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ABSTRACT

Whitehead, Shelley. The Process of Directing Edwdbee’'sThe Goat or, Who is
Sylvig? Thesis. Minnesota State Mankato, 2013.

This paper will follow director Shelley Whiteheaddrocess of bringinghe Goat
or, Who Is Sylviaby Edward Albee to production at Minnesota Statéversity,
Mankato. Within the paper the director discussadititial concepts and ideas; a
historical look at the playwright and play; joureaégarding the rehearsal and
performance process; a dissection of that proceasdertain success or failure of the
ideas set forth in the first chapter; and a fioaki at how her years at Minnesota State
Mankato shaped her as a director. Included irp#per is an Appendix to supplement
the paper’s findings.

Within this document the director looks at the €renfluence that Albee infused
within the script and how it could be best usedriate an intellectual catharsis for the
audience. This catharsis is sought to challenggethvatching to seriously think about

the issues that stood out to them in the play.
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CHAPTER |

EARLY PRODUCTION ANALYSIS

Minnesota State University, Mankato’s departmédiiifeeater and Dance is
producing the playhe Goat or, Who is Sylv{ilotes Toward a Definition of Tragedy)
written by Edward Albee. The production will berfoemed in the Andreas Theater
March 27 through 30, 2013. The director will beeliy Whitehead with Paul
Finocchiaro and John Paul acting as the projectsl@mic advisors. Joshua Helgeson is
the Production Stage Manager, William Roberts gelive as the Assistant Stage
Manager, Noah Files is designing the set and wilba the Props Master, Naoko Skala is
the Lighting Designer, Lauren Nelson is designimg ¢ostumes, with Robert Anderson
serving as the Technical Director. Director Shel¢hitehead will serve as the sound
designer with help from George Grubb as sound fezm

The story of the play begins with a husband arfd getting ready for a television
interview about the man’s recent professional aqg@d@imments. The man’s name is
Martin Grey, he has just turned 50 and is at tipeotichis career. His wife is Stevie, an
attractive woman who is confident in herself andreéationship with her husband. Itis
apparent that Martin is distracted in these firetments of the play but it is also clear that
these two have a healthy and affectionate relatipns

It is during this interview that the reason formiiais distraction is revealed. The

interviewer, Ross, has known Martin and Stevienfiany years. He is excited to talk



about the recent professional coup that Martindeased by being the youngest person to
win the Pritzker Prize, the architectural equivakenthe Nobel Peace Prize. In addition,
Martin has been tapped to design “The World Cigyrhulti-billion dollar city of the

future. It is obvious as the interview progresbed Martin is still very distracted and it
eventually comes out that Martin is having an affai

Ross is shocked that Martin would cheat whensbisery obvious that Martin
loves his wife and has always been faithful intherriage. Matrtin tries to explain his
passion for the person with whom he is having &arabut it isn’t until Ross sees a
picture of Sylvia that he begins to understand whagppening in Martin’s life. Ross
insists that Martin must tell Stevie and threatientell her himself if Martin does not.
Martin pleads for Ross to understand but Ross dartde cannot accept that Martin is
“FUCKING A GOAT!” (Albee, TheGoat 23).

In the next scene we see the aftermath of Rossiaipe to divulge what he has
discovered. He has written a letter to Stevierntglher all he knows. It is painful as
Matrtin tries to explain what has happened and 8tstviggles desperately to force her
husband to make sense of what has happenedadtifishese two people are speaking
different languages. Because of this inabilitgémnect, frustration increases which
Stevie expresses through breaking objects in thenro

It is through this heated discussion that the toagplores their relationship.
They have been happy in a way that many couplesdd@ye envied and yet there is a
weakness or need in Martin’s life that makes hirarofo infidelity. It is not only the

affair itself but also the socially unacceptabletipgpant, the goat. This play is a look



into the complexity of life and the fact that séaafinitions are not able to completely
label the dynamism of the human mind and emotibnis is exemplified at the end of
the second scene as Stevie can take no more andYsay have brought me down, you
goat-fucker; you love of my life!” (Albe€lhe Goa#5). In one phrase she moves from
obscenity to tenderness.

The final scene begins with father and son lookihthe aftermath of Stevie’'s
rage. Billy is desperate to know where his motheMartin does not know and Billy is
at a loss. The world he has known has been siégt bead. His relationship with his
father has been strained since Billy told his perée was gay and, earlier in the play, his
father called him a “Fucking faggot!” (Albe&he Goat23). While he knew of his
father’s disapproval this was the first time herldge true depth of his father’s disgust
at Billy’s coming out.

It is this dichotomy that motivates Billy in thext scene. His father has just
proved himself as someone who is living an abhodifsstyle, just as he has defined
Billy’s life. It is this hypocrisy that perhaps tinates Billy to reach out in his own way
to connect with his father by kissing him. Manashes him off but not before Ross
walks in on this very confusing situation. It fé@hs Ross’s idea that Martin is nothing
but a perverse, depraved individual. Martin tteeexplain that it is nothing more than a
natural expression of love and emotion yet Rossocdysee the crass. Ross believes
that love can only be expressed in a narrowly dyalefined way and Martin sees it as

something much more primal and indefinable.



The final moments of the play show the culminabéiBtevie’s frustration and
she is able to express through violence what shkl cwt put into words when she brings
in the corpse of the goat Sylvia. Martin is digght and asked why she would do this
when the goat was innocent of any wrongdoing. vi€teses Martin’'s own words as an
explanation and rationalization of her actionshé3oved you . .. you say. As much as
| do” (Albee, The Goatb4). The impetus of the goat’s death sentencethneasame as
the destruction of Stevie’s life, Martin’s love.

The playwright Edward Albee is a very strong progiat of the concept that any
production of a playwright’s work must be true be tauthor’s original intent. In an

interview with Craig Lucas for BOMB Magazinkycas mentions that Albee seems to be

interested in control when it comes to his plafdbee replies:
Well, composers don’t let musicians play notes othan the ones that
they’ve written, painters don't let galleries hahgir paintings upside
down, why does it suddenly seem to be the playwsiglno should let all
sorts fuck around with their work. (52)
When the author has so clearly and concisely egpcesow he feels about the
production of his play it would be quite amiss ti@emvent the author’s intention about
his work.
In an interview Albee gave a clear indication dfavhe think'he Goat or, Who
is Sylvia?is about. He says, “The play is about love, a3, the limits of our tolerance

and who, indeed, we really are” (Albee, Stretct26@). Even with this clear definition,

he understands that the audience must also disedadrthe play is about to them.



In Albee’s development of the characters the ksgghkallenge for each of them is
their struggle with connections. Martin discovieesfeels a connection to the goat in an
indefinable way: “I didn’t knowvhatit was-what | was feeling . . . There she wag, jus
looking at me, with thoseyesof hers” (Albee,The Goaf21). He does not know what it
means, but impulsively acts upon the connectiomalgx Billy has lost his fraternal
connection with his father at the discovery of NMfastsecret and tries to reestablish that
connection impulsively with a sensual kiss. Stdwas lost her relational connection with
Martin and reacts to this loss through destructiod violence. And finally, the
connection that Ross had with Martin professionaliyy danger, so he decides to take
charge of the situation by writing Stevie. Theuteshowever, is chaos.

The main character of the play is Martin. Hens'@very-man” that is
extraordinary in his career but could easily bertegt-door neighbor. Often times Albee
labels his responses as “noncommittal,” “helplessl “bewildered” showing that this is
a soft-spoken man who is not normally verbally amisHe does love words and
throughout the play he corrects the other charsigggammar. This is not done with an
air of arrogance, but just the facts. He triepdestely to live in the “black and white”
world of language and hopes that he can explamstéamily the truth, the grey area of
his love for Sylvia. It is not something that daexplained in black and white
vocabulary and he does end up losing everythinigplbywing the simple urge of his
heart.

Stevie is smart and funny, but it is clear thatréhis an undercurrent of self-doubt

that has been in her marriage for a long time einding out about the goat she talks



about marital expectations. She says: “We prefmare. . things, for lessenings, even;
inevitable lessenings” (Albe&he GoaR29). At first it seems she is speaking about the
degrading toll that life takes on a person and tleationship, medical issues,
“emotional disengagement” (Albe€he Goat29) and loss. But a deeper meaning is
discovered in the final moments of the play thatumnderstand it to be the lessening of
who she is: “You have brought me dowmttthing You have brought me down, and
Christ! I'll bring you down with me” (AlbeeThe Goat44).
The fear she had from the beginning of their mggieame true. Martin brought Stevie
to a place of self-hatred that she always fearedbdoe her fate. She had escaped the
harmful thoughts and fears, however with Martimdiscretion she is brought to an
emotional low and fulfills her own internal proples

Billy has lived an insulated life. He has beeweld and grudgingly accepted even
in his most difficult years. He has only knownetgifand comfort, and when his father’s
actions have been revealed, his world is toppHtk chaos he has found in the living
room is a visual representation of his life anchbe no idea what to do next. Everything
he has known has been destroyed by the actions &ther and Billy does not know
how to move forward. He fears for his mother'sssafind yet he is powerless to help
her. It is in this moment of fear and loss thdlyBielieves it is his best choice to hold
onto his father in an instinctual way. He kississfather, sensually and longingly, with
tears coursing down his face. He does this hogrwpld onto something, some part of

the love they once had.



Ross is the antagonist, the one who pushes th&wsfhoation to a boiling point
that creates this chaos. What is his motivatidviy does he feel the need to tell Stevie?
He says that he will tell her if Martin doesn’t,tthe does not give him the opportunity.
The morality of the situation is not the reasotsntt a moralistic instinct that drives him
to tell Stevie, it is fear. He is afraid that Marnill be found out, and the bad press that
would follow and eventually lead to Ross.

Ross is afraid of being condemned for supportingga that society cannot
accept. He feels the only way to protect himsetbitell Stevie, making sure that Martin
will have to stop his intimacy with the goat. idtan indication that this is how Ross lives
his own life. A story is told earlier in the plapout Ross getting a couple of prostitutes
for Martin and himself when they attend a collegenion. Ross is married at the time
and has absolutely no qualms about his indiscrétemause it won’t be found out. If it
had been discovered he would be seen as one marezhwacouldn’t control himself.

But bestiality is inexplicable and he cannot bead pf something that could create
guestions about his own acceptable morality.

As the parenthetical title of the play, “Notes Tard a Definition of Tragedy”
indicatesThe Goats clearly a tragedy. The loss that each charasigeriences is
catastrophic and thorough. There is a loss ofistfar Martin, a loss of family for Stevie,
a loss of security for Billy, a loss of lifelongdndships for Ross and even loss of life
after Stevie kills the goat.

The play continues to imply tragic theatre as Allbses classic Greek elements

within the play including the goat itself. In lasticle “Oedipus in New York, Greek



Tragedy and Edward AlbeeThe Goat or, Who is Sylvid?ZThomas Falkner says that by
using the goat “Albee anchors his approach inithee which links the play to Dionysus
and the mythical origins of the genre” (188). Hatinues with a quick history of how
the goat may have been used in the festival of y3os showing a distinct link between
Albee’s specific use of the goat and the anciemeticonnection in theatre.

