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The Sex Worker 

Theme:   To gain financial independence, sex workers give away part of their souls to 

men for money.  They are still the property of men even after gaining this financial 

“freedom”.  Is this trade off worth it? 

Scene Title:   She Works Hard for the Money  

Pre-beat:  

Title:  “Getting Ready for Work” 

  Mood:  Business Sexy  

  Texture: Lace 

  Tempo: Porn Soundtrack 

Beat One:  

Title:  “Attention Getter” 

  Mood:  Quixotic 

  Texture: Cardboard 

  Tempo: Row Boat 

Beat Two:  

Title:  “The Exterminator” 

  Mood:  Play Acting 

  Texture: Monkey Bars 

  Tempo: Methodic 

Beat Three:  

Title:  “The Oldest Profession” 



72 
 

  Mood:  Philosophical 

  Texture: Matte 

  Tempo: Midnight Snack 

Climax: “Men are such takers of sexual energy.”  The sex worker realizes that all of 

the giving she does for money/men takes away more than what she receives in 

compensation.  She comes to understand that her soul is worth more than money. 

 

The Housewife 

Theme:   Married life is never what a woman expects it to be, walking down the aisle 

with a head full of idealism and romance clouding her view.  Even after you get married 

and think your place in your husband’s heart is secure, there is always the possibility of 

another woman coming between you and your husband’s opinions of you.  In this case, a 

Stepford wife’s perfection provides the marital strife.  

Scene Title:    

Pre-beat:  

Title:  “A Long Day, Never Over” 

  Mood:  Tired  

  Texture: Bed of Nails 

  Tempo: Dragging 

Beat One:  

Title:  “Newlyweds” 

  Mood:  Bright 
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  Texture: Bunnies 

  Tempo: Hot Air Balloon 

Beat Two:  

Title:  “The Stepford Wife” 

  Mood:  Fed Up  

  Texture: Dirty Laundry 

  Tempo: Short Hand 

Beat Three:  

Title:  “Nobody’s Perfect” 

  Mood:  Fulfilled 

  Texture: Clean Sheets 

  Tempo: Bridal March 

Climax: “Love yourself the way you are.”  The housewife comes to terms with her 

own imperfections and decides that her husband should love her for who SHE is and what 

other people expect of her.  After all he married her, not the Stepford wife. 

 



 

 

 

Putting It Together 
 

Rehearsals 

 The rehearsal process was rewarding in the sense that Jase and Lauren have worked 

together so much in the past that we have been able to develop a bit of their own language 

for working together.  Lauren relied on Jase’s acting ability as much as Jase relied on 

Lauren’s directing ability.  Co-creation and co-collaboration were essential elements 

throughout this process.  The pair went beyond the boundaries of traditional director and 

actor roles.  Together they went through each primary character as well as the other 

characters portray in each piece.  Every character went through experimentation with body 

center (footnote about Chekhov) and vocal range/tempo/rhythms.  Later, we layered the 

characters with dialects with the assistance of Melissa Carroll-Jackson.  Each character 

went through three or four body centers before we found the most honest one.  Jase was 

especially helpful in finding male characters that were not read as stereotypical.  Jase was 

much more of “the actor” in this process than the director traditionally assumes.  Both 

creators explored each character and mutually found body centers for both male and 

female characters.  Jase was especially helpful in finding the physicality and voices for the 

men.  Our choices were also based on the stage pictures that followed each other to ensure 

contrast and clear transitions.  The rehearsal schedule is provided in Appendix F. 
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Studying Acting and Directing with Dr. T as both students and teaching assistants, 

Lauren and Jase worked to implement the elements of Ritual Poetic Drama to tell these 

stories.  Ritual Poetic Drama is used to further engage the audience beyond conventional 

theatre.  In her dissertation, Dr. T states:  

Ritual Poetic Drama eliminates the need for exposition, thus freeing the 

creative artist to “be” the storyline rather than “tell” the storyline.  Ritual 

Poetic Drama approaches the drama in the present rather than in the 

narrative revealing the most intimate and immediate states of the human 

condition.  The audience therefore becomes the writers of the exposition by 

their connection to that which is the universal human experience.” 

(Pettiford-Wates, 18)   

Dr. T goes on to further explain that the audience members move from “spectator” to 

“active participants” through the experience.  One of the core principles of Dr. T’s acting 

class is based on the distinct differences between story/narrative and plot.  James Baldwin 

states: 

  A story is impelled by the necessity to reveal:  the aim of the story is  

  revelation, which means that a story can have nothing – at least not  

  deliberately – to hide.  This also means that that a story resolves nothing.   

