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ABSTRACT 

This thesis records the directorial process involved in the development of 

the performance text of Tina Howe's Ap~roachinp: Zanzibar, presented by the 

Department of Drama at  the University Theatre of the University of Calgary, 

October 21-31,1998. The Introduction presents the director's initial connections 

to both the play and the process. Chapter One offers an exploration into a 

specific vein of feminist theory, the gaze, and a text analysis which is supported 

by the exploration. Chapter Two presents the director's preliminary concepts in 

response to the work of the previous chapter. The collaboration with the 

designers is detailed in Chapter Three, while Chapter Four chronicles the 

rehearsal process. The final chapter offers some reflections on both the process 

and the production. 
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INTRODUCTION 

Perhaps the greatest challenge to thinking women is 
the challenge to move from the desire for safety and 
approval to the most 'unfeminine' quality of all-that 
of intellectual arrogance, the supreme hubris of the 
god-makers, the hubris of the male system-builders. 
(Lemer 228) 

The beginning. To go back to a beginning that started over a year ago is 

difficult. It did not just start when proaching Zanzibar was chosen as my 

thesis project. This beginning started when I first was handed a copy of the play 

by my office mate, Margo Regan, saying she thought I might like it. That was the 

beginning of this joumey, this very personal joumey, which culminated in the 

production of vroachine Zanzibar which opened at the University Theatre, 

University of Calgary, October 21,1998. I write about it now, with all the 

influences of what happened in between the beginning and the production, and 

all the influences of what has happened since the show closed. These influences 

will obviously colour my remembrances, but I will endeavour to share with you 

this director's process from beginning to end as best I can. It was not an easy 

process, and I look back on it with mixed emotions, but it was worthwhile and 

one can not always say that as much as one might like. This thesis is written in a 

very personal manner. I do not know any other way. I will not pretend to have 

detachment from my work; it would be like trying to detach oneself from one's 

soul. However, do not let my tone lead you to believe that my approach to this 

thesis, my critical research, or my commitment to feminist work is casual. That 

would do me an injustice. 



When I first read this play, I thought it was fun. I was drawn in by the 

familiarity of many of the situations. I have traveled by car both as a child with 

my parents and as an adult with my own children; I have hiked up mountains, 

and camped in the forest with my family. I have also been emotionally swept 

away by the impending death of a loved one, feeling helpless and grasping at 

normalcy. I believed that my easy connection with this family would be felt by 

others and that connection is one of the reasons why people go to theatre: to be 

part of a shared experienced. It was a fun play so I submitted it for consideration 

as  a thesis production. 

My other submissions were all quite dark pieces with very challenging 

texts so I thought Approaching Zanzibar would balance my overall submissions, 

but I did not seriously expect it to be chosen. I was both surprised and 

disappointed when it was; I had my heart, mind, and creative energy focussed 

on one of the other submissions. I include this not as a chastisement of either the 

people involved or the process by which this play was chosen, but as the first 

obstacle encountered in mounting the production. In fact, I found it very difficult 

to refocus my energy and find a positive approach to the play and from time to 

time, my longing for a different one would frustrate and distract me. This is 

perhaps the most daunting challenge to any director: finding something with 

which you can work in almost any script you may be asked to direct. 

So, I took up the challenge and started to reexamine Av~roaching 

Zanzibar in an effort to recapture that which had first attracted me to it. The 

warmth and humour were still there, but I found that another avenue of 



excitement opened for me: an exploration of feminist theory through this text. I 

had been doing much personal research into this topic as a result of an 

introduction to it in the Contemporary Criticism class taught by Robert Moore 

and I discovered that Av~roachine Zanzibar could afford me an opportmity to 

explore theory in practice. In fact, I feel that this is an area that is vastly 

unexplored, particularly in the course work at Canadian universities, as most 

often theoreticians and practitioners have very little, if any, direct interaction. So, 

here was my opportunity. And it scared me to death. 

I discovered myself at constant odds: exploring feminist theory versus 

staging a successful show. It somehow felt that I could not do both. Perhaps, this 

was because the techniques which I wanted to use to challenge the audience, 

such as not always being able to see everything, were completely against all the 

traditional training I had received as both an undergraduate and graduate 

student. Perhaps, this was because I found that this training was unsupportive of 

feminist theory through omission. Feminist theory and criticism and its 

importance to and impact on contemporary theatre were rarely discussed except 

as an appendix to other theories. Therefore, I found myself sailing unchartered 

territory without a guide. It was not as if any person or persons pressured me in 

any direct way, but more a pressure I put on myself. I felt that directing a show 

with a stated feminist theoretical approach could undermine my production's 

possibility of success by creating a predetermined bias. I do not know whether or 

not this was true, but it was certainly how I felt. 



However, I had decided to undertake the voyage and so started my work. 

The following chapter contains my exploration into one specific vein of feminist 

theory, the gaze, and how I envisioned the possibility of its multiplicity rather 

than singularity in my production of Apvroachine Zanzibar. 



CHAPTER ONE 

THEORETICAL APPROACH 

. . . something crucially important and consistently 
ignored in director training: the way directing is a 
political as well as artistic activity. If a director doesn't 
think through where she stands politically, she is 
likely to wind up serving the interests of a dominant 
ideology, whether she intends to or not. (Donkin and 
Clement 6) 

To begin this chapter on my feminist theoretical approach to Approaching 

Zanzibar, I think it is necessary to provide a working definition of feminism and 

my place in it. This will be far from an exhaustive discussion; however, I feel that 

some explanation is needed in order to understand the directorial path I chose. 

Jill Dolan writes, "Feminism begins with a keen awareness of exclusion 

from the male cultural, social, sexual, political, and intellectual discourse" (3). I 

believe that this is a definition with which most feminists would agree regardless 

of the different paths they choose to address this exclusion. Indeed, feminism has 

developed and expanded so rapidly that some theoreticians, like Janelle Reinelt, 

actually use the word feminism(s) instead to refer to "both the differences in 

ideology and program among women who are feminists and also to the different 

kinds of scholarly activity engaged in by performance scholars" (226). Yet, there 

has been general acceptance of current feminist theory breaking down into three 

main categories: liberal, radical, and material. Their characteristics, as described 

by Gayle Austin, are as follows: 



Liberal 
1. Mnhizes differences between men and women 
2. Works for success within system; reform, not revolt 
3. Individual more important than the group 

Radical 
1. Stresses superiority of female attributes and difference between male 

and female modes 
2. Favours separate female systems 
3. Individual more important than the group 

Materialist 
I. Minimizes biological differences between men and women 
2. Stresses material conditions of production such as history, race, class, 

gender 
3. Group more important than the individual. (6) 

These are general categories which are in no way absolute or exclusive. In fact, 

one of the main strengths of feminism, which is also perceived as a weakness by 

some, is its acceptance and encouragement of multiplicity. 

Within these larger divisions, I would classify myself as a Material 

Feminist and my interest in the "material conditions of production" fueled my 

research into "the male gaze" which, in turn, became the theoretical exploration 

in my thesis production. 

The Gaze 

Jacaues Lacan 

The concept of the gaze has its roots in Lacanian psychoanalysis and his 

definition of the "mirror-stage;" therefore, a precis of Jacques Lacan's work is 

necessary at this point as it is "the theoretical apparatus which underpins work 

on the construction of the feminine subject" (Aston 35). 



Lacan was a French psychoanalyst whose work reframed Freudian 

analysis through the lens of linguistic study. This reframing created a bridge for 

many feminists to cross in exploring psychoanalysis. Prior to Lacan's work, 

feminists were skeptical, even hostile, toward Freudian analysis due to 

"interpretations that were (often wilfully) ignorant of his [Freud's} writings" 

(Grosz 19). Originally, Freud was seen as a proponent of what women should be. 

However, feminists now saw that Freud might merely be "describing what 

patriarchal culture demands of women and femininityrf (Grosz 19) and not 

endorsing it. 

With this new found perspective provided by Lacan, feminists began 

exploring psychoanalysis and discovering arguments that move the discussion of 

male/female differences out of a biological arena and into a linguistic, and by 

extension, cultural one. Gender is now viewed as a construction, linguistic and 

cultural, rather than an innate biological assignment. This revolution is not 

without its concerns, however, as Jane Flax observes that biology is now replaced 

by linguistics, but ultimately serves the same function: "Lacan's linguistic theory 

renders such cultures [maledominated cultures] equivalent to culture as such. 

Hence, male dominance becomes unanalyzable in theory and inescapable in 

practice" (Flax 112). 

The Mirror-Stag 

Within this discourse, a discussion of the gaze, or more specifically the 

male gaze, has emerged. It is connected again to a Lacanian concept: the mirror- 

stage. This is the first step in the child's acquisition of an identity independent of 

the mother, the genesis of a sense of self or personal unity, the origin of the 



child's sexual drives and the first process of social acculturation (Grosz 32). It is 

at this point that a child begins to perceive that it is a whole unto itself. It is the 

point where the hope of self-reliance is born. Lacan expands on Freud's belief 

that this stage "is produced in opposition to biological, organic, or instinctual 

processes" (Grosz 31) and posits that "the self is actually a cultural idea" (Case 

119). The child sees in its reflection not an internal reality, but an external 

construct. Through the act of looking, of gazing, power in the form of desire 

resides: desire for the image which offers an unattainable whole and also for the 

desire of the reflection. Therefore, the gaze is equated with both power and 

desire. In both Freud and Lacan's work, the exploration of this stage has been 

from the position of the male child which cements a relationship between male, 

the gaze, power, and desire. This relationship is presented as the "natural" one; 

however, "part of the materialist critical project is to denaturalize the 

psychological identification processes implicit in representation" (Dolan 14). 

Film Theorv 

Feminist theorists took up this relationship and explored it through the 

medium of film. Film offers a clear expression of the connection between the 

male gaze and power through the manipulation of technical aspects which are 

then presented as "natural" or "real." There are three aspects to this cinematic 

gaze: the film text itself where men gaze at women, the camera's "gaze" which 

constructs how and what the audience will see, and the spectator's gaze at the 

screen in the darkened theatre where they identify with the male character's 

initial gaze (Kaplan 15). Again, the connection between male and the gaze is 

striking as most films are produced and directed by men; therefore, men control 



the gaze technically while women become the objects of it. These films are 

presented as reflection of "real" life so that this blatant manipulation is used to 

condition audiences to the "naturalness" of male power and the objectification of 

women. 

Feminist theatre practitioners, though perhaps 15 years behind their film 

theorist counterparts, are also looking at gender representation and 

objectification on stage. Naturally, there are distinct differences between the two 

media which affords theatre an area of exploration which film cannot: both the 

camera's visual power is removed and the necessity for the spectator to be 

physically distanced from the action can be erased. I was fascinated with these 

areas of exploration and as I read and reread A~~roachinp: Zanzibar, I found that 

this play could provide an exciting laboratory for experimentation. Could I create 

an environment that would encourage a multiple, individual gaze through the 

disruption of traditional "reality"? 

Text Exploration 

I felt that Howe's text Av~roachine Zanzibar could be used to support 

multiple perspectives through several subverting techniques: an apparently 

linear narrative plot which does not fulfill the traditional linear expectations, a 

quartet of main characters rather than a single protagonist, the use of parallel 

and overlapping dialogue, non-realistic textual elements, characters that 

challenge stereotypes, and the performing of gender and power structures. 

Certainly, the text is not without its flaws and could be used to stage a more 

traditional, singlegaze, production; however, I will present my interpretation of 



elements which I felt could be useful in my directorial exploration rather than 

dwell on any perceived shortcomings. 

Plot - 
On the surface, this play appears to be a traditional linear narrative. If 

asked to summarize the plot, I would say that it is a story about a family that 

drives across the United States to visit a dying aunt. As the journey is presented 

sequentially with regard to time, the expectation of a unified narrative is created 

where each element will contribute to and influence the story. However, this 

expectation is not fulfilled. Though each scene progresses in a physical sense 

through the trip across the country, they do not necessarily build upon one 

another in a narrative sense. The sound of the earth turning in Lii does not 

clearly impact or influence any of the other scenes. The children wandering out 

into the forest at the end of act 1 is never touched on again. Characters are 

introduced, such as Randy Wands, who do not further the narrative line. This 

character serves to highlight Charlotte's sense of loss connected to her 

menopause, but has no impact on the plot. Of course, the ultimate "lack" in 

A~proachine Zanzibar with regard to linear narrative expectations is that there is 

no resolution at the end. The aunt does not die and her impending death was the 

whole reason for the journey in the first place. Though there is every indication 

that she will die soon, it does not happen in this play. This leaves the spectator to 

define for her/himself the purpose for the play rather than having it neatly 

presented to them. 