It is Albee’s use of the classical Greek styld tias inspired the production
approach for this design. By allowing Grecian edets to be major foundations of the
design work, they can enhance the inherently Grneakents within the play. The
director would like to see a modern Grecian feghtdesigns used for this work. By
using a simple set design that has Greek elem&nth, as pillars, the drama can be
enhanced through the costuming. The costumiedf itsll also have Greek inspiration
through draping and simple basic color schemes.

The design elements will mirror the acting stylest the director will wants,
moving from a naturalistic, internal, modern apgtoto an overt Greek style of
performance that is bold, open and very stylizeavill be the combination of the classic
Greek ideas alongside a more modern approachhhaliector hopes will allow a
disconnection to occur that can push the audieméeet the distance often created in an
abstract piece. Itis this post-play catharsiectfthat the director is hoping to achieve
that will inspire the audience to think about thgues raised as they make their way
home.

It is often difficult to know what an audience Wwilalk away with in a production

and if they will experience the catharsis as hogedepends on so many variables in



their lives as to what will impact them and keepnthinvolved with the story after they
have left the building. But there are themes ittlngiact all people. One such concept is
that of “what is love?” What is acceptable lovel avho can define love in someone
else’s life? Martin is so strong in his declarataf love for Sylvia, even though he does
admit to the social unacceptability of his actidmsnever waivers in his love for her.
The director hopes that this may be the one idsatethe audience can connect with and
continue to discuss long after the theatre is dark.

As stated earlier Albee has been called an Absuptiywright and along with
the attempt at defining absurdism, the directorgsap keep in step with the idea that
The Goatis an absurdist play. In his book of collectetictes and interview’s Albee
defines the Theatre of the Absurd as:

An absorption-in-art of certain existentialist grabstexistentialist
philosophical concepts having to do, in the mairthwan’s attempts to
make sense for himself out of his senseless paositia world which
makes no sense—which makes no sense because thle nelayious,
political and social structures man has erectédltsion” himself have

collapsed. (Albee, Stretchir®)

Much of this definition is vague and would dep@&mdthe artist’'s philosophical
concepts, but one thing that rings true througldieée’s career in regards to this
definition is the collapse of illusions. This atd was written early in his career (1962)
yet decades later he still talks about the us#usiion in his works. He says that

individuals should have some type of false illusiperhaps to endure life, but that they
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must be aware of these illusions and that “theyehthe responsibility to know that they

are kidding themselves and then go right on kiddinggnselves” (Albee, Stretchirgs).

Yet in some of his plays the illusion is broken.Whose Afraid of Virginia Woothe
child is revealed to be fiction, ihhe GoatMartin’s illusion of having the best of both
worlds relationally is brutally shattered by Ross.

It is the director’s intent that this productioinlliry and create a feel of the
absurdist theater by starting off with a more radistic approach, establishing the
“rational devices” and then slowly creating an adostworld through the lighting and
make-up designs. It will create the feeling ofe“tbsurdity of the human condition”
(Brockett 535) that is an integral part of the Ttre®af the Absurd. It is through
disjointed visual and auditory moments that theienxe will be lead to the catharsis of

emotions post-play that is the ultimate goal ofgheduction.
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CHAPTER Il

HISTORICAL AND CRITICAL PERSPECTIVE

Edward F. Albee IIl was born on March 12, 1928\ashington D.C. His
mother’s name was Louise Harvey and his fatheréded and abandoned both the
mother and child and had in no way contributechtodupport and maintenance of said
child” (Gussow 22). Fourteen days later Albee giasn up for adoption and at 18 days
old the baby was adopted by Reed A. Albee and Esa@c Albee.

The Albee family was a big name in vaudeville &fioee’s adoptive grandfather
(for whom he was named) was the head of the Keltleédvaudeville theater chain.

The family itself could trace their roots back e tate seventeenth century in Maine
with many of them working as sea captains. Bi# ihe connection with show business
for which his family was known. In fact, his adioe grandfather ran away to join the
circus when he was 19, beginning his career andimgelgis long time business partner
Franklin Keith.

There are many indications that characters in &tbplays are based on his
family. Gussow says that the role of Jand iDelicate Balancevas based on Albee’s
aunt on his mother’s side. Gussow points outtti@tharacter in that play shows clearly
“an affection [for his aunt] that he did not feel his mother” (25). In a play that was
written in Albee’s early twenties, two characters strikingly similar to his parents and

show them in an unflattering light. Itis in Albsglay Three Tall Womethat Albee
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admittedly describes his mother, though he talksiathe complexity of Woman A and
her transformation within the script. For Albeeaviis a type of catharsis, “Having
written the play, he understood her a bit better lzad a little more admiration for her
‘wrongheaded attitudes’ "(Gussow 366).

His parent’s biases had a profound effect on Abes he mentions that he had a
great dislike for their “dedicated anti-intelleclisen and their profound racial and social

prejudices” (Albee, Stretching), though he is thankful for the education theaalth

could afford him. Itis in this education that Abgarnered an appreciation for the arts

that would mold his playwriting style. Albee says:
... music and drama are so closely alignedhey’re both sound and
silence; . . . what you write when you write ituye@ hearing duration . . .
And I've also written endlessly about the ways cos®ys and playwrights
should notate . . . the difference between thetduraf a comma and a
semicolon and a period. And fast and slow, and knd soft, and all it's
the same as musical notation, because theatene. of the wonders of it .
.. is it is a spoken, seen and heard, as weitaaardy form. It's the only

one that has all of them. (Lucas 52)

He continues in the Lucas article to say that kehdive aspirations at one time to
become a composer, but his lack of skills in regaiusic and playing the piano

thwarted this dream.

It is this love for music that makes it appropgi&dr Albee to write a Greek

inspired play inThe Goat Music was a primary part of Greek theatre gdaiyed along
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with many of the spoken portions of the play and V& inseparable part of the choral
odes” (Brockett 27). Albee himself has said tleatinderstand theatre there must be a
sort of understanding of music and the pausesestd that create the musical pieces. It
is the understanding of the musicality of the that allows the playwright to create
pauses within the text that are poignant and ap@tep(Lucas 55). This can be seen
specifically in the dialogue between Stevie andtMan the play:

MARTIN. (Quietly.) Let him go. (Silence; quietly.)Well, now; just you

and me.

STEVIE. (Pause.)Yes.

MARTIN. (Pause.)l take it you want to talk about it?

STEVIE. (Awful chuckle.)Oh God! (Afterthought.) You takeit? (26)
Within this brief dialogue we see a musical scotm¢he words:pianissimg rests, and
even a musical retardation with the afterthougkibee intended this section to have a
rhythm to it that would push the production in saclay as to have the dialogue become
lyrical. Almost a verbal dance between these twa tan be beautiful and haunting.
Clearly this is something very important to theyplaight and these stage directions
would be ignored to the detriment of the productioBuch as ignoring the rhythm in a
dance would only lead to awkward steps and bro&es.t

Albee often proclaims that he does not make sjedibices as he is writing, but

his subconscious creates the undercurrents ancethérat are often very clear once the
play is produced. This same method was used whisrefhHegan to work ofhe Goat.

He calls it “a kind of unconscious didacticism” p&le, Stretchin@59). He began
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writing the play with very different characters aamdompletely different socially
guestionable concept. In his original play, thetpgonist was a doctor who wanted to
understand what his patients were going throudhesiojected himself with the HIV
virus. Albee mentioned this to several confidartd got a viscerally negative reaction.
Despite these intriguing comments he was not abkeork on the play because of other
pressing work.

As life would have it, a short time later anotp&ay opened in New York with the
exact same premise. This play did not succeedtek, in his usual self-confident
attitude, said “I quickly decided that it was nlo¢ foremise that had been at fault, but the
execution” (261). Though the specific plot was nmt available to him, Albee still
hungered to explore the premise of the originalkworhe idea of exploring the
limitations of society’s acceptance of behaviorenttihan their own as well as the
inability of most people to imagine themselvesitnaions that are outside of the
comfort of their known world.

In Stretching My MindAlbee says that within a year he had the basiieubf

The Goat or, Who is Sylviarlhis time he gave it to fewer people to read meived
similar negative reactions for tackling such a tabapic. Albee was elated:
“Clearly, | was on to something!—either the collamg my mind or a set of propositions
perplexing enough to demand examination. And Itvoeri (Albee, Stretchin@61).

After he finished the work, the play would openBnoadway the spring of 2002.

The play received a wide and varied reaction froos¢ who attended, which could
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easily have been Albee’s intent. He wanted toteraahought process that would
continue long after the theatergoer left the baidi

The show was produced on Broadway by ElizabetariceMcCann, Daryl Roth,
Carole Shorenstein Hays, Terry Allen Kramer, SBattlin, Bob Boyett, Scott
Nederlander and ZPI Sine at the John Golden Theatnes extensive partnership would
eventually become a success as the show did wipd02 Tony Award for Best Play
(Playbill 7-9). Directed by David Esbjornson ttest included Tony award winner
Mercedes Ruehl as Stevie, Jeffrey Carlson as Bligphen Rowe as Ross and Bill
Pullman playing Matrtin.

Ben Bratley of The New York Timeagviewed the original Broadway production

in which he says that Bill Pullman’s performance h&'grave abstracted sweetness” that
helped create the “double-edged moments of awkweasland misinterpretation.” He
goes on to say that the play “is about a profoundisettling subject.” The reviewer
himself could not come to grips with the humor thdelogue and the socially
unacceptable subject matter.

The producers and public relations team appearadnt to create this feeling of
uncertainty even before the audience stepped metthieatre. According to J. Ellen
Gainor in an essay regarding Albeg&lse Goata synopsis of the advertising campaign of
the production is spoken of as a “publicity tea@®0) that not only showed the well-
known actors in the play, but the goat as wellerein Albee’s own published remarks
about the show he is quoted to have said thatl#yehas “four human beings and one

goat . . . and it involves interrelationships” (G@i 200).
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While the goat does play a predominate part s phay, it is not the concept of
bestiality that Albee wants to explore. In factdags that while bestiality is discussed in
the play, as are other actions such as flower gimgnhe sees it as an opportunity to
create a conversation about what society is wiltmgccept.

Even with this clear statement by the playwrightself many people will assume
the play is about the acceptance of homosexudilityer article Gainor compares
Albee’s work to the comedienne Ellen DeGenereshandoming out on the sitcom
Ellen. During the specific episode where her charaadares out she does make light of
those who would say gay marriage would be tantamtouallowing the legal union
between a human and an animal. Gainor seessliskeareitgeistthat allowed for
the conversation to begin in this play regardirg‘dexuality in contemporary American
culture” (200). Yet Albee had created his condepthis play around a completely
different social pariah, proving that the play badeeper, more complex meaning.

Some find other themes within the play. Albegay and he does touch upon gay
themes in this play, but no more than the othejestb he explores. To pull out this one
concept and create a theme for the entire playlsok beyond the rest and to miss, as it
is said “the forest for the trees.” He wants fhlesy to be an exploration and a touchstone

to the limits of tolerance, not just the acceptamicgay marriage (Albee, Stretchi2§?2).

