobody ever bothered to fix up the
floor.

Then you wander around for a while and | ook for the
art, but you don't find any. You go into the back,
where there's an office, and you ask where the
installation is, and they say 'out front.' And you go
back out front and you | ook again, and then -- maybe,
if you're smart -- you |l ook down and you think "Vt a
mnute. This is it. This is the installation.” Wich is
when you start to get it.

(He’s getting worked up.)
The exciting noment is when they begin to see, to
apprehend the true nature of what they' re | ooking at --
the nonent of the shift, the revelation of neaning.
They're forced to stop looking at it one way, and start
| ooking at it another. That's what it's all about. And
the problemis, that’s not happening. | have to
i ncor porate anot her |evel of apprehension.

SALLY

Wi ch is where Gene ..
ALAN

conmes in. Exactly.

SALLY

How?
ALAN

That’s what | can’t tell you. |I’ve got to say it to

him It wouldn’t feel right otherw se.
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SALLY
Well, I"'msorry, | really don’t think so.

ALAN
But it’s his work. He should be the one to decide —you
said so yourself. Oherwise it’s really you who's
maki ng the decision ...

(Leonard has entered during this. Sally sees
hi m before Al an does and uses it as an
escape.)

SALLY
Leonard ...

(She rises, they kiss.)

LEONARD
You' re | ooking very well.
SALLY
Spoken i ke an expert in press rel ations.
LEONARD
What ever he wants, don’t trust him
ALAN
Oh that’s nice.
LEONARD

O at least nake himpay for it.

ALAN
This is ny own deal er tal king.

SALLY
(To Leonard.)
You didn’t find himout there?

LEONARD

No.
SALLY

Vel l, he does di sappear, you know.
LEONARD

You don’t know where he is?
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SALLY
(She shrugs, non-chal ant.)
Around sonewhere, |’'m sure.
LEONARD
You don’t know?
ALAN

She doesn’t give up much info, Leonard.

SALLY
You know Gene. In the old days he m ght be gone for
days.

LEONARD
Yes, but that was the old days.

SALLY
Sone t hings never change.

LEONARD
(Tiring of this...)
Sally, where is he?

SALLY
| don’t have the foggiest.

(Slight pause.)
LEONARD

Alan, there’'s lots of weird rusted iron ... stuff
behind the barn. Wiy don’t you go have a | ook.

ALAN
Leonard, |I'ma big boy now ...

LEONARD
| f you find sonmething you want, maybe Sally will |et
you throw it in the trunk.

ALAN
You' re so subtle.

(He exits.)
SALLY

Are we going to have a scene now?
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LEONARD
| hope not.

SALLY
How about a tomato? They' re very good. W grow t hem out
by the studio. Gene's very proud of them

LEONARD
Sally, stop it.
SALLY
| tried to tell you about his health.
LEONARD
You said he got tired.
SALLY
Yes. He's probably tired.
LEONARD
Then he’s inside, |ying down.
SALLY
Not last | checked. He m ght have gone for a wal k.
LEONARD
Vell whichis it?
SALLY
| don’t know.
LEONARD
Sally, if youre interfering sonmehow —
SALLY
| tried to warn you on the phone —
LEONARD
-- you have no right.
SALLY
-- but he was standing there in the room | couldn't
very well spell it all out.
LEONARD

Spel | what out?
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SALLY

H s m nd, Leonard.

(Pause. She struggles ...)
Ilt’s ... well, it’s not gone, not conpletely. He'll be
right here, perfectly fine. 1'Il go inside the house to
answer the phone, come back out and ... he' |l be gone.
Here, but gone. Disappeared into sone ... blank, enpty
pl ace.

And sonmetines it’s literal. He went out to the studio
one norning and never canme back. | finally had to cal
the police to find him He d gotten | ost a hundred
yards fromthe house and ended up in Water MIIl. Didn't
recogni ze a thing. A week later, he woke up the old
Cene again.

LEONARD
(Stunned...)
How long ... ?
SALLY
Years. They say it’s probably worse because of the
booze and ... well, you nane it. He was never exactly
Jack LalLanne.
LEONARD
Oh God Sally ... I'"msorry.
SALLY
Oh, please. I'lIl get through it. I’"mused to it now.
The only hard part is -- it’ll kill himone day. He’l

be gone for good. That | won't |ike.

