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ABSTRACT
ALONE ON STAGE: A CRITICAL ANALYSIS OF THE ACTING

CONSIDERATIONS, CONCERNS, PROBLEMS AND TECHNIQUES INHERENT TO
THE PERFORMANCE OF ONE-PERSON SHOWS

By

James Dale Ryan

Actors are turning to the one-person show in ever-
increasing numbers. The lure of added financial stability
and creative autonomy are but two of the principal reasons.
While this performance genre reaches back to antiquity,
little research has been done into the performance
methodology employed by the solo actor. It is the aim of
this study to illuminate considerations, concerns, problems
and techniques which may be viewed as inherent to the acting
of a one-person show. For the purposes of the investigation,
opne-person show is defined as a theatrical presentation that
is scripted and spoken, and that has character, form, a
unifying theme or subject and is performed by one person.
Terms such as golo acting, solo performing, solo performance
and monodrama are used synonymously. Stand-up comedy,

performance art, variety acts and strictly musical



productions are excluded, as are largely unscripted,
personal-reflection, autobiographical monologues.

Through a series of in-depth interviews, noted actors
including Brian Bedford, Pat Carroll, the late Colleen
Dewhurst, Julie Harris, Hal Holbrook, Madeleine Sherwood,
Silvia Miles and Robert Vaughn, as well as directors,
teachers and theorists such as Charles Nelson Reilly, Robert
Benedetti, Robert Cohen and Michael Kahn offer unique
insights into the demands of solo performing. Related
considerations, concerns and problems revealed by the
interview respondents have been grouped into inclusive Focus
Areas which are examined in the analysis of the data. The
Focus Areas are: FOCUS AREA I: ESTABLISHING RELATIONSHIPS,
FOCUS AREA II: GENERATING AND MAINTAINING ENERGY AND
CONCENTRATION, FOCUS AREA III: ACHIEVING VARIETY, FOCUS AREA
IV: BEING ALONE ON STAGE, FOCUS AREA V: MONITORING THE
PERFORMANCE/MAINTAINING A 'THIRD EYE', FOCUS AREA VI:
IDIOSYNCRATIC CONCERNS.

The study discloses those considerations, concerns and
problems central to solo performance and describes techniques
to address them. The one-person show is a significant
element in the fabric of American theatre. It is, therefore,

important to understand what is distinctive to it.
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CHAPTER I

INTRODUCTION

...you have to have a talented person who brings all the
ocean of their experience with other actors to this, because
the one-person play is definitive, what the theatre is
about...what is possible for that which is known as an actor
to do. It is what an actor is supposed to do and any actor
can grow in this form...if you just believe it...if you
really take your soul and heart and put it out there and sell
what you're selling.l

Charles Nelson Reilly

An actor, standing alone, attempting to interest,
entertain, educate or inspire an audience, is a theatrical
tradition which pre-dates the dawn of tragedy. He or she
ventures forth with nothing save a passionate belief in the
material, a fervent desire to communicate it, faith in his or
her abilities, and the courage to face such a challenge. In
the seventh century BC, long before Aeschylus added a second
actor to dramatic presentations, Solon, in the guise of a
foreign traveller, burst into an Athenian market place and
delivered an impassioned performance of his elegiac poem,
Salamis, to a startled citizenry, warning them of the

impending Persian threat. This was indeed a one-man
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performance--solo recitation blended with impersonation--
involving interplay between performer and spectators. The
rhapsodes of the sixth century BC were individual performers:
lone oral readers of Homeric poetry. It may also be safe to
surmise that due to the absence of a second actor with whom
to relate, Thespis, the first actor, the first hypokrites or
'answerer, ' incorporated a considerable amount of
presentational, direct-address interaction with the audience
in his primitive dramas as well as the reactive, responsorial
interplay between himself and the chorus.