Another attempt to define wh@ihe Goatis about is the emphasis on the sex with
a goat. In areview of the original production¢irird Medoff sees the attempt and
tackling of such a taboo topic as a way to creasage in the Broadway audience. He

writes, “The Broadway audience seemed uncomfortablé&uch discomfort, which
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usually asks an audience to work a bit harder apgle with a specific production than it
may be used to” (166) and Medoff suggests thawttestling with such issues may have
been Albee’s intention.

In order to consider this as a possible major #héns important to understand
what is bestiality and what are the social stigthas surround the practice. In his paper
The Unjustifiable Prohibition Against Bestialifyichael Roberts, a lawyer with Roberts
& Teeter in New Jersey, gives a basic definitiddestiality is sexual contact between
human and non-human animals for the purpose of higmgual gratification” (180).

Yet Roberts argues that even this definition cardgue in the court of law,
specifically within the concept of sexual assadlh example of this is when a farmer
stimulates an animal to obtain semen for artifimakemination. This practice is seen as a
socially acceptable act because there is no assadiithas been used for the preservation
of numerous species” (180).

The concept of bestiality becomes more complictednore the definition is
refined. In his paper, Roberts gives a list obt® and asks the reader to decide what is
and what is not bestiality. The above mentionasgmination technique is listed as the
fourth act and the latter descriptions have somecd@exual contact between a human
and an animal or insect. Itis in these lattecdpsons that Roberts shows a wide
variety of opinions as to the impropriety of thésac

Roberts does give a brief historical perspectivih® condemnation of bestiality.
He says that, like many laws, this prohibition begathe church. But as time moved

forward civil law deviated from the vague and hdisftations of church law and sought
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to create a clear description of bestiality. Ywbtigh it all the one thing that is debated
and used for or against its acceptance is theatiedether the animal is enjoying the act
as well and as Roberts points out “which is usuatiyossible to accurately determine”
(184).

Because of the historical abhorrence, yet vaguaenstanding, of bestiality, Albee
allowed the vaguely titillating concept of a retetship with a goat to become a major
marketing ploy. The Goatran for a total of 322 performances including ttyethree
previews and went on to receive the Tony awardHerBest Play of the 2002-03 season.
Yet the critics of the play had mixed feelings nelyjag this production. This is a reaction
with which Albee is not unfamiliar. Elysa GardreélUSA Todaycalled the production a
“self-indulgent mess” (Gainor 203) while one of tdréics Albee does respect, Clive
Barnes, commented that the play was “one of thigesttand funniest plays Albee has
ever written” (Gainor 203-204). And of course tlevspapers had a field day with the

headlines accompanying these reviews. The New FPostled off with “Well Albee

Darned-What's Dad Doing in the Field? It Isn’t Ksduff” while the Toronto Stded the
review with “Baa Humbug” (Gainor 204).

Despite the jokes and misunderstanding of theittgation of the play the
resulting publicity did perhaps achieve what Albeses looking for, an initial dialogue
about the acceptance of what seems different, perénaen unconscionable. Gainor

observes:
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These jokes and others like them that shaped negwers’ responses
may reflect discomfort or even hostility toward thlay’s narrative,
demonstrating how effectively Albee created a dtasweorld whose
actions and concerns could be neither easily adaide dismissed. (205)
It is the effectiveness of Albee’s handling of thaject matter, creating a world of not
just sex but what Martin perceives as actual |tivat pushes the action of the play along.
When talking about the help group Martin tried ati@g he explains: “I didn’t
understand why they were there—why they were all.saunhappy; what was wrong
with . . . with . . . being in love . . . like tligAlbee, The Goat34). If Albee had written
a play about bestiality and tried to convince thdiance they should accept the act, the
play would not have been as successful. Insteddurred the lines and developed a
deeper and more complicated world about what is.lov
Along with bestiality some critics picked up oret themes in the play that have
caught the attention of the director of this pradut That is the Greek influence in the
play. As discussed earlier, Albee himself wantetty and help define tragedy through
this production, and does so through not only éxé but through the characters. And
while not the major theme it is intriguing to follchis course of thought.
To begin to prepare the production it is importantnderstand the characters and
the role they play in creating a Modern Greek TdggeGainor sees the character of Ross
as the voice of the people establishing the sdaiebaes (211). He is used as the catalyst

that creates the drama that will unfold. Thersoe character development as the two
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men discuss their relationship but his real rol®isay what everyone in the audience is
really thinking.

Martin can be seen as the tragic hero of Gregjetha His recent
accomplishment in the architectural field shows hsrsuccessful and well respected.
The fact that Ross has made time to do this irgarwiithin a week of the announcement
of the Pritzker Prize reinforces his prominencen idaportant addition is that he has the
traditional Greelhamartiaor tragic flaw, his love of Sylvia the goat. Hefurther shown
to be tragic since he claims to be a victim ofdtcaisolation” (Falkner 195) when Martin
exclaims to Billy and Ross that he is all alone andne can understand him or his
situation.

In the essay “Oedipus in New York,” Thomas Falkpees on to explain other
similarities between Martin and the Greek tragiarelster Oedipus in that Martin’s “. . .
shameful secret is brought to light . . . bringsmusehold to destruction” (192). This is
very close to the revelation that Oedipus haskitlies father and married his mother.

Stevie can be compared as a reconstruction dfdgec heroine. In many Greek
plays the women are portrayed as strong and viglentotional. For example, in the
tragedyThe Trojan WomermAndromache chooses to commit suicide rather likan
without her child, husband and homeland. We adsoisMedeaa woman who has
suffered so much that she reacts in violence dfsliier own children in revenge.
Antigone is willing to sacrifice her life so thdtescan bring justice for her brother. But

she also tries to push others to this same comciwes she bullies her sister to join her.
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This heightened need to create a violent end tagact situation has its roots firmly
planted in Greek tragedy.

This is mirrored as Stevie enters at the end®pthy when she comes in as the
vengeful tragic heroine doing what she felt wabtrig correct the unfathomable mess
her life has become. After Martin sees the dead gnd demands an explanation Stevie
says, “Why are you surprised? What did you expeeto do?” (AlbeeThe Goatc4). It
was the natural conclusion to an unnatural sitaatio

In addition to the similar characters there araynalot and theatrical devices
used in Greek tragedy. The most obvious beindatitethat the animal Martin loves is a
goat and this has a clear connection to the fdstiMaionysus and with the prize of the
festival being a goat. Another mirrored momenGoéek connection is when Stevie
drags in the dead corpse of Sylvia. This mimiesdtaging used in many Greek
tragedies includindhgamemnopMedea AntigoneandHippolytus The Greeks would
often use arkkyklemaa wheeled device that was used to bring on sgeret actors
onto the stage, and while the goat is draggedamesind not rolled, the feel of Stevie
entering center stage dragging in this carcassesd¢he epic moment (Brockett 34).

Another similarity is that much of the violence@neek plays takes place off
stage. In modern plays the violence happens dglstage, yet Albee chooses to follow
the same ancient tradition and have the savagegitike place somewhere else. This is
not purely because of the difficulty of the teclatiaspects of killing a goat onstage,
much harder action has been done, but homage tBriek style of handling this type of

violence.
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The text itself mentions and alludes to Greekuralt Martin references the
Eumenides in scene one, while in scene two he$édigie to “. . . shut your tragic
mouth” (Albee 39) with Stevie replying a few linkegser to a question about what she is
doing with “Being tragic” (40).

Using the influence of the Greek design, the daewould like to create an
absurdist feel within the production. As pointed m the first chapter, Albee has been
described as an absurdist and has developed hislefimition of the Theatre of the
Absurd, but it is important for the actual prodoatito understand the traditional
definition to create a clear Absurdist performang¢ée best place to begin is with the

originator of the term, Martin Esslin. In his bodke Theatre of the Absur#sslin says:

“. .. the Theatre of the Absurd strives to expiitssense of the senselessness of the
human condition and the inadequacy of the ratiapaloach by the open abandonment
of rational devices and discursive thought” (2%t many have argued that Albee is not
an absurdist based on this definition.

Charles Samuels writes that one of the main resafat Albee is considered an
absurdist is because o Storywas originally produced with Becketttgapp’s Last
Tape. He goes on to say that the primary descriptéh@fabsurdist movement is the
handling of metaphysical topics which Samuels say®t a correct labeling of Albee.
He chooses to define Albee’s work as “social gét(ii88) a piece about social criticism.

In a differing opinion Normand Berlin acknowleddgbs opposing topics but sees
Albee aligned with the European absurdist moverhgrreating a piece that moves “his

audiences to face reality in all its senselessardg0 accept that reality without
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illusions” (770). Itis this journey that needs® highlighted throughout the play,
breaking down the illusions piece by piece un# barsh reality stands alone at the end

allowing the audience to walk away consideringrtbgin lives.
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CHAPTER IlI

JOURNAL

January 18, 2013

We had the second production meeting today. [Quhe first meeting, held
before the winter break, | spoke to the team abesigning the show with a Greek
foundation but injecting a modern feel. Costumsibeer, Lauren Nelson was unable to
attend the first meeting so | gave her a quick weer at this time. We then began to
discuss the schedule and | soon realized that wddWwaave to overcome some major
obstacles to bring this play to the stage.

The first problem was that next week several membethe design team would
be attending the Kennedy Center American Collegeafér Festival for Region 5.
Because of their absence we decided to canceweslt’'s meeting. Set Designer Noah
Files was to have his preliminary sketches to méhbhyweek but, because he would be
gone, we decided to get together the week he giit iefore the production meeting on
Friday.

The second problem is that Minnesota State Mankatdd be hosting the
American College Dance Festival during the schoghisng break. The festival would
be using the Andreas Theatre and marley flooring tede installed. As a result the set
build would have to take place in the shop and #ffie festival was over Technical

Director Robert Anderson would bring the pieces ihie theatre and assemble them
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there. This is something that has been done befdtes University for other productions
with much larger sets and would not be impossjuokt,a challenge.

The final scheduling problem was that during tleekvof March 21, our tech
week, production advisor John Paul would be atthiged States Institute for Theatre
Technology (USITT) National Conference. While mesiijners will be here for the
week, many students would be gone and there méttlednelp in putting the final
touches on the set. This could be a challengabidng as the work is done as planned

everything should be fine, we shall see.

January 30, 2013

And another challenge has been addressed. Thieamemember that we had
not gotten yet was the Sound Designer. Today kespoth George Grubb and because
The Goat'sech week is over the USITT he was unable to $iomheone who was willing
to stay in Mankato and design sound. During tiesubsion we decided that | would
build the sound design and Grubb would implemeatdbsigns.