These instances are generally viewed as flaws in the text. However, I felt 

that they were elements which I could use to challenge a traditional patriarchal 

form and that this subversion could lay the groundwork for the subversion of a 



singular gaze. "Conventions governing the selection of narrator, protagonist, and 

especially plot restrict the heds of literary production that count as stories in a 

given society" (Hite 4). 

Multiple Protagonists 

The next textual element I felt I could use was that there were four main 

characters instead of one. Although we are presented with a family unit who are 

in the same car and going on the same trip, this unit can be broken down into its 

four constituents thereby creating four parallel journeys rather than a single one. 

The spectator now has the power to follow one or all of these individual tours. 

S/he can identify with whichever character connects to her/his own personal 

experiences or shift focus among the four characters and those they encounter 

along the road. This is an aspect which I wanted to underscore in my casting: I 

did not want a family that looked alike, but rather one that would emphasize the 

individual nature of its components. 

Parallel and Ove r l a~u in~  Dialonue 

Howe supports an exploration of this multiple perspective not only 

through the four-member family unit, but through her use of parallel and 

overlapping dialogue. 

In parallel dialogue, Howe utilizes a technique which has the characters 

often continuing trains of thought that have no correlation to each other. In other 

words, they carry on what appears to be a conversation as they speak alternately 

with another person; however, they are not actually talking either directly to 



each other or even about the same thing. The characters are investigating 

different subjects aloud at the same time. For example: 
SCOTTY. It's true. I still remember the pictures of it. It was a cross 
between a hot air balloon and a mad scientist's obsenratory. . . 
WALLY. What a day. . . ! It's days like this that make you feel 

you can do anything. 
CHARLOTTE. She wanted to be close to the sky. . . 
WALLY. . . . swim the Atlantic, ride bareback on a zebra, write 

music that will leave audiences sobbing in their seats. It's 
all just . . . out there, swaying within reach. 

CHARLOT'E. This was in her painting days before she moved 
to the desert. . . which she says is even closer to the sky. 

WALLY. The thing is to seize it! (65) 

Howe breaks away from the traditional linear narrative style where one subject 

of conversation is central and creates the polyphony of experience that is 

considered by some, such as Gillian Hanna, to be closer to a female experience of 

life: "For them [women] life doesn't have that kind of linear overview that it 

seems to have for men" (8). 

These parallel conversations have two effects which support multiplicity. 

First, they challenge the audience to choose where to look and which exploration, 

in whole or in part, to follow. An individual can stay within the images or ideas 

created by one character, give them prominence, or s/he can flow back and forth 

between the characters. S/he sees her/his own version of the play from a 

personal perspective and not through a single authorial or directorial vision. 

Second, this parallel dialogue removes dominance of one character or idea 

over another. It removes the "winning" of an argument as there is no fight being 

fought; therefore, there is also no loser. Each character remains powerful and 



autonomous with only the individual viewer placing importance if and when 

s/he sees fit. 

Howe next compounds this individual determination of focus by, at times, 

having the parallel dialogue happen at the same time. 

CHARLOTTE. WALLY. 
I just hate it when you speed. I don't believe we're doing this . . . 
Especially with the kids in the car. Driving to New Mexico. How did you 
It's just asking for trouble! If I ever talk me into it? Do you know 
hadn't grabbed the wheel, we'd all how many more states we have to 
be lying dead in a ditch! go through. . . ? 

The audience is now challenged to become more active in the experience as they 

cannot sit passively and let the images and arguments flow over them. They 

must work to understand an individual character's words among the many. They 

must define their own unique perspective of the event through a clear effort to 

hear one actor or the other, completely or in part. 

Non-realistic Textual Elements 

Howe next uses surreal or fantastical elements in the text in much the 

same way that she uses the linear narrative style. She sets up an expectation and 

then subverts it. Howe works within very accessible situations: driving in a car, 

camping, hiking, fishing, and spending time with one's family. Most audience 

members will be able to identify with one or more of these situations quite 

readily. However, after creating these communal environments, Howe 

introduces images and ideas which push beyond the boundaries of realism: 

hearing the earth turn, fish representing "departed human souls" (46), being 



urinated on by a lion, and trying to fly to paradise. These elements work to , 

disrupt the feeling of realism that was previously created. 

Going back to film theory, the cinematic gaze is carefully constructed to 

represent and re-inforce the norm as determined by a patriarchal society. Howe's 

text can be used to explore this manipulation. Even as it pulls the audience into 

identifying with a "realistic" situation, it also challenges the audience by 

introducing non-realistic elements which disrupt a passive acceptance of that 

"reality." Through these disruptions, the spectator is made aware of the 

construction of "real life," which film tries so hard to hide, and then allowed to 

assess what s /  he is presented knowing it is a fabrication. 

Another textual layer which supports the questioning of representation is 

Howe's supporting characters. These characters initially support stereotypes, but 

then, either subtly or quite dramatically, subvert them by revealing contradictory 

or unusual traits. 

The first supporting character we meet is Randy Wands in I.iii who is 

presented as a country red-neck. He is rather simple, loud, flirtatious, and 

socially inept as he continually forces himself into the family dynamic. While he 

retains his simplicity, Howe reveals other facets of this caricature: he is well read 

enough to know who Olivia Childs is and what type of art work she does; he is 

spiritual as illustrated in his response to the news Olivia Childs is dying, "To 

everything there is a season . . ." (37); he is a devoted and loving family man; and 

after initial surprise and awkwardness with Fletcher's hearing impairedness, he 



is open and accepting towards him rather than cruel and judgmental. There is 

more to Randy Wands than we first believe. 

In the same scene, Howe also presents Palace St. John and her grandson, 

Fletcher. Though Palace is described by Howe as a woman in her sixties 

(something that was hard to capture in this cast), she is the epitome of youth: 

energetic, physically active, and friendly. She is immensely proud of her 

grandson, at ease with his disability, and encourages him to interact with others. 

Of course, Fletcher presents a more dramatic challenge to stereotypes. 

Though some might see his psychic gifts as yet another archetype, the 

suppression of one sense encouraging another, I felt that I could use the 

discovery of his deafness as a subversion of the "normalcy" perceived when he 

first makes his entrance. Fletcher's first action is to arrange the Blossoms for a 

family picture. They are very appreciative and impressed with his ability, "She's 

right, the boy is good" (39). It is not until four pages of text later that Fletcher's 

hearing disability is revealed. The audience is challenged to re-view its first 

impression of the character, to reassess its initial judgment. This encourages 

action on the spectator's part to structure their own reality rather than accept the 

one presented. I would then utilize his psychic reading in the same way as the 

other non-realistic aspects in the text as discussed previously. 

One of the most interesting roles which challenges representation is that 

of Amy Childs, an 11-year-old girl. She is mentioned in the first scene of the play 

with the Blossom family finding great humour in "Gamey A m y .  . . . Boy wonder 

of the western world!?" who is "already shaving!'' (20). Howe creates 

anticipation in the audience for Amy's arrival, but she does not appear until II.i. 

By this time, the audience can have created a clear caricature of the "butch" Amy 



in their own minds from the many comments by the Blossom family. However, 

the Amy we actually meet is resistant to labeling. She obviously demonstrates an 

athleticism that is associated with males as she excels in pole-vaulting, hang- 

gliding, and piloting her own plane, but her parents accept this as completely 

normal for a girl. Also, any negative lesbian stereotypes, such as aggression or 

man-hating, are dispelled as Howe presents a generous and giving child who 

interacts easily with both males and females. 

Although Amy's masculine traits are much discussed, there is no mention 

of or allusion to any sexual preference. I found it interesting that a character who 

so clearly challenges gender bias, in relation to physical abilities and interests 

that are traditionally attributed to males, remains sexually ambiguous. I was 

unsure of the purpose for this. It could be a statement that her sexual preference, 

and by extension everyone's sexual preference, is irrelevant to our appreciation 

of the person. Another possibility is that Howe felt it was clearly understood that 

Amy is either heterosexual or homosexual so no further exploration was needed. 

Or, it may have been a decision by Howe not to layer sexual orientation into her 

script due to stylistic, personal, or commercial concerns. 

Regardless, Amy remains a challenging character of the male gaze: Seeing 

a woman as an object becomes infinitely more difficult when that woman is 

given "male" traits. In fact, the family actually objectifies Amy for her 

"masculinity" which is the opposite of the traditional male objectification of 

women for their "femininity." By shifting the ground under these stereotypes, 

Howe is able to highlight the arbitrary nature of representation and expand our 

perspectives. 



perform in^: Gender and Power Structures 

In this textual exploration, Howe encourages a doubling of actors in 

supporting roles and it is clear that a male actor played the parts of both Fletcher 

and Amy in the published text. This is not an unusual occurrence in Howe's 

work as other plays, such as Birth and After Birth and Pride's Crossing, have also 

been staged, and seem to be written, with the doubling of actors in mind: actors 

performing several characters whose gender and age are different from their 

own. In Birth and After Birth, an adult man plays the part of a 4-year-old boy. In 

Pride's Crossing, six or seven actors play multiple characters who cover a wide 

range of ages and also gender with both women playing men and men playing 

women. Amy Childs reflects this technique in Armroachine Zanzibar. 

Of course, the most interesting element of this possible cross-gender 

casting is that the character is so clearly defined with traditionally masculine 

traits. Whether I ultimately cast a man or a woman in the part, the effect, though 

through different means, would be the same: it would highlight gender as a 

construction. This is underscored with humour during II.iii when Olivia 

mistakes Turner for Amy. She believes that Amy looks like a boy; therefore, this 

boy must be a girl regardless of his "masculinity." Her error throws the entire 

concept of an inherent "maleness" or "femaleness" into question. These elements 

also expose the single gaze "reality" as a construct, undermine its power, and 

shift the determination back onto each individual audience member. If one does 

not believe that what s/he is watching is reality, then one must define reality in 

her/his own unique terms. 

Performing a gender is taken even further in II.ii. In this scene, Howe has 

the family characters perform each other. The parents act as the children and the 



children act as the parents. This is done without any set-up or explanation. The 

actors simply put on a different character and play out the entire scene. Seeing 

the young children chastise and dominate the adults creates a shift in viewing, an 

alienation from accepted norms. What seems perfectly normal when said by an 

adult to a child appears extreme when said by a child to an adult. The audience 

must review the power structure implicit in a family and personally define the 

point where appropriate behaviour becomes inappropriate and why. 

Howe then applies another layer to this scene by not only switching the 

familial roles of the characters, but their gender as well so that the women play 

the masculine roles and the men play the feminine roles. Now, not only is the 

family power structure exposed, but so is the gender structure. 

To this point in the play, both the mother and daughter subordinate their 

own desires and needs to those of either the father and son or to social 

expectations. This is exemplified when the mother dismisses the prospect of 

pursuing her weaving by saying, "I don't have time anymore, what with the 

kids" (26) and also in the father's inability or unwillingness to see his wife's 

menopause as anything more than an inconvenience and embarrassment to him. 

Charlotte's creativity and physical cycle are defined by others. Similarly, Pony's 

existence is defined through constant pleas for attention through either 

trumpeting other's achievements (Turner, Wally, Olivia) or performing tricks 

such as headstands. As with her mother, Pony feels her worth is determined by 

those around her and not through her own agency. These social structures are 

challenged when these roles are assumed by the male actors and the normalcy of 

these defining factors is questioned. 



As with the parent/child switch, this performing of different genders can 

be used to reveal the mechanisms that define those genders. If the actors 

completely commit to re-creating the already established characters, the function 

of representation is exposed. The "natural" representation of these characters 

that has been accepted to this point is called into question and the audience is 

confronted by the construction. Therefore, the power of the single gaze is also 

disrupted along with its "reality" and fractured through the prism of the 

spectator's individual response to the revelation. 