LEONARD
| always thought you were the only good thing he ever
had.

SALLY

Well, | wouldn’t go that far
LEONARD

| wasn’t there for him not |ike you. No one was.
SALLY

Well, no one else had the bad luck to be in |love with

hi m
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LEONARD
We all thought that was pretty amazing that you stuck
by. We never knew what it was you got in return

SALLY
The work. It was the only way he knew. But that was
fine with ne. It was al ways very clear.

Ch Jesus, |’'ve got to stop that.

LEONARD
But it's true ..

SALLY
No -- talking in the past tense. There' Il be plenty of
time for that.

LEONARD
You were the only one who never wanted anything of him
That includes nme. And nothing nuch has changed, |’'m
afrai d.
(Pause.)
| m br oke.

(She |l ooks at himas if she didn't hear
correctly.)
Qut of noney.

SALLY
That’ s i npossi bl e.

LEONARD
| used to think so too.

SALLY
You' ve got a gallery full of work ...
(Referring to the nagazi ne again)
| keep reading about it. Don’t you?

LEONARD
Oh, the work is still there. A year ago it was worth
three and a half, maybe four. MIlion. Today ... well,

today | wish there were a market for scrap canvas.

It's over, Sally. The market’s gone. Nobody’s got that
ki nd of noney anynore, and they wouldn’t spend it on
art if they did. |’ m stuck.
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SALLY
(Wth a nod out towards the studio.)
Enfant terrible can’'t hel p you out?

LEONARD
Are you ki ddi ng?

SALLY
He seens to be all the rage.

LEONARD
Yeea, but it’s tough to take an asphalt fl oor
containing ‘the detritus of our so-called civilization
and hang it over your couch.

| know about the paintings, Sally.

SALLY
What paintings?

LEONARD
Stop it. Msha Kansky called ne | ast week and said Gene
described themto himin detail

SALLY
He called you? That lying fuck. He prom sed he woul dn’t
say a —

LEONARD
Sally, these are inportant works. Maybe the |ast he’l
ever do, if what you' re saying is true. The world
deserves to see them Gene deserves to show t hem

SALLY
Leonard, | can't.

LEONARD
And you know I’mthe person to sell them

SALLY
You woul d be, of course, if --

LEONARD
|’d do it right. Tasteful, but profitable.

SALLY
You just said you couldn’t sell anything.
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LEONARD
(Slight pause. Surprised she needs this
expl anation...)

New work by CGene Kaap ... that | can sell.
SALLY
You don’t know t hat.
LEONARD
| do know it.
SALLY
You haven’'t even seen them
LEONARD
Sally, | know.
SALLY

How can you be so sure?

LEONARD
It's been fifteen years. Do you know how badly peopl e
want to see what he’'s done in that tine? It’s one of
the great nysteries of the art world —what has Cene
Kaap been up to since ... then.

SALLY
Mbst of the tinme, he didn’'t even wal k i nside the
st udi o.

LEONARD
| know there’'s work. He tal ked to M sha.

SALLY
Leonard, it’s not up to ne. You know that. CGene and |
have al ways agreed that the work is his. His to sell,
his to keep, his to do with as he pleases. | only keep
t he books.

LEONARD
But if he’s not capable ..
(He didn’t want to have to say this...)
They’'re going to seize the assets.

SALLY
Your paintings?
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LEONARD
Not just the paintings. The gallery. The apartnment. My
socks and underwear. Everything.

SALLY
Ch ny God ...

LEONARD
They’ d be gone already but | was able to convince them
| had a shot at this. Thank God | found a bank officer
who had actually heard of him | kept dropping his nane
in front of these bl ank-eyed CPAs ...

Sally, at |east show themto ne.

SALLY
|’msorry. You re going to have to talk to Gene. It’s
the only way.

LEONARD
Boy are you tough.

SALLY
" m not tough, Leonard.

LEONARD
You really think you re doing hima favor when you act
like this.

SALLY
No, | think I don’t have a choi ce.
(She | ooks at him feeling bad.)
| wish you d take sonme tomatoes while you' re waiting.
They’ re very good this year. You want to go pick a
basket ?