This was an interesting opportunity and immedyatéhought of a CD that Paul
J. Hustoles played for the Acting Styles classvds a reproduction of music that was
played in ancient Greece, and | decided to useabik and have Grubb make it more
modern through the use of auto tune. This is lanigcie that creates an electronic sound
to the music and is very popular in modern pop mu3ihese pieces would be used to

underscore specific important moments similar etdchnique used in movies.
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In addition to this | was hoping to also add s@oend effects that include sounds
that are found in nature that can break, e.g.,diraeches, ice, rocks. By using these
sounds and adjusting them so that they can sowttchabmy hope is that it will enhance

the abstract moments that will also be accentetthdyighting design.

February 4, 2013

Tonight was the audition process fdre Goatand we saw a lot of talent. | had a
clear idea of the type of person | wanted to pleygart of Martin. | wanted him to be an
“everyman” character, someone who lived next doaraas very normal. Without a
doubt Mark Deel’s audition embodied exactly whaials looking for in this character.
The soft spoken emotionally available performartersed he would be capable of
reaching the heights of feeling necessary for titheance to believe that Martin truly
loves the goat.

The character of Stevie was equally easy to chehw saw the poise and
maturity that Kendra Verhage brought to the auditi®he was my first choice and | was
pleased that | was able to cast her without hatorfgght for her with the other directors
casting their shows.

Billy was also a pretty easy choice. | did coesisome of the other, more
experienced actors for the call back for this daut,| was limited by the choices | was
given. Even if | had held call backs | do beliéweould have still chosen Charlie Libra
for this character because he had the attitudesansitivity needed for this role in his

audition.
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The one character that | struggled casting wasothi@oss. | had hoped to have
two specific actors for the call back process,Hustoles needed both of them for his
production ofLegally Blonde.l was then thinking | could work with Jacob Gomget
he did not seem to fit the character as completeliyhad hoped, he was a little soft on
his delivery and not giving the hard edge neededhi® television personality. At this
time another directing graduate student, Matt Can@s casting his shoRlague of
Angelsand he was considering Andy Rotchadl for one ofdiiss, but he was unsure if
Rotchadl fit the role he needed filled. After ammenmt | realized that | should consider
Rotchadl for the part of Martin and suggested fatt and | switch the actors. This was
done and our casts were set.

| am very excited about the dynamism that theraatall bring to the production.
| was also glad that Deel and Libra have simildogng, and while not the reason for my

decision, it will be a great addition to creatingedievable relationship between them.

February 15, 2013

Tonight was our first rehearsal. Verhage was lenabattend because she is in
her opening week gknd Then There Were Nankdid not find out until after we cast
her that her production schedule conflicted withsao our first week’s calendar had to
be rearranged.

It was in this read through that | was confideniny casting choices. Each of the

actors did a great job of infusing their lines wattmotion and this was just the read
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through. It showed that they had done work befongght’'s rehearsal and were ready for
the blocking that was to happen in the next fewsday

After the read through I took time to ask the extpuestions about their
characters. Some of this was motivated by a quesbie interpretation of their
characters, other questions were things that cedua me and | really wanted to
understand what their character thought or febhat moment.

These questions included: Does Billy really fearHis mother’s safety? How
long did Ross wait to write the letter? Why didricg give Martin a chance to tell Stevie
himself? How does the baby story at the end opthg relate to what just happened
between Martin and Billy? The actors were ablartswer these questions thoughtfully

and intelligently.

February 19, 2013

Tonight we blocked the final momentsoéne three without Verhage and then
moved back to block the Billy and Martin sceneavals impressed by this cast. Each
moment we came to Stevie’s entrance, Deel shedaaa, staining his script. Deel’s
willingness to be so open with his emotions wilbal the audience to connect with the
character of Martin and like him despite his tdeiactions.

We then moved onto working with LibradeDeel on their scene. Libra has such
an understanding of this character and plays hith asfunny sarcastic feel that makes
him extremely likable. His journey to confusionthivhis relationship with Martin is

equally believable and works right up to the kiss.
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The first time we ran through the scene we skigpeckiss and just finished
blocking the scene. The second time through Ipdghem and talked about the kiss.
We talked about how it had to seem like impuldes he didn’t know what he was doing
and that there had to be some tension in his bdtiys is Libra’s first stage kiss and he
was very nervous. Right now the kiss is not beli@e, is very brief and is not quite
where it needs to be, but | think we may want telwg to this, for Libra’s sake.

Libra does have some habituals | anteored about, specifically when he sits
down. They could fit his character but I'm wonahgrif they would be distracting to the
audience. | think I will wait until we get the ael furniture we are using before | correct

anything. It could be a completely different stanyh an actual couch instead of blocks.

February 21, 2013

Tonight we ran through the scenes we had alrebmbkéd. After we finished
with his scenes, Rotchadl mentioned that he hagpghany regarding his character.
Originally Ross seemed like an average T.V. pelggnaho was a bit bigger than life
but not much under the surface. After last nigrgisearsal Rotchadl shared that perhaps
Ross is struggling with his career. He does netlaacrew with him as he did in the past
and he gets quite defensive when Martin challehgesabout being friends with the
crew. Rotchadl said that this will allow him toveamore stake in what is happening not
only with the interview, but also with his
own career should Martin’s behavior become pultioidedge. This should make the

character much more interesting not only for théience but also for Rotchadl.
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February 23, 2013

We finally have Verhage! She showedwith curlers in her hair for her evening
performance oAnd Then There Were Noaad she was exhibiting signs of a cold, but
she was ready for this ride! My directing stylehis production is asking a lot of
qguestions of the actors. If during a scene | elrittat the delivery of a line seems off or
too superficial | will pause the action of the ptayask the actor what they think the line
means. | did this right away with Verhage andinkh threw her off. Deel had to act as
my interpreter and she was able to answer the iqunemtd we moved on.

Honestly there wasn'’t a lot of stopping for thieise because both actors seemed
to have a very good handle on the mood and intminl this script. Verhage is giving
me a lot of dynamism already and may be intensiiece she is off book.

Specifically we are going to have to work on bunggthe intensity of the
destruction of the room. From the first vase thditroken up to knocking everything off
of the table, each act of violence has to haventrdaad build. Verhage was very excited
about this build up and once off book, and whenrpttogs are on the stage, this will be
much easier. It was interesting trying to block $&ne knowing certain things had to be

specific places because we had already blockeovioily scenes earlier in the week.

February 26, 2013

Perhaps the biggest direction the actors needdfliforehearsal was the note to

really ask the questions. It is a matter of coadlseng the memorization process for the
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actors to give stilted or robotic performanceshaytmay be distracted by their script,
remembering what they have memorized so far andlilexcking. But when lines are
repeated the same way several rehearsals in & r®& matter of the actor understanding
what they are saying rather than distraction. Extkl and Verhage were asking
guestions without really wanting to know the answerhere are of course times when
this is reality, e.g., “How are you?” We Americaesally don’t want to know the answer
to that question but when many of the questionslaligered in a similar manner much

of the subtext is lost.

Feburary 27, 2013

| walked into the rehearsal tonight to find Nadala, my lighting designer,
with our floor plans (Appendix H). She showed mattwe had taped the floor the
opposite of the plans that Files had given hdrad Josh Helgeson, my PSM look at his
plans and he had taped them according to the gavals given, so obviously the file had
somehow got flipped in translation. We discussadaptions which included re-
blocking the entire show or keeping it the way vae it and check with Files to make
sure it was okay. Helgeson called Files and S&d that he would be willing to stop by
the rehearsal that evening. Half way through its¢ fun he stopped by and we showed
him what happened and he said it would be finestpkit the way we have it, but the
entire set was taped about two and a half feetesifer. So, during our second run
through | had the actors do a line through whilégeson, Skala and the ASM William

Roberts re-taped the set so that Skala could feeuights to the correct sections of the
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stage. While annoying, it was much better to discahis now rather than when they

began to build the set.

February 28, 2013

Tonight we ran the final scene several times.a$astounded with how poorly
the actors did the first time. | suppose | haverbgpoiled with talented, engaged actors
and so when they are not present in the scen@aimdully obvious. This is the climax of
the play and the actors were way too relaxed aradlsfihere wasn't passion behind
their line delivery and as we gathered to give sid®aid: “Well guys . . . let’s talk” and
they knew they were in trouble. We discussed tlaek of energy and the second run
through was much better.

Another interesting dilemma is turning Deel frangoung football player into an
aging architect. | have directed him to drop bssttura, or normal speaking voice, and
that is definitely helping age him. Though evethwhis change his stance belies his
strength and youth. We did play a little with ktance to try and soften his silhouette as
well as those moments when he is physical to makelse weakens his stance and his
strength. | do think that | will need an outsigeraon as we move forward because | feel

like | may be getting used to his physical stance.

March 1, 2103

| walked into rehearsal tonight and the cast ale=sady there running their lines.

This happens almost every night. | am so prouti@fdedication and spirit that they
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have brought to this production. Libra is no eximap He is young and inexperienced,
but he is so willing to listen, grow and try to @where | ask him to emotionally. One of
the moments | could tell he did not understand iscene three when he is talking to his
dad about his life and the changes that were hapgeight at that moment. During the
break between running the scenes, | sat down withalnd helped him outline the
thoughts behind the speech. We talked about Hewtiuctured, looked at the way it
grew emotionally from happy, to irritation to angeiused with sadness. It made a

world of difference in how he delivered this seatfoom there on out.

March 3, 2013

Verhage is an amazing actress, yet for some restgois speaking in scene two
so slowly and methodically that there is no emobehind what she is saying. There are
some appropriate moments for her to be subduedtartias she is trying to figure out
what is going on in her life, but to speak in thisady tempo throughout the scene will
not connect with the audience. We have talked &fpging to create quiet moments she
is actually reading the letter and when she isaedimg to Martin’s comments. She did
not make this change and she just seemed coldeldeadltis important for the audience

to like her so that when she enters at the endahegtartled by her killing the goat.

March 4, 2013

Deel is such an emotionally connected actor hatetare amazingly beautiful

moments that | saw in his audition for this sholhe one problem | am having with him
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is that those moments are few and far betweenis Het connecting with the majority of
the text and his performance is flat and one noteisipoint. When | was giving notes |
challenged him to start finding an emotional thitolige for everything he does. Then
we talked about the different Psychological Centieas an actor can have. | quickly
described the stomach center, the mind centehedhd center and the groin center then
we talked about what centers many of the otheradhars had and then | challenged him
to decide what kind of center Martin had.

We decided that Billy has a heart center feelwgrghing so vividly, Ross is
stomach centered causing the havoc seen in thesiphgy to protect himself and
Verhage said she felt that Stevie had a mind ceaseshe struggled to understand
Martin’s motivation. Based on this it would malense that Martin had a genital center,

but that is something that Deel will have to dedmehimself.

March 5, 2013

At the beginning of this rehearsal process Dadl & hard time keeping his focus
on the playing space. He would glance up intcatidience at me and other people who
were sitting in the seats. After a few notes from he has now turned his focus to the
playing space and he no longer looks at the audiefonight | caught Libra doing the
same thing, even keeping eye contact with me &&cand or two. During notes | told
him to stop looking at me or next time | would watenim. His first remark that was
that he was unaware of what he was doing and tendething he said was “I'll

probably wave back.” | do love Libra’'s personabtyd his love for life.
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March 6, 2013

| am so fortunate to have this opportunity to kvaith Verhage. Several times
tonight | saw her begin to do something intereséind she didn’t quite follow through.
She hesitated instead of boldly making the chogeme of it was in the line delivery but
one moment when she was standing next to DeelV@mnaintimate moment she almost
reached out and touched him. | encouraged heilltanf up on those instincts, to trust
herself. Once she does this it will take her @ctma whole new level making her even

more of a delight to direct.