  The resolution of a story must occur in us, with what we make of the  

  questions with which the story leaves us.  A plot, on the other hand, must  

  come to a resolution, prove a point: a plot must answer all the questions  

  which it pretends to pose. (583-584) 
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In exploring these stories, we focused on letting each character live in the moment of their 

words rather than “looking back” or trying to tell their story from a perspective of 

hindsight.  Lauren and Jase consciously worked to allow these characters to grow 

increasingly aware of their situations as their story progressed.   

  

South Eastern Theatre Conference 

Part of our development process was to take our performance to the South Eastern 

Theatre Conference (SETC) in Chattanooga, Tennessee from March 6-9, 2008.  The 

experience taking the show down to SETC was quite beneficial.  The logistics of 

transporting all the “property” of a show helped us think about how to better transport our 

piece in future productions.  After driving down to Tennessee, we loaded our props into the 

hotel ballroom but then had to wait until our performance to actually set our props.  We 

were only given 30 minutes between the previous show striking the set and our start time.  

Despite the quick transition in to a space we had never even rehearsed in, let alone, 

perform in we found ourselves running still quite smoothly.  

Lauren felt her personal work for SETC seemed quite concentrated.  She did not 

want her process to be altered because of the new circumstances and conditions of the 

convention center.  She feels her concentration kept quite focused during the performance.  

Her goals for that performance were to take more time with the transitions and to also keep 

breathing throughout the entire piece.  Prior to taking the show to SETC, we ran a 

rehearsal for Dr. T and then given notes.  Lauren cannot help but wonder how the actor 

within still falls prey to the same habits that the teacher within her could call out on her 
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students in a second.  Nevertheless, the SETC process showed us that we truly needed to 

go back and specify secondary character work as well as rework the transitions completely.  

While the space we performed in did not allow time for a talk back we still received 

students who wanted to meet us and find out how they could learn more about solo 

performance.  The eagerness for students to discover ways to create their own work is truly 

rewarding and worth all the energy that gets put into this process. 

 

  



 

 

 

The Performances 
 

The final performances for the thesis project were held at The Firehouse Project 

located on 1609 West Broad Street on Monday, March 17th and Tuesday, March18th 2008 

at 8pm.  We were given the space the previous Sunday to load in and go through two run-

throughs before the opening night.  For the final run, which was also a tech run, we were 

fortunate to have Dr. T, Dr. Barnes, and David McLain attend to offer final notes.  The 

leaps and bounds that this performance made each time we revisited the work was 

consistently drastic.  The characters within the piece seemed to grow each time they were 

given a chance to speak.  Monday nights showing at 45 audience members and Tuesday 

nights performance had 39 members.  At the end of each performance we offered a “talk-

back” that allowed the audience to offer their own thoughts, suggestions, comments.  The 

following is a transcript of the dialogue from both nights.  Both “talk-backs” were 

mediated by Shanea N. Taylor. 

 

The Performance Response 

The following are unedited audience responses to the Firehouse Theatre performances on 

March 17 and 18 2008. 

 

Monday, March 17, 2008 
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1. “I enjoyed the transitions between the different women of various historical periods 

however I wish they would have been filled with more…that you guys would have 

gone further with it…as far as…like there was a couple lines of text…and the idea 

of the woman preparing and getting dressed….uh…and that notion…it was very 

nice…I feel like you could have gone further with it as far as a work in progress” 

 

2. “I just wanted to give you props for being able to step into another race.  And 

handle it with much respect.  You did it very well.  And I also like they way you 

transition with music – it helps create the period also.” 

 

3. “I liked the last line of the show but I felt the ending was really abrupt.  I felt like I 

wanted the ending to be slower or see something else. I just felt like it really 

abruptly ended….I just wanted something added to that.  Maybe fleshing out the 

last monologue more.” 

 

4. “At the ending, I was almost expecting the last character to be like my mom or one 

of my classmates.  An older female I could relate to in this 2008 time period.  

Something from the present. Something like that.  Something also that would kinda 

wrap it up like ‘this is today’” 
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5. “I definitely get that this was a passage of time and it makes sense to go in 

chronological order but I also feel that each of the monologues were so strong and 

even without Lauren saying like what year it was…I could immediately tell the 

era…but I almost thought that since this is like a everywoman kinda story…it 

would be interesting to play around with mixing and matching some of the eras.  