LEONARD
| don’t |ike tomatoes.

SALLY
You don’t have to eat them You can just |ook at them
(She heads to the studio. He stil
hesitates.)
Maybe we’ || find himout there.

LEONARD
(He takes the basket.)
Lead the way.
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(They exit.
After a nonent, Gene enters fromthe house.
He | ooks both ways then goes to retrieve the
t omat oes.

Al an enters SR, fromthe driveway. CGene is

caught.)
GENE
Shit.
ALAN
Hi .
GENE
You nust be the ... uh ... in the nagazine ..

(He nods to the nagazi ne, which happens to be

near.)

ALAN
Al an Becker.

GENE
Ri ght. Gene Kaap.

ALAN
| know.

GENE
VWhere's Leonard?

ALAN

| don’t know. They were just here. Maybe she’s show ng
hi m your studi o.

GENE
Oh yeah?

ALAN
We could stop them

GENE

No, | don’t give a shit.
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ALAN
Well, this is an honor.
(He goes to shake Gene's hand. Gene puts down
the tomat oes and they shake.)

For the longest tinme, | thought you were dead.

GENE
Yeah, ne too.

ALAN
| hope it’s okay |I'’mhere. | happened to run into
Leonard | ast night at an opening and -- well, | really
had to beg him Because of your privacy and all.

GENE
Ni ce of him

ALAN
It is kind of perfect, though, isn't it.

GENE
ls it?

ALAN
That we got the chance to neet.

GENE
Why is that perfect?

ALAN
Well -- one generation to another. Former iconoclast to
current iconocl ast.

GENE
Oh. Right.

ALAN
Well, you were. | nean, you are.

GENE
That’s a lot of bullshit. I didit the only way | knew
how. If | could have been Norman Rockwel |, believe ne —
in a heartbeat.

ALAN

(CGenui ne.)

You know, | respect the hell out of that.
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GENE
You do?
ALAN
You are what you have to be -- no conplaints. That’s

exactly why | thought | could --
(He gl ances out to the studio to nake sure

they’'re alone ...)
-- listen, I’ve got this idea. Do you mnd if | just
pitch it to you? It’'s crazy but ... is that okay?
GENE
| don’t know. | never got pitched before.
ALAN

|’ ve got a show comi ng up, an installation at Kinesis.
And | had this idea, comng out here in the car, that
you —your work, | want to use it.

GENE
| don’t do group shows.

ALAN
No, that’'s not what | —

GENE
| always conme of f | ooking bad.

ALAN
Gene, it’s not —can | call you Gene?

GENE
My stuff is fragile. It’s doesn’t look fragile but it
iS.

ALAN
It’s not a group show. It’s an installation. But | want
you to be in it —be part of it. O it to be part of
you —whi chever way you want to think about it.
(CGene is conpletely confused.)
You’'re not getting this.

GENE
No ..
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ALAN
What | did was, | converted the floor into a bl acktop,
i ke the surface of an old parking lot. Then | worked
all of kinds of ... junk basically -- the detritus ..
GENE
of a so-called civilization.
ALAN
(How did he know that...?)
Ri ght
GENE
| was |istening at the w ndow.
ALAN
(Barely a pause to regroup.)
So you -- okay. But what | didn't say is ... the idea
was -- originally -- that the walls were bare, so that

you cane into the gallery and saw bare walls and
t hought ‘what’s this? Bare walls. Nothing here.” And
then slowy, eventually you caught onto the fl oor.

But in the car, on the way out here, | got to thinking,
“Well here | am neeting Gene Kaap. That’s got to nean
sonet hi ng. What does it nean?”

GENE
And what did it nmean?

ALAN
What if we took posters —not the actual paintings --
but posters of your work fromthe md-sixties ... you
know, that great, totally iconic stuff ... and we hang
themon the wall, so they're sort of |ike |ooking down
on this ... this trash really. This remmant of culture.

| mean that just sounds so exciting —and for you, such
a great way for people to see your work again. To see
it new, fresh

GENE
Who the fuck are you?
ALAN
Look, I'"msort of excited. I'’mnot explaining it very

well. But it’s a way to bridge the gap, you see?
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GENE
What gap?

ALAN
Bet ween you and nme, the past and present, your world
and this one.