In the following two scenes, II.iii and II.iv, the actors resume their original 

roles, again without explanation. This deepens the impact of the arbitrary nature 

of representation by underscoring its fluidity. Though having the actors perform 

different genders and social stations does not impact the characters themselves, it 

does impact the spectator's view of them. So while the characters continue on in 

the same constructs, the spectator's are forced to re-evaluate those constructs 

given the tear in the "reality" in which they exist. 

Exdoration of Predominant Theme 

Though an exploration of representation and the gaze was the main focus 

of my textual analysis, I also came to understand the larger theme within the 

work which I wanted to capture in production. Most prominent for me is the 

theme of the cyclical nature of life. As mentioned previously, the play has a 

linear structure in terms of its time line and spatial configuration as the scenes 

move across the country to a predetermined destination. However, I found a 

more cyclical construction thematically. 



In Howe's own words, "Apvroachine: Zanzibar is a mythic piece about birth, 

death, and re-birth" (Digaetani 156). 

This larger cycle of life is fully realized through the character of Olivia 

Childs. From the opening scene of the play, we are told that Olivia is dying and 

as the family gets closer to her physically, the impact of her approaching death 

becomes more and more visible. This is seen most strongly through Charlotte's 

deepening sense of loss and Pony's escalating fear. As Charlotte nears Olivia's 

home, she reminisces about Olivia more and more with that joy of remembrance 

mixed with the pain of the inevitable. While Pony's initial innocence about death, 

"Mommy, what's Liwie dying of?" (17) sharpens to horror at the prospect of 

being left along with Olivia, "SAVE ME TURNER ... SAVE ME" (101). However, 

there is resolution and renewal at the end of the play as Olivia's love of life is 

shared with and reborn in Pony. The cycle of life continues. 

This large life cycle is mirrored in smaller ones. Charlotte's menopause is a 

clear example of the end of a cycle of life, of giving life. Her devastation at this 

loss is tempered with our understanding that while this stage ends, her life 

continues and a new stage begins. This birth cycle is also reinforced by the 

creation of life around her, both Joy's unborn child and Randy's new born baby. 

This underscores that although one person's individual cycle ends, the existence 

of the cycle continues and eventually will begin anew in the prepubescent Pony. 

There is also the supporting theme of a creative cycle as embodied by 

Wally. He has been creative in the past, is feeling the death of that creation 

during the play's first act, and then experiences the re-birth of creative 

possibilities in the play's second half. Turner's creative abilities work in strong 

counterpoint to Wally's, particularly in the first half of the play, as Turner's star 



appears to be rising as Wally's fades. As with the life cycle theme, this creative 

cycle is played against Olivia's over-arching creative cycle. The end of her 

lifetime of artistic pursuits, which spans over 60 years, is the larger canvas upon 

which we see Turner's beginning and Wally's middle. Olivia again functions as 

the anchor and fullest expression of life's circular nature. 

It was this theme coupled with my interest in feminist theory which had 

the most impact on my initial directorial concepts. As with my earlier textual 

analysis, this is not to discount other themes or directions that can be seen in the 

script; however, this was the theme I chose to explore and hopefully share with 

the audience of this production. 



CHAPTER TWO 

PRELIMINARY CONCEPTS 

In the interest of clarity, I have decided to write these initial thoughts 

separately; however, I do not want to imply that they were given birth after the 

text analysis. Certainly, the text was the clay from which these ideas took shape, 

but this process happened concurrently with other work including the analysis, 

extensive reading about feminist theory, and papers on different aspects of 

A~vroachine Zanzibar which I wrote during this time. I believe that it will be 

apparent through reading the following just how interco~ected and non-linear 

the work actually was. 

When I thought of the play as a whole, I kept returning to the image of the 

journey. The family goes on a trip. They literally travel through the play from 

place to place. Beyond the obvious connection to the theme of life's journey, there 

was something about actual movement that seemed to me important to capture 

in this production. I even gave serious thought to staging the play in different 

locations in the theatre such as backstage and the lobby, so that the audience 

would have to literally travel along with the actors. This idea appealed to me 

greatly; however, I also had some strong reservations: the physical limitations of 

the audience could restrict their participation, taking too much time between 

scenes would sever the continuity of the journey, and it could become a technical 

nightmare. So, I was challenged to find another way to capture the movement I 

thought was essential to the play. 

My initial solution was that if I did not move the audience through the 

space, then I would a t  least move the actors through it by breaking out of the 



accepted stage area. I felt that by doing this I had a chance at capturing the 

journey through the movement of the actors. As a beneficial offshoot of this 

choice, I also thought that it might push both the designer and myself to use our 

theatrical imaginations in a way which is often ignored in the drive for realism. 

This would also be supported by and explored through the fantastical elements 

in the text. 

Moving off the stage floor also allowed for theoretical exploration. My 

interest in representation and a multiple gaze expanded along with the playing 

area as the possibilities for investigation increased. 

First, the mere act of escaping the traditional playing space and invading 

the spectator's area created the possibility of a multi-layered experience. The 

audience member can no longer sit passively, give her/himself up to the 

"reality" of the performance text, and be swept away by a single perspective. 

Instead, s/he is challenged by the proximity of the actor. The performance 

"reality" is now clearly questioned as the spectator's "reality" is used. How can 

they be standing on a mountain top when they are actually standing next to me? 

Therefore, the performance is exposed as just that, the representation of an 

imagined reality. Through this exposure, the representation can be viewed 

through an individual's personal lens because it is no longer presented as the 

single, true experience. 

Second, the invasion of the audience space offered other dimensions for 

the gaze. Depending on where I ultimately staged the scenes and where an 

individual audience member sat, there would be a physical barrier which the 

spectator must negotiate. The viewer must choose whether to turn around; look 

around other spectators, props, or actors; or not engage in gazing at all. S/he 



would be forced into taking an active role in viewing the performance, in whole 

or in part, and, therefore, define for her/himself a personal subject position 

rather than rely on a dictated one. I did not intend to create superfluous 

obstacles, but by the positioning of the scene away from the stage area, these 

obstacles would occur naturally. I anticipated both frustration and discomfort on 

the part of some audience members by choosing this staging, but I felt it could 

create a challenging experience for an audience who may be more used to 

passivity. 

Third, this staging could also function as a challenge to a singular gaze. By 

placing actors in the audience, many spectators by virtue of their position in the 

theatre will become the objects of other spectators' gazes. If a viewer must look 

across the audience to see the actors, then the spectators s/he sees will also 

become part of the viewed performance. This could create an interesting 

dynamic for an audience member: to be the subject of her/his own gaze and 

object of someone else's at the same time. Will this subject/object duality work to 

expose the gaze itself which "implicitly constructs a particular viewing subject to 

receive its ideological meanings" (Dolan 41)? 

Another exploration made possible through the use of the seating area is 

that those audience members who are closest to the action may also clearly 

experience the interactive nature of theatre which is tangibly removed when the 

actors are physically distanced from their audience. By this I mean that most 

spectators do not viscerally experience their relationship to the actors (as 

opposed to characters) and so may mistakenly believe that there is none. This 

distance is supported by traditional staging which creates the impression that the 

performance plays out exactly the same way regardless of the audience. Of 



course, any live performance artist could easily dispel this.assumption by 

discussing the impact of different audiences on her/his performance. I find it 

fascinating that traditional theatre practices seem to not just support but actively 

encourage a sense of powerlessness among its audience. Perhaps this makes 

them easier to manipulate. However, I have spoken with many people who, 

when faced with being in close proximity to the performers, have realized their 

power to support or disrupt the performance: they have felt like active 

participants in the experience. It would be satisfying to create this experience for 

at least some of our audience members. 

The next aspect of production with which I concerned myself was 

naturally connected to my first. If I was going to move the actors around the 

theatre space, what was the best way to create each distinct environment? 

Isolated spaces would have to be created and, of course, this would be an 

exploration done with the set and lighting designers. However, there was still 

the question of who would create the spaces and how the actors would get to 

them. It was my initial feeling that any technical work needed in the transitions 

should be done primarily by the actors themselves. 

In the published text, each scene is ended with a blackout. I knew I would 

never do this. I admit that I have a personal aversion to the use of blackouts as I 

find them jarring in terms of continuity of story and unimaginative. It appears to 

me that since theatre does not have the ability of film to dissolve from one shot 

into another, the blackout has been instituted as a cinematic "poor relation." 

Admittedly, this may be too simplistic an explanation, but I still wanted to avoid 

the use of blackouts as much as possible. I felt that using the actors to construct, 



deconstruct, and reconstruct each scene would support both textual and 

theoretical ideas. 

Textually, I felt that having the actors do the technical work would 

support the theme of the cyclical nature of life. The actors would literally enact 

small cycles of construction within the textual cycles previously explored. This 

physical manifestation would act as a visual anchor for the images and ideas 

about birth, death, and rebirth. It would also underscore the individual nature of 

the overall journey as the audience would see four individual actors with a 

common goal as they see four individual characters on a common journey. 

Theoretically, the actors constructing and deconstmcting the scenes would 

clearly show the work as representation and not reality. It is not unusual for 

material feminists to borrow foregrounding techniques such as this from Bertolt 

Brecht to expose the "representational structures that create mythologized 

subject positions and that mystify social relations" (Dolan 106). I felt this 

technique would work well in this instance to both avoid the seduction of 

realism which provides the subject position and also to confront the audience 

with the act of construction inherent in representation. 

Finally, I wanted to take direct aim at the concept of a single gaze in two 

further ways. First, I planned to use the textual elements discussed in the 

previous chapter coupled with an exploration of blocking to shift dominance and 

perspective. Second, I wanted to see if I could remove a visual gaze altogether in 

one scene. 

My exploration of blocking was hard to envision at this point. I felt that I 

could use textual elements such as parallel and overlapping dialogue to subvert 

a single perspective, but how far I could take this in staging remained cloudy. 



The practice of shifting focus through stage pictures is a fundamental directorial 

tool, but it is normally used to highlight and support the narrative through-line. I 

was tom about using this tool to undermine the narrative. I feared that it would 

only create the appearance of a director who does not know how to use the 

technique rather than someone who was clearly trying to use it to a different 

ideological end. This brought me back to the quotation that opens my 

Introduction: "Perhaps the greatest challenge to thinking women is the challenge 

to move from the desire for safety and approval . . ." (Lemer 228). I would only 

be able to answer these concerns through the rehearsal process and the ultimate 

performance text. 

However, my desire to try and remove the gaze altogether had a clear 

direction. I decided to do the final scene of act one in total darkness. It will be 

difficult to have a single gaze if there is nothing at which to look. If the audience 

has only voices to follow in the dark, they must create pictures of the event in 

their own minds. Each picture will be unique and reflective of the individual. 

Each spectator becomes an active participant in the creation of the event rather 

than a consumer of the finished product and, therefore, experiences it through an 

individual perspective. I would also like to explore the restricted use of 

flashlights by the actors so that the gaze could be thrown back onto the audience 

as the shafts of light cut across them. Finally, I would end the scene with as many 

stars as is technically possible. I want to capture the sense of wonder the children 

experience when they step out of the tent and into the night. However, I want the 

spectators to experience this awe themselves and not through the children. This 

could fully blur the line between performer and spectator, object and subject, as 



each person in the space has the experience themselves and not through the 

character representation. 

These were my main directorial thoughts as I headed toward putting 

these theories into practice. I did not anticipate that this process would be an 

easy one as I had much personal conflict and was unsure how my ideas would 

be received by the other artists involved. 



CHAPTER THREE 

WORK WITH DESIGNERS 

During this chapter, I will share the process of working with each of the 

designers for the show. The recounting of my work with the Set and Costume 

Designer is quite lengthy as we worked very closely over a long period of time. 

My work with the Lighting and Sound Designers is shorter and more focussed 

due in large part to the understanding of the play which emerged during my 

work with the Set Designer. 

Set and Costume Design 

I had the pleasure of working with Jenni Juurinen on my pre-thesis 

production of Betty Lambert's Under the Skin in February and March of 1998 

and was excited to have the opportunity of working with her again on this 

project. I knew that her creativity and desire to play with realistic boundaries 

would work extremely well for this show. 