An 1850 here then a 1970 then a 1910….Ya know, whatever.” 

 

6. “One possibility for an ending that I would like to see would be stepping out of the 

characters and addressing us as yourself about why you created the piece and what 

the whole thing means to you.”   

 

7. “Um, what I really, really enjoyed and this might have been cause the history and 

chronological but each story, the women became more and more empowered.  And 

that, even if you mix up the order, that is something that I found was extremely 

important to this and if you do wanna throw in a new thing at the end, I feel like 

you’d have to make it a more empowered person.  I just feel like that empowerment 

and one character having to deal with another thing feeling down, and then the 

next character is better and better.  I just feel like that is something you really need 

to hold on to.”   

 

8. “First of all you both did a very good job.  And I have to agree with everybody.  I 

really, really like the transitions….i was on the edge of my seat.  Ya’ll did a good 
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job…the only thing I have to say is um in your first monologue southern belle and 

slave …I believe if I’m not mistaken the way you went back to the whole southern 

belle thing…were you the slave imitating the southern belle or were you trying to 

switch characters? That to me, wasn’t very clear.  Um my favorite monologue was 

the Irish woman.  To me, like that woke me up.  Her whole characterization.  

Positive energy.  Helped me.  I felt like before was maybe just like complaining.  

And which ya’ll have rights to complain.  But anyway I felt like that particular 

monologue really woke me up.”   

 

9. “I like that it wasn’t blame – like, “Men are assholes and they keep everyone 

down”…but the responsibility of being okay with yourself.” 

 

10. “I felt like the monologue for the woman who was committed to the asylum.  Where 

else are you gonna put the blame there?  I mean.  Essentially her husband has 

control over her and he makes that decision, the law back him up.  But men are 

making the laws….and there’s the doctor.  The man again gets to decide when you 

have served your time and you can go but there’s no one else, I mean, the 

statement….its pretty clear there.  But I do love the way you end it with the woman 

who’s like “ya, I’m in control of this, I can choose to suffer for this perfect ideal or 

I accept myself”..I like the way it ended b/c that’s where I am in my life because 

I’m a mom.  Sometimes my husband, sometimes I have unrealistic expectations.”   
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11. “I really enjoyed this.  I thought it was kinda interesting that it seemed like…you 

said something about adding characters…uh I feel like it seemed like you all were 

only doing American stories.  Even though there was an Irish woman…she was 

connected to America.  And I feel like there could be so much more with people 

who aren’t in America.  More like Arab nations or nations in other places.  Stories 

of women who are treated like property.  Those places that are very tough to face 

in today’s world.  Its’ something if you wanna go with more.  Characters, I feel, 

that that’d be a good place to go.  And also, I thought it was interesting how when 

you’re pretending to be the men.  It seemed interesting b/c it seemed like it was... I 

had the same problem with F.C.G it seemed like every time they looked like they 

were trying to be men they’d hold their crotch. And I don’t feel like men always 

have their hands on their crotch.  But I noticed that uh…you were doing …and I 

don’t know if you noticed you were doing this or it was something that you decided 

to do but your leg …seemed to be out like you were ready to start dancing.  I was 

interesting that whenever you did imitate a man…I just thought it was interesting 

that when you were transitioning to a man, you were being more feminine.  So 

that’s something that I noticed.”   

 

12. “You might of touch on this a bit but I would have loved to see more of the 

daughter being sold into marriage.  The whole pushing out of the house at 15, 13, 

12 getting married…and also seeing that strong woman later on being down on the 

bed….just when she owns her own business being told she can’t….that would have 
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been very helpful especially at the ending….Having that woman actually 

overcoming it.”   

 

13. “That’s kinda along the lines that I was thinking.  Maybe like going into the 

suffragist movement they were telling women, “no, you can’t do this”…like even as 

a female student like back in the day where you’re at college and you’re thinking ‘I 

can make myself into something’ but ‘I’m really here to find a husband’…” 

 

14. “From the specific stories that you took…all these connotations come up from 

everybody…‘that makes me think of this and that makes me thing of this’ …you 

can’t  tell every single story.  And the use of physicaliziation and physical gesture 

and physical score…I wanted there to be more of that.  There’s the same thing 

repeated when she gets thrown into the asylum and when the woman was burned at 

the stake.  I thought that was a really great theatrical device and if you guys use 

that more maybe find a similar physical gesture that you can repeat throughout.” 