March 18, 2013

We are back from Spring Break and have a basicset It will be much easier
to see how the moments we have created will lootherstairs. It also will relieve some
concern about the safety of the actors on the baxesere using. The actors have done
a good job of keeping up their memorization throtlghbreak and the notes | gave
tonight centered on the intent and thoughts beWwinat they were saying. Lots of
guestions were asked as well as specific diredtospecific moments. One such
direction was about when Stevie accuses Martimoihg the goat. Kendra didn’t have
the specific anger and intensity behind her woodshiow the real reason what Martin
was doing is wrong. So | gave her the image oftkaHamilton, a professor at the
University, who does have strong feelings aboutnahaebuse. This image gave her

sufficient motivation and from this moment on heretdisgust was apparent.
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March 19, 2013

Tonight we began the perilous journéynaking scene three much more Greek.
This is something | intended to do from the begugrin an attempt to try and fulfill
Albee’s desire to help define tragedy. By creatin@reek world at the end, everything is
heightened and if done well it could bring the daaamd impact of the loss to all new
levels. This would have to be done with a gradrzdsition otherwise this scene would
look like it came from another play.

Because most of my actors have notamgoexperience with Greek style acting
we took this scene slowly. Before we began | t@ltcethem about the Greek stance, and
the big fullness that they would have to achieviheir speech as well. We spoke of
what Paul J. Hustoles refers to as “watermelon @sthpr arms that are held out away
from the body. Also gestures are an imperative giathe Greek style so it was
discussed how they could start smaller, but shbaldlower than normal, then gradually
get bigger and more fluid. We worked on specifaments at the beginning of the scene
where slower speech and more open tones coulddae d$hese moments were very
selective, emphasizing important thoughts. Tlogvatds the end in one of Ross’s
monologues there would be a moment that every sbtmuld be full-on Greek.

As we slowly moved forward the actarsiggled with different things. Deel had
an easy time understanding the gestures but hexkpeas too slow too soon. It was
clear he was having a hard time getting a handleosnto move forward. On the other
hand, Rotchadl easily connected to the slower tbtihe language but was completely

baffled about what to do with his hands. Libra \es a sponge and was able to easily
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adjust to the direction he was given. Verhagehamkexperience with Greek style
theatre, so her entrance was very strong and da8ifgreek.

It felt a little like torture but | niced immediately a more effective character
specifically in Deel. Once he made the adjustrherfelt older, and when interacting
with his son there was a clear father/son dynanitic [deel creating a feel of the
protective, authoritative parent.

On the design side of the productibave had some interesting moments with
my designers. Earlier in the day the scenic desifiles told me he didn’t care what
was on the set when it came to decoration. Thsawmaodd situation for me because |
feel as if | am working with two completely opp@sdesigners. Files, who gives of a
feeling of unconcern about some design choicesarttie flip side is lighting designer
Skala who sometimes cares a little too much aboubnly her responsibilities but others
as well. Files is unorganized and does not listggroduction meetings when | tell him
that certain furniture needs to be sat on and Sisktajuestions about the other designer’s
work and if they have gotten it done. It reallygiste a dichotomy and | do think that |

would choose to work with the latter than the forme

March 20, 2013

Tonight Verhage started making boldgriesting choices that were so dynamic
and amazing that at one point | wrote in my not€3AH! Great play w/ the ring finger-
Gah!” She has moved past the struggle of memaosizaind is beginning to play. This is

so perfect and amazing. Itis just as it shouldlbeut a week before we open. She is
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now able to start creating her own moments thdtds@w in the audience and make them
like her character. Itis great to be working watith a smart actor.

It seems as if Deel is stuck. So much so thahlalenged some of my choices
while | was giving notes. This sounds so authoatg and | am not that kind of
director. | do want the actors to ask questiorisaf/ are not connecting to something. If
they do it just because | said, it will look flatthunmotivated, so they MUST know why
they are doing something. So it wasn't the faat the questioned me, it was the fact that
he KEPT pushing the issue.

His issue was with the Greek feel dftacee. He just didn’t “get it.” He said he
didn’t feel an emotional connection to anythingaees doing and that this role was
challenging enough for him and this just made rtlba | listened to each argument,
spoke to it and then there was another “but .antl another and another. | do feel that |
failed the rest of the cast and crew in that monbegtuse | should have asked Deel to
talk to me about this issue later instead of wastieir time. It was an emotionally
exhausting situation as | felt | was fighting td ges actor to understand that there was
an emotional reason for the choice, when in reétigy really is his job to discover that
link. An actor often has to fill a situation wikttis own feeling. Whether it is a cross or
active listening the actor must find an emotior@irection to what they are doing so
that it has a sense of verisimilitude or the apgaee of being rooted in reality.

In the sound design world Grubb haggefet me the sound files. He says that
he did set up a dropbox, but | have not gotterlitikeyet. | was hoping to have this on

Monday so | could allow get the actors familiartwibhe music and let it become another
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character in the show. Part of the struggle, arde¢ason I'm doing the design at all, is
that Grubb and most of the technicians are at tBE'D conference this week, so there is
little he can do from Wisconsin to fix the situatioTonight was supposed to be our first
sound/light tech and while Skala’s design was wupwarking I felt a little frustrated at

the lack of support in this area.

March 21, 2013

My struggle with Deel continues. Tdmti was giving him a note that he had to
keep his focus on Verhage during a specific momeia.said that he was looking at her.
| told him that he wasn’t and that it was importemtegister that she was doing
something out of the ordinary. He said that he lwaking at her. 1 told him no, that |
was watching him the entire time and that he wadauking at her but had looked
away. He argued again saying he was. | slowlk&athrough the action that had taken
place, giving specific details as to what had happeand then he said “Oh, you mean
when she moves to the ground!” which is exactlyrttement | had described when |
gave him the note. For two minutes he wasted ever'g time as he argued with what |
had seen. This was again so frustrating and emadtjoexhausting. He had not been
listening to what | was saying and when | asked &lout it he said that he rarely got all
of the notes | gave him because | gave them tdo faken suggested that he should
have told me sooner so that | could slow down anddid “You wouldn’t have.” | do
believe that the last comment was spoken in jesthisiis behavior that should not take

place. | am struggling with whether | should spgakeel about this or not. | am going
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to talk to Finocchiario tomorrow after our prodactimeeting to get some insight.

So, I did find Grubb’s email with thak to the Dropbox at 6:00 tonight. It had
gone to my spam folder so | was unable to havedlued completely ready to play over
the system. | will work with Robert Anderson tat ploe music in the system and do
some editing to create the sound design | waatn ko glad that he is willing to help

with this as well as build the set.

March 23, 2013

Tonight | took Deel aside after rehearsal. Tiveas no real emotional
commitment in the first act and it felt as if nothiwas at stake for the character of
Martin. This is not the first time that | had mienied to him that he did not feel
connected in these first moments of the play dett It was important to take time to
really talk to him about what was going on.

The first question | asked was “How do you feglight went?” He said he knew
he did not do well and that he was not connectini¢ first scene. We then talked about
how this was not an issue in the other acts astdchim why he thought this was
happening.

What he shared with me revealed what was theafdais disconnection. He said
that he was unsure what to do or what he appeared tloing. | asked him if he worried
about this in the other scenes and he said no.

So what it came down to was that he was too wibal®ut what he was doing

and gave no thought as to howfak about what was happening to Martin. | then asked
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him if he took time before the rehearsal to focud prepare himself. | explained that it
was something that | had to do if | wanted to by foresent the moment the lights went
up. He did indicate that this was something hedwtk in the past, but he had forgotten
about it and was ready to try it again. Hopefifllye does this he will be able to connect
better to the text and emotion of scene one. K foowvard to the possibilities because of
his strong work in the other scenes.

During our talk he did bring up again the facttthea was struggling with the
Greek style of acting. He said he was just notecting to it. | then asked him if he
hoped to get work as an actor. He said yes ah@sked him if he only wanted to work
in modern plays and his answer to that questionneasSo | told him he had to conquer
this discomfort so that he could be a flexible aetiod be able to get steady and varied
work. This seemed to stop him and make him thidkrhaps he now has what he needs
to make this connection himself instead of lookimgne to do it for him.

It was a very good conversation and | am excibeskee him grow and become the
actor | know he can be. Per a conversation | hi#tu nocchiaro earlier in the week, |
did not address his disrespectful attitude durioggs. Finocchiaro suggested | wait until

the play is over so that his performances are fiettad.

March 24, 2013

| had a conversation with Files yesterday anddwegne a list of things that he
had hoped to get done for tonight’s rehearsal. MIlvealked into the space | was

dismayed to see that very little from that list veaasomplished. Often there are times
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when work on a show is not done until the last t@nbut from our earlier conversation |
had thought more would be done.

Files had started painting the floors but theitator the walls was missing,
which greatly impacted the lighting design. Thelenfacing of the arch was done, but
one piece had been installed incorrectly and ndmeaas painted. A more egregious
situation was that there was a one inch gap bettveeniche and the wall. | was
shocked at the condition of my set when we wer@en in three days and the fact that
Files and Anderson were supposed to be workindgnersét all day.

When | questioned Files he said that he did nbtlgehelp he needed to get more
work done and when | asked Anderson he just seemgdsed. | asked him why | had
a hole in my wall and he said that he didn’t knawtto fix it. | asked him if he had
asked for help and he said no, and then said thhat forgotten about the hole. | was
blown away. How could he forget about a one ingh ground a light source?

| then directed him to fix the gap, the arch aathpthe tape that he would be
using. Before they left | suggested that bothd=dad Anderson consider writing down
the changes and adjustments needed so that they &ager forgotten. This was a very
frustrating moment for me and | was very stern vaitth men for their lack of focus on
this project. Files did approach me later and @giakd, which | accepted and greatly
appreciated.

Tonight was our first dress rehearsal and degpitERY long break between
scene one and two, things are looking good. We kacided that instead of a costume

and make up change for Deel between scene onavandd would wait to do the make
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up between two and three. This should help ingimig our time down and tonight it was

one hour and fifty-three minutes with the termipading break.

March 26, 2013

Tonight is my last night to give notes as it is flmal dress and major’s preview.
Most of the set is finished and we are ready foaagience. The one thing that did not
come to fruition for my vision of this productios some kind of indication that blood is
being dragged along with the goat. Initially | adygested that we use fabric to help
heighten the absurdist feel of the moment but Fibes decided that he would try and use
stage blood. During yesterday’s rehearsal he &iggtipe for the blood that costume
professor David McCarl had given him, but it did m@rk. He said that he was going to
try some other recipes tonight, but when | textied tluring the scene change to see what
we had, he said he did not have any blood for me.