We had a few, short, initial discussions during March and April of 1998 to 

get a sense of our individual first impressions of the script and the things that we 

each felt should be incorporated into the design. In these first meetings, I 

conveyed my belief that the audience should go on the journey with the Blossom 

family and not just watch it. I felt that to create this communal joumey I wanted 

to explore alternative ways of using all of the theatre space and not just the stage 

area. Coupled with the joumey, I felt that the fantasy aspect in the script could 



and should be explored to any extreme. I wanted to bring the "play" element of 

theatre back to the fore. I also expressed the thought of using the actors to create 

each new environment needed in the script and my deep loathing of the use of 

blackouts between scenes unless absolutely necessary. Finally, I mentioned my 

love of using levels when directing. 

The designer was taken with the final scenes of the play and, in particular, 

the last moment of the play: Pony trampolining in a single spotlight was an 

image we shared. She was intrigued by the desert setting of the final scenes and 

felt that desert colours, such as sand and taupe, may work as the base colours for 

the set. The designer also had the image of street signs, such as "Right Lane Must 

Exit", and thought this image might in some way connect with her love of 

hanging things from the ceiling. This brought up the possibility of various street 

signs hanging out over the audience throughout the play. Ms. Juurinen was also 

interested in the work of Robert Foreman who makes inanimate objects the size 

of people to create a new relationship between actor and object. Also, Foreman 

constantly changes perspective through the use of string and other materials to 

frame and reframe his work. Actually, this shifting perspective was a theme we 

came back to again and again. It was fortuitous that a fractured perspective was 

the theoretical approach I was exploring while, at the same time, the set designer 

was researching shifting perspectives through different framing devices. 

Ultimately, the set designer's exploration was restricted due to 

tech.cal/logistical concerns; however, it was one of the cornerstones of our 

initial work. 



The one clear thing that we could both agree on was our fear of the 

magnitude of the task. Creating eight different scenes in such extreme 

environments with a fluidity of scene changes was our first emotional hurdle 

after the initial excitement of a new show. We each took some time to review the 

script and let our first thoughts compost before we met again. 

Our next few meetings were informal and somewhat frustrating as we 

wrestled with the script demands and the limitations of the theatre space. The 

University Theatre has a very limited fly system which only works behind the 

proscenium arch. I did not want the actors to spend much time behind the arch 

as I felt it removed them too much from the audience and would undermine the 

feeling of community and connection I wanted to create. We felt that the circular 

shape of the theatre would work well with the lifecycle theme in the play, but 

were very unsure how to use the shape to our best advantage. 

The designer came up with wonderful images such as fishing poles with 

the string lines going out over the audience and attaching at the back of the 

theatre or creating the car with only a suspended windshield and a steering 

wheel. We looked at using oversize elements such as flowers that the actors 

would have to climb to pick and a bed so big that Aunt Olivia is unseen in it 

until she speaks. However, we kept running into a wall when it came to finding 

an overall look for the set and any clear way of shifting sets from one scene to the 

next. It was clear to us both that we needed to spend time in the theatre itself to 

get a true sense of the space and its possibilities. 



Having time in the theatre with your designer is a luxury as most design 

conferences often happen in an office or even, at times, over the phone; so, I 

intended to indulge myself in this luxury while I had the chance. J e ~ i  and I 

spent about an hour and a half just wandering around the University Theatre, 

sitting in different places, and getting various perspectives of both the stage and 

the audience area. After working in the Reeve Theatre, we both commented on 

how much smaller this space felt than when we had first seen it. I think the 

Reeve Theatre has a cavernous feeling due to its extremely high ceilings and the 

University Theatre now felt more intimate than it had previously. I found this 

quite heartening. I now felt that the possibility of having no division between the 

stage and audience spaces was well within our grasp and that working in the 

seating area or aisles would not be the logistical nightmare I had envisioned. 

The Designer had brought a number of books that contained pictures of 

both desert scenes and other designs that she felt had interesting elements upon 

which we might want to expand. The desert pictures were wonderful as they 

captured the real desert, but in such a way that the pictures also had an element 

of abstract art. As we looked at them, we realized that the colours of both the 

seats and the carpets in the University Theatre (rust/orange seats and 

orange/brown carpet) would work extremely well with Jenni's preferred desert 

colour scheme. We now had a sense of how we could paint the stage floor and 

the side walls left and right of the stage in similar shades to create a universal 

environment and not a divisive us/them (audience/actor) space. 



I met with the Designer for 3 hours on June 3,1998 where she presented 

three sketches. These were to help me envision a possible environment for the 

play. One sketch was of the first scene and the other two sketches were of the last 

scene. During this meeting, we were both depressed about the show: Could we 

possibly create the environments we wanted, and if we could, how would we 

ever light it without blinding the audience? 

We discussed possible playing areas for each scene along with possible 

scene changes between them. 1 was still holding firm to the idea of doing l.v in 

the dark and now wanted to play with the possibility of having the actors move 

through the entire space so their voices, and hence the audience's focus, would 

be in flux. The main problem was how to have the actors move in the dark 

without killing themselves. I still liked the idea, however, so I put it on the back 

burner for more consideration. 

Again the Designer and I shared great single images, but no unifying 

theme. Douglas McCullough came in during this meeting and suggested that we 

look at the two extremes with which we seemed to be wrangling: a basically bare 

stage or one that accumulated everything we used. We agreed this was a good 

suggestion and decide to take a day to reread the play with these extremes in 

mind. 

Ms. Juurinen and I also discussed preliminary costume thoughts at this 

meeting. We discussed the need for the "children" to look younger than their 

parents. As well, we talked about the costume differences that would be needed 

if I had four people playing two roles each, and the limited time available for 



costume changes. The Designer expressed her desire to pattern the character of 

Olivia after Georgia O'Keefe and suggested having her dressed in a single colour 

(yet to be chosen) in a coat-like dress rather than a hospital gown. She felt this 

would reflect both Olivia's artistry and her passion and power. I agreed that this 

was the way to go with this character. 

I met with the Set/Costume Designer again on June 5,1998. This meeting, 

like our previous one, started out with the Designer quite depressed, but things 

actually started to take shape quite well. After much thought, I had decided that 

of the two extremes we considered, bare stage or accumulation of set pieces and 

props, I was drawn to the more simple setting. I felt that non-realism would 

provide us with the most flexibility to create the different environments required. 

I also suggested the possibility of using a set piece from one scene differently in 

the next scene such as the steering wheel becoming a seat at the campground. 

The Designer showed me pictures of the artist Christo's work. His 

medium is fabric which he uses to wrap buildings and cover hillsides. She 

thought this work reflected the style of fabric work that Olivia would do as 

suggested in her "Ring of Prayer" (35). She also showed me a picture of a Re& 

Magritte painting that she felt would work well as an image for our sky. I liked 

the idea very much. The Designer quickly sketched a way the image might work 

for us that I found very exciting. Her sketch showed the sky with 3-D boxes 

hanging in it. It was very surreal, gave a great new perspective on the concept of 

sky, and also was somewhat playful. Ms. Juurinen felt that the boxes in the sky 



could also be used as screens for projections connected to the camera used in Liii 

and Ei. 

These sky boxes sparked the idea of how geometrical shapes might also 

work as side platforms. However, I did not want symmetry in these playing 

areas and so suggested that one might be more rounded, the other more jagged. I 

also was excited by the possibility that these shapes could allow for a number of 

playing spaces. We also discussed the look of the car. We still had no firm design, 

but I wanted a non-realistic look with the front seat wider than the back and the 

back seat higher than the front. This would help with staging and also show 

things are not quite "right." We worked through the scenes in order discussing 

their placement on stage, where we could use fabric, and possible transitions 

between scenes. We realized that we were actually starting to form a fairly 

cohesive overall look for the show. It was quite very heartening. 

We talked briefly about costumes and how we might continue the theme 

of recurring images in them. The Designer suggested having the flower on 

Pony's T-shirt the same as the flower she eats which, in turn, could become 

Charlotte's hat on sailboat. We needed to decide how much repetition we 

wanted. Jenni still wanted to use the road signs, to connect to the play's joumey; 

however, she suggested that instead of having them on the set, she would hang 

them in the entrance of the theatre proper underscoring that the journey starts as 

you enter the theatre. I liked this idea and thought that we could incorporate the 

biographies and headshots of actors and designers into the montage. We were 

left with the continuing problem of where to stage the scenes after the Designer's 



idea of covering the vom with a large slide was disallowed due to fire safety 

concerns. Again, we decided to take time to reflect and meet the following week. 

During our next meeting, I kept returning to the cyclical themes of the 

play and suggested that we try and reflect this in the flow of the scenes. I 

proposed that we do the mountain scene in aisle 2 (the aisle right of centre from 

the stage), the fishing scene centre over the vom, and then the final scene of act 

one everywhere in the dark. The sailboat scene would then happen on the 

platform stage left, back to the car on stage somewhere and then the bed centre 

stage. Jenni thought this could be a solution. 

Jenni had also brought preliminary costume sketches for me to see. I was 

in agreement with her work and liked the progressive nature of the costumes for 

Scott, Wally, and Randy from conservative to natural but with the same clothing 

pieces of top and shorts. We found a somewhat similar trend in the costumes for 

Joy, Charlotte, and Dahlia. I suggested a stronger difference between Sybil and 

Palace giving Sybil harder, cleaner lines and Palace softer, rounder lines. I also 

believed that Sybil should wear pants and not the skirt that Jenni had drawn as I 

did not want to have to worry about Sybil's prosthetic leg. The University 

Theatre was available the next afternoon and we agreed to meet there. 

While in the theatre, I realized that I could not set the fishing scene in the 

centre aisle and still use the Designer's string idea. This left moving the scene 

onto the stage or not use the strings. I was loath to move onto the stage at this 

point in the play as it disturbed the circular flow of the scenes that I wanted to 

create. 



We left this for a moment and discussed size and shape of the platforms 

on either side of the stage. I did not want them to be symmetrical though still 

organic in material and shape. For the sailboat, Jenni looked at projecting the 

platform a few feet onto the stage area and creating a railing out of some kind of 

material. We could then use the steering wheel from the car as the steering wheel 

for the boat. She also pointed out the ladder on the wall that is used for hanging 

lights and suggested that I may want to use it in the scene. I liked this prospect 

very much. 

The platform for the tent scene needed a flat enough space somewhere so 

that the two children could do headstands. I suggested somewhere close to the 

wall so that they could use the wall for balance if necessary. We discussed 

making the whole platform space the imagined interior of the tent without any 

realistic attempt to create an actual tent. The rain could be created through sound 

and light. As there were only four actors on this platform, it could be smaller 

than the other. 

We came back to the problem of where to set the fishing scene. Jemi came 

up with the idea of placing the large flowers needed in I.iii. permanently in the 

aisle and creating the space before the actors got into it. This way the audience 

would come through the space first. She then thought about making the opposite 

aisle the stream for the fishing scene using blue fabric to cover the floor. Again, 

the audience would have to come through the scene before the actors and out 

through it when they left. This appealed to me very much. I thought we could 

even salvage the string lines for the fishing rods somewhat by having the father 



fish up the stairs with his line attached above the door, while the boy fished 

down the stairs with no string line. 

This left the final scene in act I to occur in the dark with the final picture of 

Pony and Turner in the centre aisle over the vom as the stars light up the room 

and then exiting up the aisle at the end of the act. 

I thought we may have found our solution. This structure would give me 

everything I wanted: breaking out of the proscenium into the audience, 

continuing the circle of the play, creating playful and fantastical spaces in the 

audiences, and inviting the audience into the fantasy. It also seemed to work for 

the Designer in terms of enjoying the play aspect and being able to let her 

imagination run in creating this alternative spaces. 

Finally, we discussed the car. The need for it to be light and easily 

moveable was paramount. We were returning to the idea of a more traditional- 

looking car, but one that was smaller than normal so that it was not too realistic 

in presentation. We also discussed the possibility of some kind of storage space 

in the car for both the camping items in Lii to come out of and possibly for the 

sail of the boat in Il.i to go into. 

On June 12', we met with Don Monty, Lisa Roberts, Werner Karsten, and 

Martin Herbert to go over the general design. The feedback was generally 

positive; however, we could not put blue fabric in the aisle as there was no way 

to anchor it down safely. Martin and Wemer seemed excited about possibilities 

in their areas (set and props, respectively): Martin suggested making a pedal car 

while Wemer thought about how to form the platforms and make the wings. All 



in all, the presentation went well and both the Designer and I gave a sigh of relief 

after such a struggle to define this world. Most of the costumes could be pulled 

from stock with perhaps only Olivia's kimono and Dahlia's skirt constructed. 