 

Tuesday, March 18, 2008 

1. “I loved it!  I thought that the transitions were wonderful.  Like that was the best 

part ‘cause.  She going from different people.  Different time zones.  And all that.  

That helped it flow and helped the time go by really fast.  I loved it! Kudos and 

Break Legs for your MFA!” 
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2. “I also like to give Kudos, I think it was excellent.  I really enjoyed it.  I liked both 

the element of surprise that it gave and for me personally.  When I think of 

herstory, I think of how being a black woman, being a woman that’s been 

raped….but the different women that you portrayed….the military woman…the 

woman who had to step on crickets….I wasn’t expecting that and that had me 

entertained.  And I really liked it.”   

 

3. “I thought what was really great honestly because Lauren I think of you as such a 

classical sort of actress.  The way you were able to move in the different periods 

and show some really lighthearted and fun parts.  Your movement was really 

graceful at times, really clumsy at others.  You looked awkward when you needed 

to and you looked graceful when you needed to.  And I thought that was excellent.  

And I thought, Jase, what you did on that stage was really unbelievable for the 

small stage and for the evolution of those monologues you had her up, down, 

sitting, kneeling, moving…..the use of the trunk was brilliant.  The mirror concept 

was great.  I just have to say from a staging…you guys clearly had a vision and 

Lauren I think you executed really well even some of the song and dance elements 

that you guys built in, helped make it interesting and even some of those classical, 

slow, serious monologues…I think that really helped energize it.  And it helped 

keep the energy going b/c they’re depressing…..  Those first three are really awful 

man, and then you get to finally laugh a little bit.  But by keeping the action going 
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and the costume changes and having her moving I think it kept it light but serious, 

if that makes sense…”   

 

4. “I was really impressed with how delineated they all were – very clear moving 

from one character from another.  I was particularly impressed with the one in the 

insane asylum.  It was very clear and transitioned seamlessly.  So what was your 

process for developing those characters?  Particularity with the insane asylum 

making sure they were unique throughout the piece.” 

 

5. “I don’t understand why the first one was a part of it because it seems like 

everyone else was in a part of their life where they were vulnerable.  And they were 

realizing their worth as women and it seemed like she was just really different from 

everyone.” 

 

6. “I was wondering about your movement because I was really intrigued by it 

because it seemed so natural and it didn’t seemed choreographed so I was 

wondering if from night to night you changed your movement or if you had it all 

down.” 

 

7. “I just wanna say my favorite movement thing that you did was when you were the 

housewife and you got up on your toes and you were the perfect housewife….that 

was cool.”  



 

 

 

Reflection 
 

Actor’s Reflection 

 Lauren feels that her initial objectives have been met with success.  This is the first 

solo performance Lauren has worked on.  It was incredibly uncomfortable throughout the 

process for many reasons.  The hardest character to portray was the first character chosen 

for the piece: the slave girl.  Lauren truly feared that her attempt to even portray this 

character might be read by audience members as ‘offensive’ or a ‘minstrelization.’. 

However, in realizing how often people of other races have to play ‘white’ characters, 

Lauren decided to push herself out of this comfort zone.  The most rewarding moment for 

her in this process was when women of color thanked her for handling this role with 

respect. 

 Lauren also found extreme difficulty in having the entire stage all to herself 

especially when dealing with the transitions between each piece.  With any other 

performance, one does not soak in the limelight in the way one must for a solo 

performance.  As we began running through the entire show in rehearsals, Lauren would 

exhaust herself because she sped through the entire piece.  She actually had to stop herself 

a number of times in fear of passing out.  Lauren was afraid in slowing down that the 

message of the story might be missed.  Despite intentions to follows Baldwin’s idea of 

“impelling” the story, Lauren was instead propelling the story.  However, as we continued 
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to push the process into “performance-ready” we actually found the opposite.  By slowing 

down, the audience was given the needed time to keep up with the story on stage.  

Lauren’s process became about learning to embrace those moments instead of speed 

through them.  Lauren is beginning to understand the idea of ‘being yourself onstage’ and 

enjoying that moment.  She definitely has a lot more to learn about solo performance, but 

feels that each performance has taught her a little more about this process 

 Lauren also experienced extreme difficulty in creating honest transitions.  Again, 

her tendency was to speed up to avoid boring the audience.  Our work at SETC showed us 

that our transitions needed more attention.  The week between SETC and before the 

Firehouse Theatre performances was spent reworking and clarifying the transitions.  