GENE
This is bullshit.
ALAN
Look, what | do ... it's different than what you did.

It’s another world out there. You haven't exactly been
around the past fifteen years.

GENE
Yeah, and |I'mstarting to feel grateful.
ALAN
This is a tribute. It’s an homage.
GENE
| hate tributes.
ALAN
Well, you could use one, frankly. People don’t care

anynore, Gene. People aren’t talking about you.

GENE

| don’t want themto tal k about me.
ALAN

O the work.
GENE

This year, they re bored. Next year, a retrospective
and |1’ mre-discover ed.

ALAN
Yes, exactly.

GENE
For that | don’t need your help.

ALAN
| hate to say it but you do.
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GENE
St uck upon a poster? A decoration on the wall?

ALAN
Because it won’'t just be your work. It’Il be a comrent
on ny worKk.

GENE

Nobody's putting up any posters of anything of mne,
anywher e.

ALAN
Well, | don't exactly need your perm ssion. The posters
exi st.

GENE

Not for that purpose.

ALAN
No. For advertising. And that’s okay | suppose. And for
sale in the nuseum shops. And that's okay too. You're
happy to stoop when it cones to nerchandi si ng.
(He realizes this is only making it worse.)
Look, | honor you. | admre and respect you. And your
wor k.

GENE
Forgive if I"'mnot flattered. My work can stand al one,
t hank you very nmuch. People see it everyday, all over
the world, and so far they haven't needed you to help
them Go ask Poll ock or de Kooning or Rothko if they
want to be in your installation. They're all dead. They
can't say no.

ALAN
Oh you can't say no either.
GENE
| just did.
ALAN

"1l put up your posters whether you want nme to or not.
Anybody can buy a poster of your work and hang it on a
wal | and say, “This is a poster of Gene Kaap's Bl ack On
Red.” There's no copyright |aw against that.

GENE
'] sue.
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ALAN
Good, | could use the publicity. Especially when you
| ose.

GENE
Li sten you pi psqueak. | nmade sonething. That makes it
m ne. You can’t have it.

ALAN
Ch, cone on. Let's put this in perspective. Dd you
really ‘make sonmething’ ? You put paint on canvas, Yyes.
But you were only translating. 'Create' is this word
sonme egonmani ac canme up with to convince hinself that
what he was doing was inportant. And art was inportant.
But now, we've done it. We've been there. Now we take
the world as it is, and we acknow edge, honestly, that
there is no such thing as creativity. Only arrangenent.
And I'’mnot afraid to say it.

GENE
When | painted the world the way | painted the world —
nobody had ever done that before. | created the

enotions, in here ..
(H's torso...)
and | created the neans by which to express them
That paint and those feelings, together -- that was
sonething new. A painting is not paint on canvas. |f
you think it is, then you re not an artist.

ALAN
You re really letting this get way too enotional

GENE
Ri ght! Because you woul dn't know an enotion if it
crawl ed up your ass hole and built a nest there.

(This is stinging -- it’s enough for Al an.)
ALAN
You know, |’ d heard you were arrogant, but
GENE
You heard right.
ALAN

But a philistine -- that | never
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GENE
Because | draw the |ine somewher e.

ALAN
(Lashi ng out)
Because you can’t imagi ne anyone taking what you did
and going the next step. No, the work has to stop with
you. You're the pinnacle.

GENE
| never said that.
ALAN
You don’t have to, do you
GENE
G further —yes, but the only way you' re going is —
well, all this relentless irony, this intellectualism

the cool surface, the God awful commentary. Were’'s the
humani t y?!

ALAN
(Angry and hurt)
If I knew, | wouldn’t have to wonder. Can’t you see
t hat ? Cone down of f Mount O ynpus. We're struggling
down here. | amresponding to the world as it is. As |

see it, as | feel it. It’s different now, Gene. You
think I wouldn't like it the way it was? You think I’'m
not jealous of the way you |ived and worked?

(Resol ved now, sure of hinself ...)
But that’s over. People |augh at enotion now. | |augh
at it. And | hate that about the world, but there it
is. That’s the way it is now. Wat am| supposed to do?
Ignore that? | can’t make the world a different place,
and | can’t lie about it either. If it’s one thing |
won't do, it's lie. lronic? Yes, qguilty -- fine. But
that’s the truth about the world | see.