At the end of June, the Designer went to for Finland for the summer and I 

was also planning on some travelling. I was worried about leaving the process 

for 2 months since it felt like we had just started. Also, this break made it feel that 

the design was final and without the possibility of change. I find that rehearsals 

help me clarify so much which can translate into the design and I worried that 

much of the work would be done while I was gone. However, upon returning to 

Calgary, the only real work that had been completed was on the car. The 

completed design was great. It captured just the right balance between reality 

and fantasy as it looked like an actual car, but was barely big enough to hold the 

four actors. 

From this point until we got into the theatre, I had daily conversations 

with the Set/Costume Designer. We shared the progress of both her work and 

mine and how the two might impact on each other. It was satisfying work as the 

Designer and I seem to work in a similar fashion: we both liked to be involved in 

the other's process without overtaking it. I felt this helped immeasurably in my 

overall directorial process. 

Lighting Design 

Before leaving Calgary for the summer, I had one brief meeting with the 

Lighting Designer, Don Monty, to discuss any special lighting requirements I 



might be considering. The only one I had was my desire to stage IN in total 

darkness until the end of the scene when I wanted to fill the University Theatre 

with as many stars as we could get. My desire in this scene was to have the 

audience feel the same sense of wonder as the children when they leave the tent 

and the see the vastness of the world around them. The Designer did not see any 

immediate problem with this idea and I left it with him for the summer. 

Upon my return to Calgary, Leslie Biles joined Don Monty as Co-Lighting 

Designer. I met with them and the Set Designer to go over my general ideas 

about the play. I always h d  this type of process difficult as I am uncomfortable 

expressing how a play touches me personally. It makes me feel "artistic" in the 

worst sense of that word by which I mean vain, self-important, and somewhat 

out-of-touch with reality. This is a discomfort with which I must learn to deal as I 

understand that the impressions of the play I give in these first meetings are the 

ones upon which designers will build their own work. During this meeting, Don 

Monty pointed out some possible drawbacks in lighting the aisles for Liii and I.iv 

such as blinding the audience and an inability to create much texture with the 

lights available for those areas. I agreed to keep these points in mind as the 

process progressed. 

I did not meet with the Lighting Designers again until the 11th day of 

rehearsals, when I scheduled a stumble-through of the entire play. This run 

occurred so that the Lighting Designer could video tape the play and then we 

could use this tape as a tool to discuss lighting considerations in the future. This 

process was new to me and I was anxious to see how it worked. We met the 



following week and I had my first taste of this method of working as we ran 

through the tape to clarify the positioning of the scenes on the stage. Once I got 

past my initial discomfort with seeing such a painful run-through, I found the 

use of the tape very beneficial. It allowed us to stop, start, and rerun different 

sections of the play while discussing various options. This process continued a 

few days later when we met again to set a general cue sheet and discuss lighting 

textures, timing, and the possible use of projections. 

I had given much thought to the punctuation of the scenes between the 

.two meetings as many of them do not have a clear climax to end them. The 

Lighting Designers had envisioned building lighting cues in stages in and out of 

scenes and I thought this convention, coupled with the use of music, would work 

well to both delineate the ending of a scene as well as support the idea of a 

continuing journey which would be built into the actor-driven scene changes. 

We left decisions regarding the ends of both acts quite open at this point. 

Act I ends with the "dark" scene and we discussed how long it might take an 

audience to grasp the introduction of the stars and, therefore, how slow or quick 

this cue might be. Act iI ends with Pony jumping on the trampoline. It was made 

clear that there was no safe way to fade the lights with the actor still soaring as 

was the original vision that both the Set Designer and I had. I fully understood 

the safety issue, but it was difficult to let go of such a powerful image: a small 

child with angel wings flying into the light. I felt that the solution to this would 

only be found after I could actually see the actor on the trampoline; therefore, 



any further decisions on these two questions was left until we were in the 

theatre. 

I thought that these lighting choices would support my approach to the 

play in several ways. First, building the cues in and out of scenes would create a 

sense of continuity. It would be as if the action of the play continued and the 

audience merely peeked in on it at different times. Second, the use of textured 

gobos on the floor and psych could add to the non-realistic elements I was 

exploring in the text. Third, the lighting during the scene transitions would 

support and expand upon my theoretical approach to the "construction of 

representation." This would happen not just by allowing the audience to see the 

set changes, but also by becoming a part of the construction as it changes from 

the transition lighting to the scene lighting. 

Sound Design 

The initial meeting with the Sound Designer did not occur until late 

September as there was some time needed to secure someone to fill this position. 

During this meeting, we discussed sound effects that were indicated in the script 

such as screeching tires in Li when the car stopped. I did not feel that I would 

want to use effects in this way for two reasons: First, they are very difficult to 

time to achieve the desired effect and second, I wanted to continue the actor- 

created environment which I hoped to capture during the scene changes. Also, I 

had recently attended two productions in Calgary which used actor-produced 

sound and I liked the sense of play this created. It is interesting that productions 



rely so heavily on electronically-produced sound nowadays that "real" sound is 

a delightful surprise. 

At this point, the only decision I had made regarding the soundscape for 

the show was that it be solely guitar music with very little, if any, vocals or other 

instruments. I felt this connected to Turner's music, as discussed in the play, and 

also that guitar music conveyed a kind of warmth and accessibility to which the 

audience could connect. The Designer suggested an historical progression for the 

guitar music during the scene changes to underscore the progression of the trip. 

Although the play has a linear plot in one sense, I did not think that it covered 

enough time to warrant such an historical soundscape. Also, I thought that the 

play was more about emotional shifts rather than linear progression. To that end, 

I began to explore the idea of the music reflecting or foreshadowing the previous 

or following scene. This way it could create atmosphere and environment and 

not be something removed from the basic flow of the play. The meeting ended 

with an agreement that we would both listen to music over the next few days 

and bring samples to our next meeting. 

Our next meeting was not very productive. I do not think that I had been 

clear enough in expressing my feelings about the sound. The Designer presented 

me with less than a dozen possibilities and not one had any clear connection to 

the ideas I had expressed at our first meeting. This was somewhat disheartening 

and afterwards, I decided that I would have to be much more involved in this 

aspect of the work than I would have liked to achieve anywhere near the 

atmosphere I envisioned. To this end, I spent considerable time finding and 



listening to music. I often brought possible selections to rehearsals to explore the 

connection between the music and the scenes that would be presented on either 

side of it. Please see Appendix B for a complete list of the music used. 

The Designer and I continued to pass possible music selections back and 

forth and she kept me up to date with her progress regarding the sound for 1.v. 

This was the scene to be done in the dark so the impact of the sound would be 

heightened as the visual stimuli was removed. We had some further problems 

with communication around this scene as I was not working strictly with the 

. stage directions in the book and she had been. It actually took quite some time 

not only in discussion, but ultimately, in the theatre for her to understand both 

the effect I wanted to create and also, the timing of the sound around the actors' 

lines. Unfortunately, this problem was carried into the running of the show with 

missed or incorrect sound cues which sometimes disrupted or shattered the 

environment the darkness created. 

The other sound requirements that presented problems were the two 

pieces of guitar music that were required within the playing of a scene. In Lv, 

Turner needed to play a piece for his sister. Because this scene was played in the 

dark, we avoided the problem of having the actor (who could not play the guitar) 

mime playing to taped music. It was felt that a speaker could be hung near 

where the actor would be in the theatre to aurally produce the illusion. The real 

problem occurred when we were unable to find suitable classical music in terms 

of emotion that was on a clear enough recording. The piece that I felt worked on 

an emotional level was on such a poor recording that you could hear hissing and 



static. Of course, this completely destroyed the illusion that Turner was playing 

the music live. The Sound Designer arrived at a final solution for this problem by 

tracking down a guitarist in the Music Department and having him do a brief 

recording of the music. This also solved my concern that the recording we had 

been working with was too fast as the guitarist recorded the piece at a slower 

tempo. 

The second instance where an actor was supposed to be playing the guitar 

during a scene was in II.iii where the nurse, Dahlia, plays for the stunned family. 

I had much difficulty in finding suitable music: both surprising in difficulty 

given the comic set-up in the scene and that would encourage people to dance. 

The solution was presented to me by one of the actors whose mother had an 

affinity for flamenco music. It was like a gift from heaven at a point where I had 

almost given up hope. The actor playing Dahlia also did not have any guitar 

training, but I decided that the need for reality was not essential in this instance 

as the situation itself was quite surreal. I blocked the actor to perch on the 

upstage end of the trampoline with her back to the audience and encouraged her 

to "go over the top" in terms of her physicality while she "played." We then 

supported the surrealism by having a clear shift from the soft, muted light to a 

harder light as if we were momentarily removed the reality of the scene. The 

family added to the sound by clapping, hooting, and generally carrying on as 

they danced across the stage. 



In The Theatre 

As a director moves into the theatre, all aspects of the production overlap 

more and more. You discuss set, costumes, lighting, and sound at the same time 

as you see how they impact on each other. Therefore, after having discussed my 

preliminary work with each designer separately, I have chosen to complete this 

chapter with how we worked together. 

Although the technical crew had been in the University Theatre during 

the prior week, my work began there on October 11. This is when I got my first 

look at the set under the lighting for the play as the designers and I ran through 

the play cueto-cue. The set was working fairly well, especially the hanging cloud 

flats in the sky which took on some exciting textures with the shifting psych 

colours. The platforms, however, were not really the colour I had been hoping 

for as they did not seem to grow out of the theatre, but were instead quite alien 

to the space. I was hopeful that further work with the fabric at the base of the 

platforms over the seats would correct this to some extent. Also, the bare 

concrete walls behind the platforms was quite harsh which the Set Designer was 

trying to soften with painted flats in geometric shapes. The floor, on the other 

hand, was wonderful with texture created by yellow, orange, and purple shades 

and rather abstract butterflies stamped on at random. It had just the right balance 

of real and surreal for which I had been hoping. 

As I worked with the Lighting Designers, I found that they had brought in 

some very interesting ideas regarding the scenes and I felt they had captured 

quite well the isolation as well as the environment of each scene. They had a fun 



projection for the first scene which created the illusion of movement for the car 

along with road. Act one, scene two had a wonderful forest feeling created by the 

choice of colours and tree gobos along the concrete side wall which both softened 

the concrete and expanded the creation of the forest. In Liii, the problem of 

lighting the aisle was quite apparent as there was light only from one direction 

which created strong shadows for anyone facing up the stairs. Another light was 

hung facing down the stairs to help with this problem. The fabric mountains for 

this scene were great fun and the bright sky behind them created a surreal vista 

at which the family and audience could look from their own mountain. Liv did 

not work well in the centre of aisle 4 as it did not connect well with the moving 

water projection that was playing on the still remaining mountains. Therefore, I 

moved the scene down to the base of the stairs and front apron to make more use 

of the lighting effect. 

Now it was time to see the stars. I must admit that initially I was 

disappointed. I had envisioned the entire theatre filled with stars, but there just 

were not enough lights to achieve this effect so the stars were quite concentrated 

over the stage area. I felt guilty over my disappointment as I know the designers 

had worked very hard to achieve even this much and I seemed ungrateful. They 

were able to spread them out a little more along the concrete walls around the 

proscenium, but any more than that and the stars lost their crispness and became 

quite blurry. We experimented with the timing of the stars' introduction from 

snap on to a long fade in. Ultimately, it took work with the actors in this scene to 

find timing that worked well with their action. The stars ended up coming on 



earlier than I had imagined, but the Lighting Designer was quite right in terms of 

allowing the audience more time to recognize and enjoy them. 

The boat scene that opened act 11 was difficult all around. The ideas we 

had had about using fabric as a sail in some way were not working out at all, so 

we tried hinging one of the painted flats against the wall to create a sail. Again, it 

just did not work. It was too solid an object to convey the movement of a sail. 

Finally, a life preserver, two life jackets, and some coiled ropes were added to try 

and create the sense of a boat. Also, the lighting of this scene did not help much 

even with a geometric water gobo on the floor and a brilliant blue sky with just a 

few thin clouds along with psych. The scene just did not hold together visually. 