Lauren worked to harness her energy and slow down to see what we can reveal just within 

the transitions itself.  In taking a step back from the intense monologues work we were 

able to find completely new stories within the transitions. 

 

Director’s Reflection 

These pieces were actual women’s words that we just crafted for narrative 

monologues onstage and the stories were so intriguing that we did not really have to 

include much of our own writing.  Lauren concentrated on most of the period style pieces 

and then Jase crafted the contemporary pieces.  We actually talked about including 

Lauren’s own personal story in the piece.  After all, this project started with Dr. T’s 

graduate acting studio class, writing our own personal narratives and Lauren’s experience 
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as a military brat.  We wanted to remove ourselves from the personal experience and use 

that more as an influence in the piece.  

This was a collaborative effort.  We have been working together for going on three 

years now, in all sorts of ways and manners – so we’re to the point where we do not have 

to have roles really.  We can both direct the piece.  We can both put our acting selves into 

the piece.  We can pick music and stories together.  It was 50/50 the whole way with 

everything.  So parts where Jase was lacking and not knowing where to come from in this, 

Lauren was able to pick me up and in parts where she could not see herself he was able to 

give her eyes that she did not have.  As far as directing and coming up with ideas we have 

shorthand with each other…we don’t have to coddle each other.  Jase can just say “Lauren 

do this.”  And she’s not afraid to say “Hey, what if we do this.”  We think this approach is 

good because she would not be able to do this by herself and we feel like it’s good to have 

“both/and”.  Male and female / Director and actor. The writers/co-creators.  The written 

that we took and put together with our ideas. 

The distance the piece came between the SETC Fringe Festival in Chattanooga and 

the performances at the Firehouse Theatre was miles and miles.  We were very glad we 

performed in Tennessee.  The piece was well received …we had a lot of students who 

came up and were said, “Please come and do this at our college and have a workshop on 

how to create something like this.”  The Fringe Festival performance also helped us to see 

what was not working, specifically the transitions between pieces and we concentrated on 

fleshing those out and creating mini stories within the transitions which made the piece 

much more grounded and real. 
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Future Plans 

After this stage of reflection and review, Lauren and Jase plan on further engaging 

the discovery process of further developing the piece.  We intend to take the piece to our 

alma maters William and Mary and Virginia Tech to further hone the project and continue 

to roll it back out.  By engaging students at the schools and gaining further feedback we 

hope to revise and refine our process. Further, we intend to develop a workshop on 

creating your own solo performance piece that can accompany a performance of the play 

itself it to different schools.  And then we want to establish UNLISTED PROPERTIES as a 

flexible piece that we can pull different monologues from our repertoire and place them in 

a format suited for wherever we perform the work.  So if there are different age groups, 

different social economic conditions, we can say, “o.k. we’re going here, let’s pull this out 

and this out and this out” or what would you like, like maybe like a checklist.  So we will 

just keep building from there and hopefully have a life long project that can grow and 

evolve as we do.  In addition, we plan to enter UNLISTED PROPERTIES in several 

playwriting contests and performance competitions including the Jane Chambers 

Playwriting Contest, Firehouse Theatre Project’s Festival of New American Plays, and the 

Kennedy Center for the Performing Arts' Fund for New American Plays Contest.  The 

ultimate goals are to publish UNLISTED PROPERTIES as well as book detailing the 

creation of solo performance.
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APPENDIX E 
 

Firehouse Website Promotion 
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APPENDIX F 
 

Rehearsal Schedule 
December 2007  

Sun Mon Tues Wed Thur Fri Sat 
      1 
2 3 4 5 6 

5:00-7:00 
7  
3:00-5:00 

8 

9 10 11 
3:00-5:00 

12 13 
5:00-7:00 

14 15 

16 17 18 
3:00-5:00 
(Meet 
with Kay- 
Costumes) 

19 
 

20 
5:00-7:00 

21 
 

22 

23 24 25 26 27 28 29 
 
January  

Sun Mon Tues Wed Thur Fri Sat 
30 31 1 2 3 4 5 
6 7 8 9 10 11 12 
13 14 

11:00-
1:00 
(Slave 
Girl) 