(Wondering if he went too far.)
| love your work, CGene. | honor it. Al I"'masking is —
|l et nme pay you that honor.

Thirty years ago, a | ot of people thought you were a
j unk deal er yourself.

(Leonard and Sally have entered on this | ast
line. They have a basket of tomatoes.)



ACT TWO page 91

LEONARD
You’ ve obviously net.
SALLY
(Worried...)
Cene ...
GENE

God dammed t hi ef.

(He sits down. Sally goes to him)

LEONARD

|’ msorry -- whatever he said ..
ALAN

Hey, |I’mnot sone crimnal.
LEONARD

We have yet to determ ne that.

ALAN
|’ m all owed to have a point of view

LEONARD
No you’re not.

(Alan storms of f towards the driveway, hurt.
Leonard | ooks to Sally, who has gone to

CGene.)
SALLY
Are you all right?
GENE
I’mfine.
SALLY

Your breathing is off.

GENE
Oh for Christ’s sake I'’mall right. Blew the carbon out
of ny pistons, that’'s all. He did ne a favor, the
little prick.

(CGene laughs proudly at hinself, a conquering
warrior again.)
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SALLY
You' re going to give yourself a stroke.

LEONARD
Gene, I'msorry if he —whatever he said. He's a little
young.

GENE

How t he hell are you, Len? Get over here.
(Leonard goes to him Gene grabs himin a
bear hug, then | ooks at him)
You prick. What are you trying to do, bringing that
twit here? Gve nme a stroke?

LEONARD

He’s full of hinself, okay —but he’'s also tal ented.
GENE

Ch ginme a break ...
LEONARD

You' ve never even seen his work.

GENE
| saw this.

(He indicates the nagazine.)
LEONARD

And | suppose you'd want people to judge your work
based on a mamgazi ne spread.

SALLY

Look, he’s had enough for one day ...
GENE

You stay out of it.
SALLY

Cene, you're going to overdo it.

GENE
Good. That's what | want then. Let’'s overdo it.

SALLY
(To Leonard.)
He gets like this. | can’t do a thing.



ACT TWO page 93

LEONARD
What do you nean, ‘gets’? He's been like this his whole
life, Sally.

GENE
Exactly.

SALLY
Fine —you boys have your fight. |I'’mout of it.

(She exits into the house.)

LEONARD
Gene, |'msorry about Al an. What can | say?

GENE
(Dismssing it.)
You |ike his stuff. That’s your business.

LEONARD
You're angry at ne.
GENE
Lennie, it’s your business.
LEONARD
He's very good.
GENE
Al right then, so be it.
LEONARD
It’s different than your work, it’'s ..
GENE
VWhat .
LEONARD
(Suddenly wary.)
Different, that’s all. But he’'s very good.
GENE

At what ?
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LEONARD
Gene -- it's not what you do. It's environnental. It's
experiential. He's got this whole theory about |evels
of perception and sequential apprehension, and frankly
it’s pretty God damm brilliant. | think he's going
sonepl ace very brave, very daring.

GENE
You see, that’s the problem Nobody even speaks the
sane | anguage anynore. W're all just talking up our
own asshol es.

LEONARD

Well that may be but if we didn’t go there with him
we'd be cowards. We'd be safe. We wouldn't be artists.

GENE
If we go there, there's no point in being an artist.
The word ceases to nean anyt hi ng.

You see? It’s inpossible. W can’t even tal k about it.
Let’s tal k about the tomato crop.

LEONARD
Because you're trying to make a conpari son

GENE
|’d just like to know what the kid does.

LEONARD
You’ ve been asking ne that for thirty years, Gene. You
said the sanme thing about Roy Lichtenstein. “Wat the
hel | does that God damm ki d do?”

CENE
And never got an answer then either.

LEONARD
But it’s beneath you, Gene —

GENE
My ass is beneath ne —

LEONARD
CGene, you don't understand it. Okay. But sone people
don’t understand you either.
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GENE
But they understood what | did.
LEONARD
Not everyone —
GENE
If it was any good -- and a lot of it wasn't, I'mthe
first to admt -- but if it was any good at all, it was

honest to God ne. My horror, ny wonder. My confusion.