However, the next scene worked extremely well. I moved the placement of the 

car to down left and angled it towards the vom where it was very isolated 

lighting wise. We flew in the moon, which was about 5 feet in diameter, to 

quarter stage right and coloured it a red-yellow with a very eerie gobo cutting 

across is. The effect was other-worldly which worked exceedingly well with the 

role change that happened in the scene. The final two scenes centred around the 

bed building both into and out of a very focussed light the exact size of the bed. 

As we built out, the light became quite diffuse along the front apron of the stage 

with some spill onto the carpet and the feet of anyone sitting in the front row. 

Between these two final scenes is the only place where a black out was used to 

punctuate the end of a scene. I felt it worked well here as Eiii ends with a 

dramatic scream by Olivia and it helped also to indicate the passage of time even 



though they were in the same space. We also had the moon move during the 

black-out to quarter left to also underscore time passing. 

We then played for some considerable time with the final image. The 

Lighting Designers had thought of using three rotating lights as Pony jumps at 

the end, but I did not ultimately see this effect as they decided it would be too 

dangerous for the actor to jump with this happening. We settled on a fade to 

black which started when the actor playing Pony dropped into a cross-legged, 

seated position and continued to bounce on her backside. 

With the lighting well in hand, we moved onto the sound. This took time 

in that it was rescheduled a number of times as all the music and sound effects 

were not ready. The music levels between the scenes was fairly easy to set once 

the pieces were settled upon though for some reason they seemed to change 

from rehearsal to rehearsal and would have to be reset. I did not fade in the 

music because I was utilizing them as the convention for a change of scene and 

wanted a clear point where the scene ended. However, for many of the pieces, 

(those used after I.i, Liv, ILi, II.ii, II.iii and into 1I.i) the music faded out when the 

actors were in position for the next scene. After Lii and Liii, the full musical piece 

was used and the actors worked very hard to complete scene and costume 

changes in the allotted time. 

The sound effects were effective once in place with the thunder in I.ii loud 

enough to scare people in their seats while the sound of the earth turning was 

barely audible making the audience strain, as the family did, to hear it. The 

effects in l.v took considerable work to clarify how much overlap of sound was 



needed to create the scary atmosphere of the woods at night both at the 

beginning in the scene and in the middle of the scene after the parents had left. 

We also worked intensively on the timing of the sounds around the dialogue as 

much of what was said was directly linked to the sounds. 

By October 14th, there were considerable problems with the canvas road 

used for the top of the show such as the black dye coming off on everything it 

touched and still no solution on how to get it off stage at the end of the scene. 

The Set Designer was ready to scrap the whole idea. The Lighting Designer, 

however, was anxious to preserve the road because his lighting plot had been 

. created around the road and could not be changed at this late date. I also had 

problems with the first scene as it felt too remote from the audience. I was 

disappointed that it appeared technically impossible to bring the road back on in 

the second act as we had planned to do which meant that we had a huge set 

piece that was only used once. This disturbed the Set Designer greatly. We 

solved the problem in three ways. The road was painted again which helped to 

lessen the amount of dye which came off, but everyone who touched the floor 

was instructed to wash their hands well afterwards as the dye was very toxic. 

Next, we repositioned the car in Li further downstage which made the scene less 

remote and also worked better visually as the lights highlighting the car were 

refocused (which took considerable extra work by the Lighting Designers) so that 

they did not spill onto the psych at the back. This worked well with the 

perspective of the road to give the impression that it continued on forever. 

Finally, we devised a way for the actors to fold up the road at the end of Li which 



was both playful and quick. We were still unable to bring the road back on later 

in the show, but at least we did not lose it entirely. This was the major crisis of 

this time and we lived through it. 

The only problems there were with the costumes was the quick change for 

the two actors out of Liii and into Liv which was conquered with some rehearsals 

with the dressers and the need for a second shirt for Wally which worked better 

in the family palette. Otherwise, the costumes worked well both visually and in 

terms of the actors ease of movement. It took some time to find the right balance 

for the aging make-up and there was some resistance by a few actors who felt 

they looked ugly. After clarifying their responsibility to the overall look of the 

play and to the designer's approach, they made more of an effort to comply. 

In general, things came together quite well once we were in the space. 

There were the usual changes and compromises which are a part of any 

production, but for the most part, everyone worked constructively to make the 

show work in the amount of time available. 



CHAPTER FOUR 

THE REHEARSAL PROCESS 

This chapter presents my work with the actors including auditioning, 

casting, rehearsals, preview, and the opening night performance. As with the 

previous chapter, I have tried to share this not-always linear process within a 

sequential framework to create an overall picture of this journey. 

Auditions 

There were two days of auditions that took place on September 9 and 10. I 

saw people in 10-minute intervals for approximately 4 hours each evening 

starting at 700. During these 2 days, I saw 45 people, the majority of whom were 

well-prepared for the audition process. I had requested a prepared 3-5 minute 

monologue which left the remaining 5 minutes of the audition time for some 

playing. It was grahfying to see so many people with good energy and a 

willingness to play. 

The Stage Manager commented that many of the auditionees were thrown 

off by the short duration of the audition, but that otherwise, they had felt at ease 

with the process. I was glad that I had been able to create a relaxed environment 

because I believe that this encourages both the actor to present their best work 

and creativity to blossom. With regard to what the actors perceived as the 

shortness of the audition, I have found that only rarely do I need extensive time 

to audition and this is usually for more non-traditional work. I am easily able to 



find the qualities I look for in this amount of time: a serious approach to work as 

demonstrated by a properly prepared monologue; what the actor believes are 

her/his strengths as reflected in the choice of monologue; what I perceive as the 

actor's strengths as shown in the presentation of the text; and the actor's ability to 

play as I have them repeat their monologue with a different set of given 

circumstances, physical attributes, or images. This final quality is perhaps the 

most important for me because as much as I want an actor to come prepared 

with ideas and choices, I also want them to be able to let go of those choices and 

try something new. This shows, to me, the creative possibility within the person. 

Also, since I had decided that I would have four actors play two roles each, it 

was essential to find actors with the ability to step from one character into 

ano her. 

Casting 

Casting the show was quite easy. I had worried about casting the part of 

Olivia because of the extreme difference in age and life experience between this 

81-year-old character and the average early-twenties age of the auditionees. In 

fact, this was the easiest part to fill because Vicki. Stroich's audition showed me a 

mature, confident woman with the love of life I saw in Olivia's character. 

The two parts that I did find difficult to cast were that of Fletcher/Amy 

and Joy/Dahlia. For Fletcher/Amy, I had an image of an androgynous person, 

male or female, who would completely blur sexual distinction and thereby 

underscore the creation of gender through name and imposed attributes. 



However, there was only one actor who I felt could physically achieve this 

androgyny, but she didn't possess the other qualities I wanted. That left me with 

the choice of casting either an obvious woman to fulfil the "real" masculinity of 

Fletcher and the "assumed" masculinity of Amy, or an obvious man who would 

not be questioned in the role of Fletcher, but who could challenge perceptions in 

the role of Amy. Ultimately, I went with the second option. The first option was 

quite fascinating to me from a theoretical stand point, but I felt it would be too 

confusing from an audience standpoint and would consequently undermine 

gender exploration in Amy's character. 

The parts of Joy/Dahlia presented another casting challenge. The play text 

describes Joy as Black and Dahlia as a Mexican woman who plays the guitar. 

After the auditions, it was clear that no one who was available could play the 

guitar which would require consideration in future staging. Also, I was unsure 

whether to lean more visually in favour of one race or another, cast someone 

who could straddle both races, or ignore race as a casting consideration 

altogether. The three women I had in mind for the part did not aid in this 

decision: one was black, one was spanish, and one was white. Finally, I 

reviewed the audition notes for each woman and went with my instincts about 

the actor's qualities; I cast the black woman. 

Casting the parts of the family, Randy/Scotty, and Palace/Sybil was very 

easy as the actors I chose had clear ability and innate qualities which were 

compatible with my sense of the characters. The actors I chose to make up the 

Blossom family raised some eyebrows, however, because of the racial mixture: 



native, metis, black, and white. I understand the argument against colour-blind 

casting because it denies the uniqueness of racial experience and I agree that 

consideration should be given to this point. However, in this instance, I had a 

clear theoretical reason for doing so: it would visually underscore the individual, 

rather than singular, journey of the family as well as the individual experience of 

the production I was trying to create. Also, I felt that these were the best actors 

for this work and they, in tum, did not appear to have concerns about exploring 

a different racial experience. The actors were happy, I think, to have the 

opportunity to work regardless of race which is, in fact, the basis of the argument 

for colour-blind casting. 

First Read-Through 

After dealing with administrative tasks, such as availability schedules, the 

Set Designer gave a very quick presentation of the design. I would normally have 

this presentation happen after the read-through, but the Designer had a personal 

emergency and needed to leave as soon as possible. I then was able to sit back 

and listen to the play. I always enjoy this part of the work, because it is the first 

time that I hear the play out loud instead of just a little voice inside my head. The 

reading clearly showed the discipline and technique which would be needed to 

keep each actor focussed on what s/he is doing individually when each one is 

doing different things at the same time. It also underscored the amount of 

physical work inherent in the script as the actors struggled to understand what 

was actually happening in the text when it was not verbalized. 



After the reading, I asked the actors to share their impressions, general or 

specific. Their comments touched on the energy, humour, relationships, 

intensity, and just plain fun they anticipated experiencing during the work. We 

then went over where each of the scenes would be staged using the set model so 

that they could start to get an understanding of the flow of the play as I 

envisioned it. 

Finally, I outlined my directorial expectations of timeliness and individual 

preparation for scheduled scenes to be rehearsed. I encouraged them to take a 

proactive role in the process by not being afraid to give input and suggestions 

regarding the work. I did not want them to believe that all they had to do was 

show up for rehearsal and I would tell them exactly what to do. I work in a much 

more collaborative way, encouraging all artists involved in the process to share 

and feed off of each other's creative energy. 

Week One: At the Table 

The work during the first week was, at times, the most difficult in terms of 

discipline and focus and, also in my opinion, the most important. It consisted 

entirely of table work which meant sitting at the table with the script and pulling 

it apart to start to understand its structure and direction. 

The first step was reading through the script again, scene by scene, and 

deciding on scene beats. I explained that in my vocabulary these are different 

than actor beats (work I expected them to do individually). These beats define 

the shifts in the intention of the scene as a whole which may or may not coincide 



with individual actor shifts. To do this work, I did not merely encourage, but 

expected each actor to take an equal role in the process as any of us could stop 

the reading at any time and make an argument for a beat break. This was literally 

done by saying "stop" to which all others must acquiesce. Though this process 

was tentative initially as the actors found their voices, it became empowering for 

all as they took their standing as equal participants in a creative process. It was 

gratifying to see the energy, commitment, and sense of play that the actors 

brought to the work as they challenged each other's perspectives which, in turn, 

expanded the creative possibilities. I believe this process created the opportunity 

to own the work as their ideas were not only acknowledged, but encouraged, 

and these ideas subsequently became visible building blocks in the process. 

Several actors commented on this process by saying that through it they had a 

much better sense of the play because they had a clearer understanding of the 

steps in the journey. 

The second step in our table work was the exploration of the actor's initial 

superobjectives and scene objectives. Though most of them had a basic 

understanding of the concept of objectives, it was clear that they rarely worked 

with it as they fought against verbalizing their thoughts. It also took considerable 

prodding on my part to get the actors to work in a specific rather than general 

way. I felt that, unlike the scene breakdowns, they did not understand the 

purpose of this work and how it connected to the overall direction of the play 

just as the beats had. We discussed it at some length, but I felt that perhaps only 



through application would they really begin to understand the power of this 

work. 

Week Two: On Our Feet 

This week was divided between generally blocking the entire play so that 

the Lighting Designer could get a sense of the shape of the play and testing the 

previous week's work on scene beats and objectives. 

In general, it was a very low energy week for the actors after the initial 

excitement during the first week. This increased my stress level considerably as it 

felt like we were working in mud. Everything took longer than needed and there 

were more than occasional disruptions as the actors became unfocussed. My 

rather relaxed way of working may have compounded this lack of attention in 

young actors who might have been used to being kept on a short leash. 