15 
11:00-
1:00 
(Chesnut 
/Packard) 

16 
11:00-3:00 
(Packard 
/Costume 
Fitting) 

17 
 

18 19 

20 21 
 

22 
11:00-
1:00 
(Military 
Bride) 

23 
11:00-4:00 
(Military 
Bride and 
Housewife)

24 
11:00-4:00 
(Stripper 
/Housewife/
Costume) 

25 26 

27 
 

28 
11:00-
4:00 
(Stumble 
Through) 

29 
 

30 
11:00-4:00 
(Chesnut 
and Slave 
Girl) 

31 
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February  
Sun Mon Tues Wed Thur Fri Sat 

     1 2 
3 4 

11:00-
2:00  
(Packard) 
3:00-5:00 
(Run 
Through) 

5 6 
11:00-
2:00 
(Dialect 
Coaching 
with 
Melissa) 
3:00-5:00 
(Military 
Bride) 

7 
1:00-4:00 
(Run 
Through) 

8 9 

10 11 
11:00-
2:00 
(Stripper) 
 3:00-5:00 
(Run 
Through) 

12 13 
11:00-
4:00 
(Run 
Through 
for 
Melissa) 

14 15 16 

17 18 
11:00-
4:00 
(Run) 

19 
 
 

20 
11:00-
4:00 
 

21 
12:00-
4:00 
(Run) 

22 
 

23 

24 
 

25 
 11:00-
1:00 

26 
11:00-
1:00(Run) 

27 
11:00-
2:00 

28 
5:00-7:00 

29 1 
11:00-2:00 

 
 
March 

Sun Mon Tues Wed Thur Fri Sat 
2 3 

10:30-
12:30 
(Run) 

4 
11:00-1:00 
 
(Run) 

5 
******** 
11:00-1:00 
2:00-3:30 
(Run for T) 

6 
*********
 

7 
******** 

8 
SETC 
Showing 
at Noon 

9 
******** 

10 
 

11 
12:00-4:00 
(Transitions)

12 
12:00-4:00 
(Transitions)

13 
12:00-4:00
(Run) 

14 15 
 

16 
1:00-3:00 
7:00-
10:00 

17 
8pm 
show 

18 
8pm show 

19 
12:00-3:00 
(STRIKE) 

20 21 22 
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APPENDIX G 
 

SETC Acceptance Letter and Grant Approval 
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APPENDIX H 
 

Character Analysis Format 
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APPENDIX I 
 

Directorial Analysis Format 
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APPENDIX J 
 

Light and Sound Cues 

CUE 1: (Actor Enters)   Lights Up to 75% 

      Sound Up – Track 1  

“Come Where My Love Lies Dreaming 

/Annie Of The Vale” 

CUE 2: (Fanning Self)   Lights to Full 

      Sound Fade Out 

CUE 3: (Shuts Bible)   Lights Fade to 75% 

      Sound Up – Track 2 

      “I'm Going Up North” 

CUE 4: (Patty Cake)   Lights to Full 

      Sound Out 

CUE 5: (“Silent as the grave”)  Lights Fade to 75% 

      Sound Up – Track 3 

      “Crucifixion” 

CUE 6: (Hair out of bun)  Lights to Full 

      Sound Fade Out 

CUE 7: (“Lords of creation”)  Sound Up to 50% 
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CUE 8: (“Broke in”)   Lights Fade to 75% 

      Sound Up 

CUE 9: (Walking US to mirror) Sound Fade  

CUE 10: (Passing mirror)  Sound Skip to Track 4 

      “Boogie Woogie Bugle Boy” 

CUE 11: (Stand up at mirror)  Lights to Full 

      Sound Fade Out 

CUE 12: (“Priests would have”) Lights Fade to 75% 

      Sound Up – Track 5 

      “Superstition” 

CUE 13: (Sit down in DS chair) Lights to Full 

      Sound Fade Out 

CUE 14: (Drops shoes)   Lights Fade to 75% 

      Sound Up – Track 6 

      “He Thinks He'll Keep Her” 

CUE 15: (Wave at mirror)  Lights to Full 

      Sound Fade Out 

CUE 16: (“…the way you are”)  Blackout 

CUE 17: (Hold for 3 beats)  Lights to Full 

      Sound Up to 75% - Track 7 

      “Unwritten” 
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APPENDIX K 
 

The Ground Plan 
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