My sorrow, ny search. My joy. My longing. My love. It
was always ne. If it wasn't ne, | threwit out.

LEONARD
And there was never anything like it, CGene. Before or
si nce.

GENE
You're God damm right.
LEONARD
VWhich is why |’ m here.
(Pause.)
| tal ked to M sha Kansky.
GENE
(Ready as he’'ll ever be...)
So?
LEONARD
He was out here |l ast week. You tal ked to him
GENE
| don’t renenber.
LEONARD
Gene, | want to see them
GENE
It’s inpossible.
LEONARD

|’min a bad spot here, CGene, | —

GENE
| know. | heard. That’s ny bedroom right there.
(He indicates the house.)
Yeah, | was hiding, okay?
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LEONARD
Gene, I'mthe right one for your work. | understand it,
| know how to handle it.

(CGene has picked up a tomato and i s exam ning

it.)

GENE
Ch yeah, | know that.
(The tomato...)

Beautiful, isn't it. The soil is just right out there
behi nd the barn. You can alnost taste the color. If |
were a still life kind of guy, | mght try to put it on
canvas.
LEONARD
Did you?
GENE
Sorry?
LEONARD
Try to put them on canvas?
GENE
(Smles ruefully.)
l’mnot a still life kind of guy.
LEONARD
Gene, |’ m asking you. Pl ease.
GENE
| thought you went out to the studio.
LEONARD
We pi cked tonat oes.
GENE
That’s all?
LEONARD
The door is | ocked.
GENE

Not even a peek through the w ndow?
(Leonard | ooks guilty.)
You did, didn't you. You couldn't resist.



ACT TWO page 97

LEONARD
Sally said to go ahead, but | couldn’'t see a thing.

| only want to | ook at them Cene.

GENE
Oh come on ...
LEONARD
It’s up to you whether you want to put themon the
mar ket. You know that. I’mnot going to pressure you.
Al right, I'll pressure you, but for your own good.
GENE
Lennie, | don’t know how to say this ..
LEONARD

You don't trust ne? Is that it? You don't think |I'd
handl e them the right way?

GENE
O course | do.
LEONARD
Then what is it?
GENE
It wasn't a good tine. | wasn't working well.
LEONARD
Wiy don't you let nme be the judge of that?
GENE
Because you're not as sharp as you used to be, frankly.
LEONARD
So you're going to hold this kid agai nst ne.
GENE
It’s just an observati on.
LEONARD
He’s only a part of what | do, Gene. He’s young, he’s
hot, and he’'s very, very smart. And you -- you're a

little bitter, Gene. And you were never bitter.
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GENE
Lennie, the work was not very good. Peri od.

LEONARD
And what if you're being too hard on yourself?

GENE
| can't let you see them

LEONARD
Cene, if it’s a question of selling, you know I
woul dn't nmake a nove w thout your say so.

GENE
[t's not that.

LEONARD
You owe this to ne.

GENE

| know | do. But it’s inpossible.

LEONARD
So you're just turning your back on thirty years. On
us.

GENE
| can't show you sonething that doesn't exist.

LEONARD
You had five good years. Sally said so.

GENE
| had five years. Nobody said they were good.

LEONARD
But you must have sonet hi ng!
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GENE
You heard Sally. I'Il have a few good hours, maybe even
a day or two at a time. But that’s not enough for ne.
You know the way | work. A day or two? That’s not hi ng!
It takes me nonths -- years even

Every time | went back to the canvas, it was |ike
starting over. So everything got very sinple, very
plain, but | kept going. | toughed it out, by God. |
wor ked for five years like that. Trying to draw it out,
trying to find the heart of it. And one day | | ooked
back at the work 1'd done, and it |ooked like a child
had been playing with ny brushes. Scrawls, Lennie. Kid
stuff. And | thought, oh god, that’s nme. Now |’ mthe
kid. It was the one thing I couldn’t live with,

So we built a bonfire, one night, Sally and I. Qut in
back of the studio. Built a nice big pyre, lit it and
waited until the flanmes were shooting up, l|icking at

t he night sky, and then we took every canvas, forty two
of them and we threw theminto the fire, and we

wat ched themturn to vapor. In the norning, nothing but
a pile of ashes. Turned out to be good fertilizer,

t hough. Good for the tomatoes.