As we started blocking, I would have the actors read through the scene 

several times while on their feet and let them move when it seemed clear do to 

so. I also encouraged them to think about who they would like to be close to or 

far from while reading. I find working this way allows for a more organic 

blocking which I find translates as clearer blocking for the scene; the reason to 

move is completely grounded in the intentions of the actors. I thought this would 

provide me with a solid foundation upon which to play with a shifting 

perspective. Unfortunately, the actors did not appear to have any experience in 

working this way as they would stand, never moving, while reading. They 

seemed to be waiting for me to tell them what do to. Again, I pushed, prodded, 



and challenged them to take a more active role in the creative process, but 

whether it was lack of experience or lack of sleep, they dragged their way 

through this whole week. 

I also introduced the concept of actions, or in the vocabulary to which they 

were more used, intentions or verbing. Actions are specific tools that an actor can 

use to achieve her/his objective. They are preferably transitive in nature so that 

they create a relationship at the same time. As with objectives, the actors 

understood the concept generally, but were not accustomed to working with it 

specifically. It took constant challenges by me to get them to work with rather 

than avoid them. I shared my belief that a clear structure in their work, whether 

framed by actions or other tools, allows for the freedom to explore without 

becoming completely lost. I also believe that using transitive verbs offers both a 

clear indicator of whether or not one is closer to her/his objective as well as 

keeps an actor grounded in the given reality. The actors were skeptical of this 

approach, but slowly and tentatively tried to use it. 

This week ended with me sharing my disappointment in their focus and 

commitment. I told them that it was their job to come prepared to rehearsals and 

that included not just remembering what scene we are working on, but also any 

previous work we had already done. I said it also included refining and testing 

objectives and actions on their own, so that they could bring new ideas and 

energy into the work. Though some of the actors took this rebuke to heart, others 

continued to work in a less disciplined and responsible way than I would have 

liked. 



Week Three: Clarifying 

This week was focussed on monologue work, clarifying and reblocking 

the entire play, and having the actors off-book. 

In working with the monologues, I ran into the same problems I had the 

previous week in terms of working with actions. The actors seemed surprised 

and then overwhelmed at the amount of work I expected them to do. Again, I 

was amazed that some of the senior actors did not approach their work with this 

type of commitment already. There appeared to be the belief that it would just 

come to them if they found the emotional connection to the work, but without 

any clear way of establishing that connection. As before, with much prompting 

on my part, they began to become excited by the power they realized was at their 

disposal when they fully engaged a clear action. 

I clarified the physical work in l.i such as when the car stops which way 

everyone leans and which lines cue this work. When they moved together, it was 

delightful to watch. It captured the sense of play in the script and demonstrated 

how one could create a "reality" through physical expression. 

We also worked on reblocking Lii to find both a cleaner flow of movement 

and to play with how I could shift emphasis within the scene. As with much of 

the blocking, it will have to remain fairly fluid until we move into the theatre and 

I have a chance to see the work on the multi-leveled platforms. We also 

discussed at length the meaning of the sound heard in the scene. I confirmed 

there would actually be a sound: perhaps something like wind chimes which you 



pick up on the breeze, something very ethereal, something of another world. I 

underscored the character's different reactions to the sound as our individual 

connections to the world around us can be quite diverse. I liked blocking the 

scene so that it began and ended in the same place, but under very different 

circumstances. This supported the cyclical theme within the play. During this 

work, I also found the centre of the scene disjointed and we realized there was a 

lack of connection between the scene beats we had established. We worked to 

connect Charlotte's monologue about the crying baby with the previous beat and 

then I placed the actor on the lowest level of the platform. This gave her the 

feeling of having to fight through her monologue for acceptance to the next level. 

It kept the actor focussed and active rather than floating off into a dream-like 

state. 

We also worked on reblocking Liii on the centre staircase in the Reeve 

Theatre audience in order to get some sense of the vertical picture. This will be 

one of the more controversial scenes in terms of blocking as most audience 

members will have to not only make a physical attempt to see this scene by 

turning around, but also choose where to look as I continue to block it with a 

shifting or split focus. I also introduced a flirtation between Charlotte and Randy 

with which the actors enjoyed playing. It was somewhat difficult to determine 

how to block around the baby considering I do not know how realistic the prop 

will be. I decided to assume that it would be better to see as little as possible of 

the doll and what resulted was an interesting view of the adults reactions 

without having a direct one myself as I couldn't see the doll. I liked this shift in 



perspective from the object to the reaction to the object and so started playing 

this up with the adults really going ga-ga over the baby. This would eventually 

be extended in performance as audience members could watch other audience 

members' reactions to the reactions to the object. It was an interesting telescoping 

of perspective and objectification. 

The initial emotional connection that existed for both actors in Liv was still 

strong and more individual exploration of actions was the next step here. While 

in I.v, I was more and more sure of doing this scene in as dark a theatre as 

possible and the actors joined the sense of mystery this would create. It was 

gratifying to find such positive support for such a risky idea. Again, I instructed 

them to continue text work on their own. 

The opening of the second act was a problem for me. The actors did not 

know their lines well and their ability to focus in this scene was just non-existent. 

This scene had given us all problems from the beginning which were due, in 

part, to a lack of understanding of what the scene was actually about and why it 

was in the play. It was clear that Scotty drove the scene along with the retelling 

of the lion story while small asides happened around him. Therefore, I impressed 

on the actor playing Scotty that he could not lose track of why he was telling the 

story. He had to find a strong need for continuing it while things happened 

around him. This was easier said than done and we continued to struggle with 

this scene. 

II.ii was quite straightforward and the actors were allowing themselves 

more room to assume the others' roles and have some fun. This should be a 



highlight of the show. The last two scenes of the play, II.iii and II.iv, were finding 

a nice shape to them as the actor playing Olivia was a strong anchor for the rest 

of the cast. She truly was a joy to work with as she brought energy, creativity, 

and discipline to her work. The section in Kiii when Dahlia plays the guitar was 

still very open as the music had yet to be chosen. 

All in all, it was an improvement over the previous week's work. The 

actors were more focused and they started to get a feeling for the entire play. 

Week Four: Finding Deeper Layers 

This week was generally uneventful. We worked all the scenes in the play 

several times with an eye to more and more clarity of action to discover deeper 

emotional layers. We also started running complete acts so that the actors could 

discover the emotional hills and valleys and get used to shifting tones quickly 

between the scenes. It was somewhat depressing that many of the actors did not 

retain the work from rehearsal to rehearsal so that many scenes seemed to go 

back to the beginning of the work instead of making a steady progression. I 

understood that consistency and building upon earlier work were skills these 

young actors needed to develop, but occasionally, I was not sure that they 

understood this fact. The work between Pony and Olivia was corning along very 

nicely with a lovely sense of a tentative friendship developing. We also worked 

on monologues and found some interesting and quite engaging levels. Act two, 

scene I continued to bother me and as I tried new approaches, it just became 

more frustrating. On one hand, it was good that we were moving into the theatre 



soon as I needed to see much of the blocking in the space before I could cement 

it; however, on the other hand, I was worried that a shift in focus to technical 

aspects would leave the actors too much time to drift and lose their 

concentration. 

Week Five: In the Theatre 

Even though it would create the visual basis of the performance, much 

work had to be left until we got into the theatre. Now, I could finalize blocking 

the scenes on the multi-leveled platforms and the stairways. I could also get a 

clearer sense of how using the entire theatre was going to work. And finally, the 

actors could start to become comfortable with the technical aspects of the scene 

changes. 

The first night in the theatre for the actors always brings its own energy as 

the reality of the up-coming show sets in. This can be very productive energy, 

but usually it becomes very scattered as the actor's attention is easily pulled 

away from the task at hand. After allowing the actors time on stage to work on 

the platforms, we did a full rumthrough of the play which is the running crew's 

first time to see it. I cautioned the actors that if at any time they felt unsafe either 

on the stairs or the platforms, to call stop and we would address the problem 

without putting them at further risk. This run was shaky, but it gave me a good 

sense of what the play would actually look like in the University Theatre space, 

and also, what blocking needed to be redone. In fact, virtually every scene 



needed some work and that was the direction the next few days of rehearsal 

took. 

We started with LI.i which I reblocked quite a bit as I found that the levels 

of the platform made Charlotte too difficult to see while sitting on the floor. 

Therefore, I moved her onto the cooler for the entire scene and shifted Scotty and 

Wally around her according to the need. I also created other stage business to 

happen simultaneously with the main action such as Wally and ~ u m e r  taking 

pictures and looking for fish, Turner and Amy playing shark around the boat, 

and Pony creating wild hairstyles on Joy to allow for shifting perspectives. This 

blocking worked better, but the actors were still having trouble finding any 

timing or clarity in this scene. Unlike other scenes which had parallel streams of 

action, the actors' focus here wandered which made the entire scene flat and 

purposeless. This scene remained a constant problem. 

Next, we worked on the other platform scene, Lii. There was more fine- 

tuning needed here instead of a major overhaul, but as we played with shifting 

the focus back and forth from the parents to children we lost the connection of 

Charlotte's monologue we had found previously. This became a recurring, 

though not altogether unexpected, problem during scene reblocking: as the 

actors tried to become comfortable physically in the space, they lost the more 

layered character work we had done earlier. 

Once we ran Liii with the fabric mountains in place, it became obvious 

that Randy, Palace, and Fletcher could not enter from stage right as I had blocked 

because they had to climb over one end of the mountain range which took away 



from the illusion of the mountains both in perspective and the movement caused 

when they climbed over them. Therefore, I had Randy enter from the lobby side 

of Aisle 2 with the flowers and "plant" them at the same time as the family was 

hooking up the mountains. This way the family "climbed" up an already 

established mountain side on which Randy waited. I changed Palace and 

Fletcher's entrance to Aisle 5 and told them to take their time coming down the 

stairs and along the curve of the apron until they reached Aisle 2 just before 

Palace's lines. 

It was late in the week before I decided to move Liv from the centre part 

of Aisle 4 down to the bottom of it and onto the front apron of the stage. This 

move connected better with the water lighting effect and helped to create a 

greater sense of intimacy as well. I kept the two men entering from the lobby 

down Aisle 4 with Wally's first line, "This is heaven ... heaven!" (46) said in the 

dark at the top of the stairs and then they continued down into the light. I liked 

the shift of focus from Charlotte and Pony who had "unplanted" the flowers and 

were exiting down the vom. It also set up a nice comic moment as Wally in his 

hip-waders and fishing hat clornped into the light. 

For Liv, I had initially placed Wally and Charlotte in Aisle 3 above the 

vom with Pony in Aisle 1 and Turner in Aisle 5; however, after running the scene 

in this configuration, it was clear it would not work. As the theatre could not be 

left in complete darkness due to exit signs, the audience members that would be 

close to the actors would be able to see them. This undermined the reason I had 

turned off the lights in the first place: force each audience member to create their 



own "reality" in their mind's eye. Therefore, I moved the parents into the vom 

which kept their central placement, but eliminated any distraction of the 

audience by them. I then moved Pony and Turner onto the platforms, stage right 

and left respectively. On the platforms, they were completely invisible which 

created a wonderful surprise for the audience when they started speaking. This 

also allowed them to come together at down centre stage directly under the 

canopy of stars before they exited down the vom after their parents. It was a 

lovely stage picture. 

The blocking for the remaining scenes, Li, II.ii, II.iii, and II.iv, was 

basically unchanged with only fine-tuning to accommodate the lights and scene 

transitions. In fact, working the transitions between the scenes was done 

concurrently with the reblocking as there was no constructive way to practice 

them until we were in the theatre. The opening of the play was clear with the 

family pushing the car on in the dark. The only change made here was that the 

car's headlights were left on the whole time instead of being turned on after the 

family was safely in the car. This allowed for some light with which the actors 

could find the spike marks for the car and also opened the show with a playful 

image of the disembodied lights floating into place before their origin was 

known. 