Once the show was over | asked Skala if she thtatiglas doable to ask Files to
try and find some fabric to create the initial lddkad asked for. She said it would not
hurt to ask and that she would be willing to hdlp look for fabric in the soft goods
section of the props storage. When | called Fla$ asked him if he would be willing to
look into creating this effect before we openeddoiow he said he would try. | hope
that we can still achieve some kind of illusiorstiw the carnage of what Stevie had
done.

The one major note that | gave to the actorsasttiey HAVE to pick up their

lines. We were still running over one hour antyfrhinutes and it had to be less than
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that. | know there are quite a few places thay ttes do this and it will make the

performance even better.

March 27, 2013

It is opening night and | am so excited for thoegto finally be in front of an
audience. The major’s preview the night before avéttle distracting for them as some
of the audience members were very vocal about feelings towards Verhage’s
character. This was not a true indication of hbe/paying audiences would really react
and with this understanding the actors were readydrt the run.

| was so pleased when they did just as | had asleedight before and picked up
their lines to the point the final run time was dmir and forty-five minutes. Almost ten
minutes off from two nights ago. This was also thuthe simplification of Deel’s make-
up and a crewmember that had more experience vakerap did the application.

Perhaps the most engaging moment for me as teetalirwas to watch the
reaction of the audience. By far the most viscerattion was when Billy kissed his
father. As | watched the audience, some membede macalizations and others quickly
sat back in their seats. It made such an impathase that watched that at the end of
the play two audience members went onto the stag®ae actually touched the bag that
the goat was in. This was not appropriate and letithe House Manager know that she
would need to set an usher on the stage to makatsdidn’t happen again. Yet, it
showed the depth to which they were connectedeatibry and the fact that they needed

to know the answer to their questions. This waatwhvas hoping for since these people
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will no doubt continue to think about the imagesytisaw during the play, fulfilling the

intent of an intellectual catharsis.

March 30, 2013

It is such an interesting phenomenon to be awirexd a show and watch each
night knowing that the actors are not doing what geked of them in the rehearsal
process. For the most part these are small thitkgssaying a line differently or if they
stood in a different place it would have more intpd8ut these things need to be let go
of and the actors are now creating their own prodnc This was most clear in Deel’s
increasing habit of upstaging himself. Tonighwés the worst it had ever been, and
though I had given many notes to him during theaesal process | had to let it go. My
job was done.

Tonight we had our largest audience due to thetlfieat the cast and crew of
Legally BlondeandA Plague of Angelwere finally able to attend a performance. For
the most part they were fully engaged, and becasse of the students had read the
play and knew the script, they were obviously dekgl to see it come to life.

After curtain call | was delighted when severali@ace members approached me
and thanked me for the production. They includedments such as “thank you for
being so relentless” from a student and a facuktynimer that praised not only the
production’s design elements but also the actinliiab of several of the actors. What a
thrill to have been able to do make a positive iohj@a my actors as well as the

audience.
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Once the theatre cleared we began the processkaf and it was during this time
| was able to take time to talk to Deel about ti@asion when he argued with me during
the note giving process. It was a good convensatial | do believe as he gains more

confidence in his abilities he will not be as deigre when a director approaches him

with changes.
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CHAPTER IV

POST-PRODUCTION ANALYSIS

Much of the information discussed in Chapter Itoared to hold true throughout
the rehearsal process and even helped createugkthlioe for the characters.
Specifically the concept of the fear of losing telaships for the characters was
something that the director challenged the actwfstl and hold onto. It was imperative
that the actors found moments that helped the aodisee that they did indeed like one
another. The playwright gave many opportunitiedlics even in the most intense
moments. One example of this is when Martin amvi8ttell their son Billy that he must
leave the room. As he does he makes a dramatit etmice and the couple
compliments Billy on his use of “in twain.” Thetacs took a moment to look at each
other, smile and then tell him “very good” (Alb8ée Goat26). It was obvious that
they loved this boy and were amused and proudsoivbid play.

One error that the director may have made isenrhial psychological
description of Stevie. Originally it was thoughat Stevie had a foreshadowing of the
tragedy that she was experiencing. After the nefa¢@and production process it is now
apparent that Stevie had no previous indicationgha would be brought this low. She
is a realist, as pointed out when she talks alimitdssenings that naturally happen in

life. She was so sure of herself and her relatignt® Martin that she did feel she would
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have lived a good life without the terror that nemgulfs her. This is seen as she
verbally assaults Matrtin:
We're both too bright for most of the shit. We slee deep awful humor
of things go over the heads of most people . . hawe both the joys and
sorrows of all that. We have a straight line tlgtolife, right all the way
to dying, but that's OK because it's a good line so long as we don’t
screw up. (43)
She has seen this partnership as something thialiesrizer to be strong and fully
expected it to continue in this fashion. She hadear of this awful situation that would
shatter her life. She was secure, until it all eapart.

In analyzing the first chapter of this paper tivector does feel that she correctly
and effectively created a combination of naturaliahd Greek theatre that did eventually
lead to the absurdist feel in this production. siluas seen in each area of design as
follows: the set was kept minimal and somewhat baystumes were centered around
Greek designs, the use of strong lighting eleminatsemphasized the destruction
effectively, the use of ancient Greek music to usda&e moments in a modern cinematic
way and, finally, pushing the actors to move fromagural acting style to a full Greek
style attack.

One of the most challenging aspects of this prodador the director was the
frustration of actor Mark Deel. Because of hisigyle with connecting to the text in the
first scene and the Greek style that was goinghke place in the third scene, the director

had to use several different tactics in tryingltevaate his confusion. These tactics
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included asking him leading questions, working va#lychological centers, frank
conversations regarding how he prepares for edwarsal, a Stanislavsky emotional
memory approach and even encouraging him to tresasma director and actor. In the
end Deel seemed able to understand the concepssroggled to make them come to
fruition in this production.

During the first scene he had an increasinglytegult of facing upstage when he
was talking to other actors. Several times heldesh given the note to turn towards the
audience, yet as the public performances progrdssé&ept upstaging himself in new
situations as well as the ones he had receivegréha@ous notes about. The director feels
that if she had used a more physical approachetd and actually showed him the
difference between what he was doing and what simded it would have been a more
effective directing choice.

Also, as indicated in the journal entries, thedior learned a valuable lesson to
be more aware of time usage in the note givinggsec Because one actor is having
difficulty grasping a concept it is better to takae after the rehearsal for a one-on-one
conversation instead of wasting the entire castis.t This proved a better approach
when trying to discuss the discomfort Deel had tolwdahe Greek style as well.

While many different coaching styles were neededfeel, Kendra Verhage was
able to take the notes given, absorb them and thakehanges on her own. While Deel
was fearful and conscious of feeling awkward, Vgehtook chances. She and Deel are
approximately the same age, but it is apparentsiathas had much more experience

acting onstage. She is comfortable with her shifid is willing to take chances that
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make the director’s job much easier. An examplinisfis the work she did when sitting
next to Deel on the stairs. She said the lineeifiB tragic” (Albee The Goa#0) and it
was important that it was motivated. During thiee@rsals she was willing to try things
with her hands and facial gestures that another acay feel would make them look odd
and uncomfortable. It was this fearlessness l@awved her to create a character that was
dynamic in emotion and vocal quality.

Another seasoned performer is Andy Rotchadl wlgeqd the lead in Minnesota
State Mankato’s production @factus Flower His experience also gave him a
willingness to try things that made him feel uncortdble at first. Because his acting is
based on an external style, it may have been dasibim to take chances than Deel.
Deel’s internal development of characters could eneéch action personal and if an
actor does not want to look foolish he may hesiatey something new. Whereas an
external actor can try on different actions anahgcstyles and not worry how it affects
him.

An example of this was the different attacks Ratithook on line delivery as he
was sitting on the couch with Deel. It was during moment that the playfulness in his
character is seen and the distinct differencekeir personalities. He tried saying the
line: “Ficky-fack! Humpty-doodle!” (AlbeeThe Goatl7) several different ways adding
different gestures to help illustrate his true mi@ns. It was also this playfulness that
helped Deel genuinely laugh and enjoy the moméns. this openness that would also

draw in the audience, creating a feeling of cameniad
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The final actor of this group is Libra and thissaids debut on the University's
stage. The first time the director saw Libra wasHhis audition for the children’s touring
production ofShine In this audition he was so nervous he couldkeep his body from
shaking. Perhaps it was his year of classes thderan impact on him because his
audition forThe Goatwas calm, fun and indicated that he was readshisrrole.

In the rehearsal process he continued to allovsélito be open and relaxed.
Even though he may have struggled with some lindsh@aw to deliver them, he did not
give up and continued to work with the directocteate a believable, likeable and
pitiable character. This was most evident on @levery of the small but important
word: “Hunh?” (Albee,The Goa#5). He had been saying it like he had not heard h
father, when it was more important to convey hergitlunderstand the meaning behind
the words. It was important because it would bexamicative of the continued
disconnection between Martin and Billy.

This cast was very dedicated to the process doded the director to create an
interesting and vivid production. She also febt &t good relationship was established
with the cast and she encouraged them to find deapanings not only to the text but
also in their character development. There wermends in the note giving process
when the director would ask Verhage why Stevie aaidrtain question or comment and
in their discussion, Verhage would see a conneeti@hcomment, “Oh yes, that is
better.” This is one of the many reasons the tbreznjoyed this process, those moments

of epiphany from the actors that would create mteresting and dynamic characters.
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When the time came for the director to start immating the Greek style with
the actors, there was a certain amount of tremdain her part. She felt that she was
taking a big chance with this creative choice aftekr @onsideration of the final product
saw only one piece that did not really fit in tlestrof the production, that being the
makeup changes. The makeup was added two relebedate the play opened and the
director was worried that Deel's changes were mbt taking up too much time in the
scene changes but may also have been distracting.

The timing of Deel's makeup change was fixed swa$ no longer an issue. But
as the director watched the performances she caseetthat the cosmetic additions
were not supporting the initial concept. In represt the director sees that there were
options she could have taken to make the abstesogas work.

The first was to have started using the makeugdssnuch earlier in the
rehearsal process. This is unusual for this depart to do so, but they were so abstract
that it would have helped to start sooner to make the concepts were working. In
Appendix F of this paper there is a sample of ®ewnakeup design and it is striking
and could have helped create the absurdist feestuthe designer Lauren Nelson chose
to use makeup as a catalyst for the abstract dessgiting an almost mask like
appearance for the cast by the end of the playt bBcause the design was not
implemented sooner, the final designs did not hhealesired effect.

The second design element that was originally @mgnted to help create the
abstract feel was the lighting design. Throughbatplay Naoko Skala amplified the

design from naturalistic to strongly abstract. Tivector now feels that the design at the
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beginning of scene two was too naturalistic andndiimatch the abstract changes made
in the actor’'s makeup. If the makeup designs leshlused earlier in the rehearsal
process it would have allowed the lighting desigmetto implement lighting changes that
would support the abstract feel. Because theilighwas very similar to scene one the
addition of the heightened makeup seemed out akpldn retrospect the director could
have asked the lighting designer to alter the iighin scene three to soften and support
these changes. It is now apparent that when wgnkith designs that may be more
unusual it is better to use them earlier in thecpss than for more traditional designs.