(He holds up the tonato.)

LEONARD
Al'l of then
GENE
It felt so right, Len.
LEONARD
they’re all gone?
GENE
|’msorry you cane all the way out. | didn’t know how
to tell you. | should have taken the phone from Sally
and told you. I was chicken shit. I'’msorry.

(Alan enters fromthe driveway.)

ALAN
Leonard, listen, I'"mgoing to call a cab and get a
train back to the city.
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LEONARD
No, you don’t have to —

ALAN
No it’s fine. | checked the schedule and | can catch
the twel ve twenty.

LEONARD

No, we’'re going. W' re done.

(Sally has entered with a plate of sliced
t omat oes and ot her |unch things.)

SALLY
You can’'t go. | made |unch

LEONARD
|’msorry, Sally.

SALLY

Now you haven’'t been fighting, have you, because --

GENE
| told him

(She stops, still holding the plate.)

SALLY
Oh.

LEONARD
|’ve got lots of business to uh ... take care of. |
don’t want themto think I'’mstalling. Better | get it
over wth.

GENE
Len, | disappointed you.

LEONARD
Yes. And also no, in a funny way.

GENE
| did the right thing. | know I did.

(Leonard goes to him takes his right hand
into his left.)
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LEONARD
Yeah.

GENE
You' || get through this with the bank. |I’mnot worried
about you.

LEONARD

Good bye Gene. | can’t stay, | hope you understand.

GENE
Drive safe.

(Leonard crosses towards the driveway. Sally
foll ows.)

SALLY
(So that Gene doesn't hear.)
| begged himnot to, Len.

LEONARD
You ... ?

SALLY
| told him let ne save a few. One, even. They were
gorgeous. Like the final flowering of an incredible
talent. Like Matisse at the very end, the way he
bl ossonmed into the cut-outs ... so sinple and so
glorious at the same tine. That’s what these were.

LEONARD
Oh God, don't do this to ne ..

SALLY
Well, that’s just what | thought. You m ght have agreed
wi th CGene, thought they were rotten.

LEONARD
| don’t want to think about this.
SALLY
So maybe he’s right after all. Wio needs anot her excuse

to tear apart whatever’s left of the art world? Maybe
it’s better they’'re gone. W can all agree on his old
stuff, anyway. W need a few things to agree on in this
worl d, don’t we.
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LEONARD
No. No, we don't, Sally.

SALLY
In that case, they were awfully beautiful. Good bye
Len.

LEONARD
Good bye.

(Leonard | eaves. Al an takes one furtive shot
at Gene.)

ALAN
Thi nk about it. You deserve it.

(CGene stares blankly at him but Al an doesn’'t
see that. He hurries away under Sally’s
gl are.

She wat ches himgo. W hear the car start,
doors slam As the car drives away, she turns
back to Cene.)

SALLY
Well. dad that’s over.
GENE
|’ msorry,
SALLY
Oh don’'t worry about it. |I knew you d come through when
you had to.
GENE

| don’t renenber your nane.
(A slight nonent.)

SALLY
Sally.

GENE
Sally. Sally Sally Sally.

SALLY
And you’' re Gene.
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GENE

Oh yes. | know. And | renenber you now.
SALLY

Are you hungry?
GENE

yes. Yes, | am

SALLY

| can nake lunch for you. Wuld you like that?
GENE

Yes.
SALLY

How about a sandwi ch, with tomatoes?
GENE

Tomat oes?
SALLY

Ri ght here. Tomat o.
GENE

Oh ...
SALLY

You |i ke tomatoes.
GENE

Yes?
SALLY

Oh yes. You |like themvery nuch. Go ahead. Try a piece.

(She hands hima slice. He bites into it. He
likes it.)

GENE
Mm That’ s good.
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SALLY
You see? You want nme to nmake a sandwi ch with tomat oes?
(He nods, his mouth full.)
You go ahead and eat the rest of this. There's lots
nore. W' ve got a | ot of tonatoes.
(She goes to the door.)
Don’'t go away.

(He nods his head no. She kisses himon the
forehead and exits into the house. He eats as
the lights do down.

End of play.)