The transition into Lii was more complicated and took considerable 

orchestration. Not all of the props needed in the scene could fit into the car, but 

we found we could hide the sleeping bags along the front of the platform behind 

the styrofoam while everyllung else fit into the car. Because the previous ideas 



about removing the road did not work out, I had to choreograph this transition 

again. While Charlotte and Wally moved the car over to the stage right platform, 

Pony and Tumer picked up the wooden, yellow centre line which Tumer placed 

by the platform. Then, Pony and Tumer folded the road's edges to the centre, 

each grabbed a downstage comer while Wally took the upstage end and pulled it 

out into the wings stage left where the stage crew ran it completely off. While 

this was happening, Charlotte set up the tent scene so that the other three actors 

could climb up and join her after the road was gone and the scene could begin. 

Moving from 1.ii into Liii was another challenge. Not only did the props 

from 1.ii need to be placed back into the car and the car moved offstage, but the 

fabric mountains needed to be hooked up and the family positioned in Aisle 2 for 

the scene to start. This was further complicated by the fact that the music for this 

transition only lasted 1 minute 35 seconds and could not be looped to provide 

more time. We solved the problem as follows. At the end of Lii, Wally exited 

stage right to pick up the fabric, which the crew had carefully folded for ease of 

rigging, and placed it up centre stage. The other three actors collected everything 

off the platform, except the sleeping bags which remained hidden there, and put 

it in the car. Then Charlotte joined Wally to unfold the fabric to where the hooks 

to anchor the fabric to the floor could be seen, while the children pushed the car 

off stage right. The children then joined the parents, each actor took a hook, and 

simultaneously pulled the fabric outward to a corner where it was hooked to the 

floor. While the actors were fastening the fabric to the floor, four lines were 

flown in and the actors unhooked the line weights and hooked up the rings sewn 



into the fabric. The family then congregated at the stage left platform where they 

dropped off the line weights; picked up their hand props, binoculars and camera; 

headed along the front of the apron; and climbed Aisle 2 while the mountain 

peaks were flown up. As previously stated, the flowers were placed by Scotty 

while this took place. It really became quite the precision drill, and with work, 

the actors were able to do it in less time than required. 

The other transition which required work was the one from II.ii into II.iii. 

Here, I had the children take their time "driving" the car all the way along the 

.front of the apron, honking and carrying on, while the parents went off left and 

joined Dahlia to push on the trampoline and oxygen tank. My main worry here 

was that there be no time with an empty stage as I wanted to capture the 

continuous feeling of the journey. It took some time to discover the easiest way 

to move the trampoline: Wally pulling the front with Charlotte and Dahlia 

pushing from the back. Once positioned, Wally and Charlotte locked the 

trampoline into place while Dahlia repositioned the oxygen tank and the scene 

was ready to begin. 

This work took considerably more time to figure out than it has taken to 

write about it which became a problem for the actors at this point in the process. 

They shifted their energy off character work and onto the technical process 

which interfered with the growth of their work. It also became a source of stress 

for a few of the actors which, in turn, was acted out through increasing tension 

with fellow cast members. It also became a source of tension for me which was 

aggravated by a deepening laissez-faire attitude by a few actors with smaller 



roles. The Set Designer was unhappy, the Lighting Designers appeared 

frustrated, the crew seemed bored, and I was despairing that the choices I had 

made were wrong and stupid. 

Frustration reached a peak on October 14th, 4 days before the preview. I 

felt that it was my responsibility to make everyone happy, to create a positive 

experience for all involved in the project, and this just was not happening. I had 

failed. On the verge of tears, I went for something to eat before our evening 

rehearsal and took with me a copy of Virginia Woolf's A Room of One's Own. I 

find this text deeply soothing. Perhaps it is the warmth I feel is shared in her 

experience or perhaps it is its belief in women as artists. Whatever the reason, I 

was able to read through dinner and take with me an inner peace to the 

evening's rehearsal. I felt that no matter what the outcome of the show, success 

or failure, or the feelings of cast, designers, and crew, the work had been 

worthwhile. I thought I should enjoy that feeling for at least one night. 

The remaining work consisted of technical runs for the Stage Manager to 

become familiar with calling the show, tops and tails of scenes to work out 

technical bugs, and two dress runs so that everyone involved could settle into the 

routine. My depression became more acute as I felt the show slipping away from 

me before I was ready to let it go. This was certainly not an unusual occurrence 

for a director, but that understanding did not make it any easier. 

The preview performance happened at just the right time in terms of the 

actors' need for some audience feedback to take their work to its next level. This 

audience, made up predominantly of students in the Department, was 



supportive and enthusiastic which gave the cast a huge boost in confidence. 

After this show, I cautioned them about the difference they could expect in the 

opening night's audience which would probably be smaller and more inhibited. I 

did not want the audience shifts to dictate the tenor of the show. I was gratified 

to see that the actors took this caution to heart and kept their focus and energy 

despite the less demonstrative opening night audience. 

I chose not to give notes past opening night as I feel that it is an important 

step in the actors' training to find consistency and discipline throughout a run 

without a constant overseer. This left me to attend performances, chew my nails, 

and spend time assessing audience reaction rather than actor performances. It 

also left me a director whose work was done. 



CHAPTER FIVE 

REFLECTIONS 

The end. As daunting as I found the beginning of this process, so I find the 

end. I still have such mixed feelings about the production, the process, and my 

work that it is difficult to articulate them. However, the process of writing this 

thesis has helped to clarify some aspects which I will try and capture here. 

The feedback I received about the production was generally positive. 

People commented that they left the theatre feeling strangely hopeful, but were 

unable to articulate exactly why. I would like to believe this feeling was 

connected to engaging them as active participants in this creative endeavour. 

Others commented on the humour and their easy connection to the situations 

presented. Still others said that they had never seen a production staged quite 

like this one and they appreciated the opportunity to expand their theatregoing 

experiences. There was also one interesting phone call from an audience member 

who complained that the piece was vulgar. She apparently never explained why 

she thought this, but she was quite upset that she had been subjected to such 

work. I thought, if nothing else, the performance had created strong enough 

feelings for her to call the department. 

My major disappointment with the feedback was that it came mostly from 

friends who, naturally, were trying to be supportive. I found the lack of a post- 

mortem of some kind-with the Graduate Committee, with the people involved 

in the production, with the Department as a whole-left me feeling that an 

important step was missing. I consider this production part of my education and 

I feel that without a final wrap-up, the possibility of learning from the work is 



curtailed. It is gratifying to hear positive comments, but sometimes you learn 

more from the not-so-positive ones. 

My personal feelings about the production are also mixed. On the one 

hand, I feel the show hung together fairly well. Most elements such as costumes, 

lights, sound, and acting styles, worked together to present a unified experience. 

The set did not fully capture what I had envisioned, but this seemed mostly due 

to budgetary and technical constraints and certainly was not due to a lack of 

creativity or commitment on the designer's part. 

The performances that I watched-October 20,21,23,28, and 31-showed 

the expected inconsistency from a student cast. It was the first main stage 

experience for most of them and so they were unfamiliar with the demands of 

repeated performances. Generally, these were small lapses and I accepted that 

this was also a learning experience for them. However, I was quite disappointed 

with the direction which the actors took II.i. This had always been a difficult 

scene and we had worked very hard to give it some shape and focus. 

Unfortunately, the actors decided during the course of the run that the scene 

would be much funnier if they all played it quite drunk. While I agreed that a 

little drunken gaiety might be in order, the actors took it much too far and what 

work we had done previously on the scene was lost as they stumbled around 

spilling champagne at every opportunity. 

I had deliberately stopped giving notes to the actors after opening night 

and instructed the stage manager to stop giving anything but technical notes 

after the first week of performance. I felt that it was an essential part of the actors' 

training to take responsibility for the show. This may have been a mistake in 



view of the result. Again, a post-mortem could have also provided the actors 

with much needed feedback from which to learn. 

What I most enjoyed about the performances was watching the audience. 

As I had staged and structured scenes to deliberately challenge the audience, I 

found it fascinating to see their response. Some people refused to move in any 

way to see the scenes which occurred in the aisles. Some literally sat by the aisles 

looking at the empty stage while the actors stood right beside them. They 

appeared quite upset at the intrusion and sat rigidly until the scene was over. On 

the other hand, some spectators enthusiastically followed the actors up the aisle, 

not only watching them, but also engaging with other audience members to 

express their enjoyment. I can only speculate about these different reactions, but I 

felt on one level I partially achieved one of my goals: I forced the spectators out 

of passivity and into action. They had to make a conscious decision to look or not 

to look and then experience the performance through that decision. 

The most personally gratifying moment in the play happened at the end 

of act one when the stars came out. During a number of the shows I attended, the 

audience would verbally respond to them with "oohs" and "aahs." I felt as if my 

desire to have both actors and spectators share the experience had been fulfilled. 

Sometimes this experience was even extended when after the sounds, there 

would be a shared laughter at having made them. There was something very 

special in being part of this community. 

In terms of both the process and my work, I once again return to Lerner's 

words: 

Perhaps the greatest challenge to thinking women is 
the challenge to move from the desire for safety and 



approval to the most "unfeminine" quality of all-that 
of intellectual arrogance, the supreme hubris of the 
god-makers, the hubris of the male system-builders. 

(228) 

I struggled constantly with this. I wanted approval for my work which, at times, 

got in the way of trusting my creative choices. I found that instead of clearly 

stating my intentions and the reasons for them, I kept much of it to myself. I felt 

that if I aggressively stated what I wanted, I ran the risk of being disliked and 

dismissed. I now know that this was a mistake on my part. My decisions were 

made after much thought and research, and with the wisdom of experience. I 

had no reason to belittle them. I will not make this same mistake again. 

Though there were many personal frustrations during this production, I 

feel it was work well done and worth doing. I learned an immense amount about 

staging, theory, and myself which I believe will only make my work stronger in 

the future. 
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Tuesday, October 27,1998 at 8:00 
in the University Theatre. 

Donations toward the Victoria Black Internship Award will 
be accepted at the door. Otherwise the event is free, so 
come and enjoy another opportunity to explore the work 
of Tine Howe. 

PERMANENT PRODUCTION MANAGEMENT 

For the De~artrnent of Drama 

Producer 
Artistic Director 
Director of Production 
Technical Supervisor 
Properties Manager 
Wardrobe Manager 
Assistant Costumer 
Secretary 
Accounts Secretary 
Administrative Assistant 

G. Brian Smith 
Douglas T. McCullough 
Don Monty 
Brian Kerby 
Werner Karsten 
Lisa Roberts 
Halina Supemat 
Anne Creaser 
Stephany Liu 
Susan Farmer 

For Universitv Theatre Senrices 

Theatre Manager Ken Hewitt 
Production Manager Norm Bouchard 
Technical Staff William Hales 

Martin Herbert 
Steven lsom 
Mathew La Brie 
Sean Gamble 

House Manager Joan Mulchiknock 
Publicity Coordinator Colleen Morrison 

The Faculty of Fine Arts offers an Associates Program 
for anyone interested in helping to support its 
activities. For information, telephone Dean Maurice 
Yacowar at 220-5497. 



APPENDIX TWO 

MUSIC SELECTIONS 

Artists used in Preshow and Intermission: 

Bonnie Raitt 
Eric Clapton 
James Keelaghan/Oscar Lopez 
James Taylor 
J.S. Bach 

Into 1.i: 

1.i into I.ii 

I.ii into Liii 

I.iii into I.iv 

I.iv into 1.v 

Turner's Music in 1.v 

1.v into Intermission 

Intermission into II.i 

1I.i into II.ii 

II.ii into 1I.iii 

Dahlia's Music in ILiii 

1I.iii into II.iv 

Out of Show 

"Time of Your Life" - Greenday 

"Signe" - Eric Clapton (Unplugged CD) 

"Stealing" - Leo Kottke 

"Bookends" - Simon and Garfunkel (Greatest Hits CD) 

"Half Light'' - Ani Difranco (Hanging Garden CD) 

"Prelude" of Bach's Suite No. 1 for Cello (BMV 1009) 

"Prelude" of Bach's Suite No. 1 for Cello (BMV 1009) 

"Bali Eyes" - Porno for Pyros 
(Music for Our Mother Ocean CD) 

"Anji" - Simon and Garfunkel (Greatest Hits CD) 

"Out of Range" - Ani Defranco 

"Brave Soul" -James Keelaghan/Oscar Lopez 
(Cornpadres CD) 

"Time of Your Life" - Greenday 

Note: Not all musical information was available from the Sound Designer. 