In addition to costuming and lights, another intant design element used to
create an absurdist feel was the set design. dEsigin by Noah Files was perhaps the
most subtle attempt, but the absence of knick knackl other furnishings that would be
typically in a normal home were left out to helpate essentially a blank canvas. While
beautifully constructed, the simplicity of the gefsign allowed the acting to be the
centerpiece of the production. Also the oversizatls and odd angles of the flooring
gave an off balanced feel to the room creatingstadcing effect the moment the
audience entered the performance area.

Perhaps the greatest challenge for a set dediggeworks on a studio show at
this University is the fact that they are usudtlg properties master. They are not only
responsible for the set decoration but all of teens that the actors use within the play.
While in this production the set decoration andopgtems overlapped as Stevie broke
most of the decorative items on the stage, there atdl many items used that would be

specifically considered props. Most likely theasigest of these was the goat. Files’s
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choice to create a simplistic goat frame withinltlag and have only its feet show was
quite appropriate. He made sure that the bag leaghtvand volume to it so that there
would be no question to the audience that thereimgieed a goat in the bag. As
indicated earlier it was so well done that one ance member wanted to touch the bag to
see if there was a real goat inside.

While the goat itself was a success the directs disappointed that there was no
solution to her desire to have blood streaked adtues floor as Stevie dragged the
carcass onto the stage. Had this been achiecedld have helped create feelings of
disgust and alarm in the audience that would happated the abstract feeling desired.
Again, this may have been something that shoule lh@en tried earlier in the rehearsal
process to achieve the desired results, but becduseumstances the experimentation
with the blood had to wait until the floor had bgexnted and sealed. This did not leave
the time needed for successful attempts. It wsajpgtiointing to the director that Files did
not let her know that the blood would not work, that she had to track him down to
discover the results. This indicates that a betbenmunication system was needed
between the director and her designer.

This lack of communication was also apparent wherdirector failed to notice
that the initial taping of the ground plot was irteel. After the floor had been taped she
did feel that somehow the living room and diningaahad been switched. When she
asked about it the Stage Manager showed her thngnalot that he had and she decided
she must have been mistaken. It was at this fvateitt would have been prudent for the

director to contact the scenic designer and véniéyground plot. Because this was not
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done, time was wasted by the lighting designer didadiscover the error and could not
focus her lights until it was fixed, by the PSM aa8M who had to re-tape the floor, by
the scenic designer who had to come in to helghi&xmistake and by the actors who
could not use the space as it was being re-taped.

The final design that was used to support theralsifeel was the sound design.
The director felt that overall the design was sasfid but did not have this design as
soon as she would have liked in the rehearsal psoc€his was another error in the
communication system between director and prodadiaff. This absence was due to
the fact that she did not follow up with George Bras needed to get the sound files on
time. This was complicated by the fact that Grigbl professor at the University and the
director felt she could not be importunate with regfuests, though there certainly could
have been more reminders that the sound files nezded.

While the need for communication with the prodoictieam was lacking the
director feels that with the actors she had muchersaccess. Perhaps one of the most
important roles a director has is to be able teatively communicate with their cast.

This process is an interesting one in that therstiine a level of respect and camaraderie
for productive communication. In analyzing thaugtgles with Deel they may have a

root in a more casual working relationship thasted instead of the director fostering a
professional partnership. Deel's comments may lhaen directed more at a peer than
the individual who is in authority at that momeifthis director feels that it is imperative
to create an atmosphere in which the actors fegltkiey can ask questions, but when that

crosses the line to arguments and disrespect baaadeeed to be reestablished.
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The director did take time during the strike cf 8how to speak with Deel about
these behaviors and he was quite amenable to ggestions about being more
respectful when speaking to a director in the redadgrocess. This was a valuable
learning experience for both individuals and caly omake them more effective
communicators.

Overall the director feels that the design teachaators were able to establish the
goals discussed in Chapter | of this paper. Thaid work and ability to make the
director’s vision become a reality created a wehkt would engage the audience and

encourage them to think about the play after treseHeft the theatre building.
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CHAPTER V

PROCESS DEVELOPMENT

The effective director should have a basic undedihg of all the elements of a
theatrical production. By doing so they are alsle their design team or actors to
accomplish things that are feasible and withinrtheiits. The classes taken within the
Master of Fine Arts in Theatre Directing gives gedent just such an experience so she
will be able to excel not only in the academicisgitbut in the professional world as
well.

The basic courses that have been taken so fabdildtsuch knowledge are the
scenic, costume, sound and lighting design clasfhks.course Scenic Design | is
integral to the art of directing. The design o #et can influence lighting design, the
costume design, sound design and blocking as wethis course John Paul pushed the
candidate to think in three-dimensional aspect@ssm consider not only what the
audience sees, but also what the designer wahtdedrom the audience. Though the
candidate may not need to design her own set as@at, she can think through the
sketches and models that are presented in a numeitcal way to make sure they will
best serve the play.

It is the lighting design that is the most comgirtary to the scenic design. A
good lighting designer can enhance or corrupt teais designer’s concepts. In the

Lighting Design | class, Steve Smith taught thatdlesigner has to consider not only the
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set, but must think about creating the atmosphmréhe entire space. There were
several projects required that asked the studentite a Point of View paper describing
the main through line from the lighting designgy&rspective. This is creating a certain
atmosphere and how it can be achieved throughesigml of the lights. The most
important idea from this class is not the technazaldcepts that were taught, but the idea
of cohesive ideas that run from beginning to erdifaow they can be achieved through
the lighting instruments.

Something that is influenced greatly by the liggtdesign is the costumes that
are put onstage. In the class Costume DesignvidDMcCarl discussed the importance
of lighting and how it can affect the color andtte®r of a garment. Another vital aspect
of costume design is the understanding of contyrthitoughout the design so that the
garments would look like they were in the same plag support this McCarl did a very
thorough job of showing the importance of histdriesearch and understanding which
garments belonged to which period.

The final course taken to support the directdearning about theatrical design is
Sound Design I. An important aspect of this claas the skill of listening to the
atmosphere around the student and for that student and understand how it affects
surrounding objects. There were some practicaaspf this class that allowed the
director to understand the products used in soesdyd. The projects allowed the
student to play with software that is often usethinithe sound design world. These
skills helped the director gain confidence to adatr own sound design Tihe Goat

with the help of Robert Anderson as the sound es&gin
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On the technical side of theatre, math skillssarémportant part of the work and
this is no less true for the Theatrical Managerthke class Theatre Management, taught
by Paul J. Hustoles, students are asked to notusd\their creative skills, but managerial
skills when it comes to running a theatre. Foiraator who may never take on this role,
this understanding is still important becauseeates a basic knowledge of the hierarchy
in a theatre as well as how the budget of a spaoifiy must be accurate and adhered to
so that the financial health of the entire thetieept intact. It encourages the director to
think through a season and how a cohesive seleatiptays allows those who are
promoting the season an easier task. Budgetidgsiimating the investment potential
of a theatre are difficult concepts for the cantidaut a better grasp on the way these
systems work has been gained.

Understanding the technical aspect of theatenpgerative for the director, but no
less important are the fundamental and theoratieals that are within the theatrical
world. The classes that are research or survesdoagate the foundation that will allow
the candidate to have a better and broader knowledign approaching pieces to direct.

The Theater History survey classes are very infirra not only with specific
historical information, but give the student a laleaperspective about when plays were
written and how the political climate of the dayyrave influenced the actual text.
Theater History | was taught by Hustoles and gaverg detailed overview of Greek
theatre, which would be vital to the productionTble Goat. Heather Hamilton taught

Theatre History Il and because modern theatretedsundations in Greek theatre, it is



60

important to understand how those influences ingzhEidward Albee when he wrote
The Goat

The class Theatre Dramaturgy taught by Hamiltoa ggually important when
considering the text and its context. Though tassdelved into the thought process of
the author along with their time period similarthe history classes, it taught skills of
evaluating a text and researching its history #tiatvs a director to present the play from
a knowledgeable point of view.

There are two specific classes that are intensslyarch based that allow the
directing student to garner skills that take haftdio the next level. The class Theatre
Theory & Criticism, also taught by Hamilton, cred&n opportunity for experiencing
some of the most well-known ideas in theatre. Mainthese ideas can be incorporated
into today’s theatrical world but it is the quesiing of these ideas that creates a thinking
director. Someone who is willing to think past wisaexpected and understand if a
concept or idea is right for a particular play casate interesting theatre. This will
reduce the use of somragantgardeideas just for the sake of using them.

In addition, the class Theatre Research, anotherikbn class, introduced ways
to get information regarding plays and what thedacaic world is saying about them,
their authors and theatrical concepts. The catelidia struggle with creating ideas that
would fill the gap in theatrical academia but tkéls acquired in the class are used

continuously for teaching classes as well as pregdor directing future works.
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The final section of classes taken in pursuihef MFA, with an emphasis in
directing, are the classes that specialize in pednce. These classes are the natural
progression from the technical, to the theoretiwadlly to the practical.

The most basic of these is the Theatre Speedss$ that emphasized the
mechanics of the voice and how best to enhancenanatain them. Taught by Paul
Finocchiaro this class was most effective for taedidate because it gave her a plethora
of activities to use when the time comes for haetxh her own students.

While Theatre Speech | dissects the voice, ithealre Speech Il that breaks
down the sounds of words. The skills used in¢lass far surpass that of the academic
world and will allow the director to make sure wem@e being spoken correctly so they
are not a distraction to the audience in futurelpotions. Taught by Hustoles the
International Phonetic Alphabet that was introduicetthis class enabled the director to
guide the actors ifthe Goato pronounce specific words correctly.

To be able to apply acting skills and practicemigerative for a director. If they
cannot reach the actor through more than one apipttba director will become
frustrated and the work will suffer. In Advancetidg Techniques, Hustoles gave
students opportunities to learn about and try bffietechniques. These tools can be
used by directors to get actors to open up andectka emotion or character that a
specific scene needs.

The next step in the development of the directtofas the class Acting Styles
taught by Hustoles. In this class five differerdseare studied. Each era is looked at in

detail regarding its social customs, clothing aretdrchal construction. Each one of the
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elements defines the era in how people interadt @ach other and what is considered
socially acceptable. This class was extremelyfbkgs the director would choose to
inject the final scene dfhe Goatwith a strong Greek attack.

By nature we as humans are creatures that enjoycking. The classes Stage
Dialects | and Il gives opportunities for the stti® hear the differences in dialects as
well as a complete understanding of how soundsnace in the mouth. Taught by
Hustoles, this class has its foundations in Sp#echhese skills can then be transferred
to an actor who may be attempting a dialect withplay through the use if the
International Phonetic Alphabet.

One of the most interesting and physically actiasses that is offered to the
MFA directing candidate is that of Stage Combaaught by McCarl, who is a member
of The Society of American Fight Directors, thiasd gave the students an opportunity to
experience several types of stage combat and bepmfieient in its execution through
performances. From hand to hand, to the rapidr siyte has specific choreographed
movements that not only look painful but are safbdth the assailant and the attacked.
In The Goatthere were a few moments of aggression that tleetdr used skills from
this class to make sure her actors were safe atdht action seemed real.

Perhaps the most important classes for the indalithoking to direct are
Advanced Directing | and Il. The most profitabteng about these two classes are the
professors, Heather Hamilton and Paul J. Hustd\est. only for their differences in

directing, but in teaching the class as well. Blirgg | focuses on the concepts and ideas
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behind directing while Directing Il concentratestbe technical aspect of directing and
both of these are vital for the well-rounded dioect

These directing classes were the important stepgiioiges to the most practical
application of a MFA directing candidate’s educatiand that is the plays that are
directed as part of the studio season. In addibdrhe Gingerbread Ladgnd the play
discussed in this thesiEhe Goat or, Who is Sylviathe candidate was able to write and
direct the Department’s Children’s Touring prodantiShine Through the experience
of working on each of these productions much gromais seen as the director worked
with different acting skills and personalities.

In addition to the classes that were taken theme wpportunities for the director
to participate in several different productionsaasactor. They include
Who's Afraid of Virginia Woolf, Why We Have a BaaylThe Mandrake Woolfand
Bodywere directed by Hamilton aMandrakewas directed by Hustoles. These were
good opportunities to watch two very different direg styles and learn from each.

The character Martha Woolf was by far the most challenging character from
the three productions. It was the director’s fpgduction at the University and the
learning curve was steep. The first lesson leaweegithe undeniable importance of
memorizing lines completely. It is apparent tinere are different levels of
memorization and being able to repeat the wordswinéhe car is far different from
actually speaking them on stage. This lesson ea®¢d the hard way when Hamilton
had to ask Whitehead and another actor to staythetr lines were fully memorized.

Now Whitehead uses this experience to teach hdests in the Acting for Everyone
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class the different levels of memorization and tbdie fully prepared means to be fully
memorized with the blocking of the scene included.

In BodyWhitehead played Eleanor and it was a good lessbaw the choices
the actor makes can transform a production. Waddhapproached Hamilton with the
idea that Eleanor was actually a ghost and couighhygsically interact with her
daughters. This was not the original intent ofdirector but Hamilton saw opportunities
for impact that may have not been available withbigt back-story. This shows the
importance of a director to listen to the differetgas and thoughts of the performers.

Whitehead was cast as Madame Sostrata in Hustq@esdsiction ofThe
Mandrakeand this was a unique opportunity for her to wweith such an experienced
director. Often Hustoles directs larger musicaislbiecause of the small cast in
Mandrake Whitehead benefited from his careful and minuteation. Because of this
detail in direction the character was transformredhf\Whitehead’s original intent of a
pompous social climber into a loving mother anddfapgrandmother. This gave an
emotional depth to the character and her relatipnstih her daughter.

All of these experiences, classes and directingpdppities proved quite helpful
as Whitehead taught the Acting for Everyone claedihal year of her program. The
opportunity to teach this class gave her confiramathat she would want to teach in a
higher educational system. The class allowed fgoad synthesis of all that she learned

throughout the three year program.



APPENDIX A

REHEARSAL SCHEDULE

The Goat or, Who is Sylvia
Production Schedule
Rehearsals begin at 6:35 Feb 18 — Mar 21

February 18: Read Through, character discussighdut Verhage)
Feb 19: Block 10-22 — Martin, Ross

Feb 20: Block 33-54 — Martin, Billy, Ross

Feb 21: Run Lines without Verhage

SATURDAY Feb 23: (3:00) Block 26-44 Martin, Stevie
Feb 25: Block 5-10 - Martin Stevie, 23-26, 33,40— Martin, Stevie, Billy
Feb 26: Run Scene |

Feb 27: Run Scene | off book

Feb 28: Run Scene lli

Mar 1. Run Scene Il off book

Mar 3: Run Scene Il

Mar 4. Run Scene Il off book

Mar 5: Scene |

Mar 6: (Start time 7:00) Scene Il & 11l

Mar 7: Full run

Mar 8: TBA

Mar 10-16: Spring Break

Mar 18: Full Run here on out

Mar 19: Publicity Photo Call

Mar 20: Last call for line

Mar 21: Light/Sound Tech

Mar 22: (Start time here on out TBAY Tech

Mar 23: 29Tech

Mar 24: First Dress

Mar 25: 2° Dress

Mar 26: Major’s Preview

Mar 27: Open

Mar 28: Photo Call

Mar 29: Performance

Mar 30: Strike
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APPENDIX B

PRODUCTION PHOTOGRAPHS

Kendra Verhage as Stevie, Andy Rotchedl as Ross and Mark Deel as Martin, “Yes;
contentment fell” (Photo by Benjamin Johnson).
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Kendra Verhage as Stevie (Photo by Benj

A

amin Johnson

67



68

Mark Deel as Martin, Charliey Libra as Billy, Kendra Verhage as Stevie, “If | come
back and find you’ve hurt her...” (Photo by Mike Laugerquist).

Charliey Libra as Billy, “I find my great Mom and my great Dad talking about a
letter from great good friend Ross ...” (Photo by Mike Laugerquist).
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Charliey Libra as Billy, Mark Deel as Martin, Kendra Verhage as Stevie and
Andy Rotchadl as Ross, “I'm Sorry” (Photo by Mike Laugerquist).

Scenic Designer Noah Files, Costume Designer Lauren Nelson, Director Shelley
Whitehead, Lighting Designer Naoko Skala, Technical Director Robert Anderson
(Photo by Benjamin Johnson).
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Tifatre&Dance

MIMMNESOTA STATE UNNERSITY, MAMEATO

Remaining Shows in
the 2012-13 Seasons

Legally Blonde
April 11-13 & 1%-21, 2013
Bonk v Heather BEach, nwsic @nd Ivrica by
Lawrence (0 Keate @nd Nell Benjam.
Yponsared by Community Bank Mancato,
Mankato Ford and Eadio Mankate

Plague of Angels

T:30 2.m. April 24-27, 2013
By Mark 5t Gzrivair

APPENDIX C
PROGRAM

Spring Dance Concert
7:30 pan. L'riday, May 3
& 2 am. Saturday, May 4

Highland Sommer
Theatre 2013

Iind oat what we've ot cowming bor sur
47 anmm: Hagrland Smirener Theatre
SEASON DY Visitng 18 onliw at

MSUTheatre.com

Hox Dffice: SU7. 3006661, 4.6 p .. M.E.

Follow us on Facebook at
wyww.barebook.comdSL0L | heatre

Theatre & Dance
Faculty and Staff

Puaul Finscchiaro
Actimg and Dance

(reorge Gruba
Teehnical Jirccrer sSound Dosign

Heaiher E. Hamlton
Actmg ond Direating
Paul J. Hustolee
Chair, Acting and Dirccting
Julie Kerr-Berry
Dircotor of Dance
Mike Lagerguist
Public Relatons Dircetor
David McCarl
Costame Design
John David Puul
Scene Jesign
Catherne Schmeal-swops
Cosmner
Steven smitk
Lgling Desipn
Daniel stark

Dince Technigue & Composiion
Nick Wayne
Musical Direetar
Beth Welsbecker
Brusiness ond Offee Munoger

BY EDWARI ALBEE
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The Goat
or Who Is Sylvia?

By Edward Albee
The suthor of The Coat ar Whe is Sulvia?,
Edward Aloee | nes sead that this play =
shout love and loss. Perbaps two of the
greatest themes in cvery persen's life, aut
what price do we pay for love and can we
really afford the cost?

First produced on Broad way in 2002 this
Tomy Award winning play received

mixed revicws, yet it is s controversial
thenies thit got the avdicnee talking.
Albce has given this play a subtitle: Netes
fivwi bels or definivion of trageday, a refor
enee to sneicnt Groeee nd its infiluenes on
todaw s thestre.

Along with Albec, in this production we
will try 1o creaic & moderm definition of
trapedy. Creating an emotions] joumey
for you, the audience, that will hopefally
get vou talking as well.

Iwould like to cxtend a specizl "Thank
wvou' to Drew snd my Dovs, “Your support
over these past four years has been my
sustenance snd [ sppreciste all you heve
denc and sacrificed for me. Hopefully
vour love for me hes not come at too kigh
& price.

—Shelley YWhitehead

Cast

MATHD . e e Mark Deel

Andy Rotchadl

Chaurliey Libra

Stevicoicen e Kendra Werhage
Sctting

A living room, present day,
Theve will be na tatermiission.

Special Tharnks
Trler Sehrandt, ceramicist
Minnesola State Mankato

Department of Music

Fuaculty Advisors
Paul Finocchiaro
Juohn Paul

About the anthor
Edward Albec is an Aamerican playwrigh whois
ke foo ks el as The Foo Saoey 119381, The
Seratong (19370 and Wt Afeadid of Yegiaa Bl
(196275, His warks are considered well-crafed,
often uravnparhetic examinalicns af e modemn
condicion, His carly wiorks seflecn a masiery and
Americanizaron of the Thears of e Abserd, Al
biee eontinucs o cxperiment b works, such as The
o cor Wha Fo Slvea ™ J202).

THe Gaat oF Wha Is Syliva? iz
produced through special arrangement with
Dramatists Play Service,

440 Fark Avenuae South,

New York, NY 10016

Production Staff

Director
Shelley Whitehead

Scane Design
Moah J. biles

Costnime Design
Lauren Melson

Ligkting Design
MNacko Skala

Sound Design
Shelley Whitehead

Frroduction Stage Manager
Jash Helgeson

Technical Darector
Habert Anderson

Assisrant Stage Manaoer
William Hoberts

Light Board Operator
Margaret Philbrick

Sound Board Cperator
Hailey Utke

Poster Desiarn
MNaoko Skala

House Manager
bBrittany Helgren



APPENDIX D

POSTER DESIGN
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Poster design by Naoko Skala
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APPENDIX E

SOUND DESIGN

Sound Designer: Shelley Whitehead
Sound Engineer: Robert Anderson

Cue #

Page

Description

Notes

Preshow

Cell Phone Announcement

1 9 Doorbell

2 9 Cuel

3 10 Fade Cue 1

4 22 Cue 4

5 23 Cue 5 (Stop 4, autofollow)

5.5 23 Scene Change

5.6 23 Fade Scene Change

6 37 Cue 6

7 37 Cue 7 (stop 6, autofollow)

8 44 Cue 8

9 44 Fade cue 8

9.5 44 Scene Change

9.6 44 Fade Scene Change

10 49 Cue 10

11 50 Cue 11 (Stop 10,
autofollow)

12 53 Cue 12

13 53 Fade Cue 12

14 54 Cue 14

15 54 Fade Cue 14

Post Show
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APPENDIX F

COSTUME DESIGN

Stevie’s final costume design by Nelson
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APPENDIX G
LIGHT PLOT
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APPENDIX H

SCENE DESIGN
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Design by Noah Files
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