The lineage of the one-person show continued with
Rome's emphasis upon and appreciation for an oral tradition
which included storytelling as well as the display of
rhetorical skill. As John S. Gentile indicates in Cast of
Qng,z throughout northern and western Europe, following the
fall of the Empire, another type of solo performer thrived:
the saga singer. 1In Germanic territories, the scop wove his
tales of heros from Teutonic lore and by so doing won an
honored place in society. In France, that itinerant medieval
entertainer, the jongleur, proved his worth in juggling,
acrobatics, music and recitation. And yet another
troubadour, the trouvére, flourished from the eleventh
century to the fourteenth, composing and presenting primarily
narrative works.

The tradition of solo performance has been carried forth

unbroken to the present. 1In the eighteenth century Samuel
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Foote presented The Diversions of the Morning, George Stevens
offered the immensely popular Lecture Upon Heads, and Charles

Mathews toured with his humorous At Homes series of character
portrayals. While Charles Dickens presented the most
acclaimed one-person show of the nineteenth century, Ihe
Public Readings of Charles Dickens, many other performers,
including Edgar Allan Poe, Anna Cora Mowatt, Fanny Kemble,
Charlotte Cushman, and Mark Twain were extremely successful
with solo tours, thus contributing to an era which has been
referred to as The Golden Age of Platform Performances.3
Many of these one-person shows were readings or lecture-style
presentations involving little acting as such. However,
their link in the evolutionary chain of this genre is
undeniable. The early twentieth century saw the rise and
eventual collapse of the Lyceum and Tent Chautauqua circuits,
forums used primarily for the presentation of touring one-
person shows, and the emergence of solo performing as a
legitimate form of theatre. 1In the second quarter of the
century, such performers as Cissie Loftus, Ruth Draper,
Cornelia Otis Skinner and Charles Laughton brought increased
critical acclaim to and public acceptance of the genre. It
has continued to proliferate in varying forms. Emlyn
Williams, Hal Holbrook, James Whitmore and Robert Morse
performed biographical one-person shows. John Gielgud, Ian
McKellen and Brian Bedford paid homage to Shakespeare in solo

presentations. Spalding Gray has laid bare his personal life
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in autobiographical confessions. Julie Harris, Pat Carroll
and Eileen Atkins have provided insights into the private
thoughts of well known women of letters. And Lily Tomlin and
Whoopi Goldberg are skilled monologuists in the tradition of
Draper and Skinner.4 The monodrama is indeed becoming an
increasingly evident thread in the fabric of theatrical
expression.5
Why has the one-person show become such a popular
vehicle for actors? One obvious answer is an increased
opportunity for financial stability. As Jordon Young states:
Actors are especially conscious of being numbers.
The Screen Actors Guild and Actors Equity, the
stage actors' union, have a combined membership of
approximately 100,000 members. With 85-90% of
their number out of work, the one-man show has

become a hedge against unemployment, a do-it-
yourself pension plan and a ticket out of the rut .6

____Jordon Young
Hal Holbrook would seem to agree, as the following
statement indicates:
I just worked on this solo thing because I thought
it was potentially a good idea and I thought I

could get some bookings and I thought it could help
me earn a living. I mean, you know, the need to

earn a living is a tremendous motivating factor.’
____Hal Holbrook
Beyond the financial considerations, however, actors
find that in a profession where they rarely ever completely
gain control over the direction of their careers, the one-
person show affords them artistic autonomy. It provides the

opportunity to create something that is uniquely their own,
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that is reflective of their sensibilities and talents and is
consequently immensely rewarding. As Hal Holbrook relates:
[the show] is a direct connection with my brain...I
know exactly what I need, or I think I know what I
need. It is not somebody else who will say to

himself as he is researching for me, I think what
he wants is this, or maybe this is a good. You

know, you cut the middleman out .8
Hal Holbrook
Canadian director Clarke Rogers states, "Actors are the labor
corps of the theatre. But more and more people want their
own personal input, and unless you're a director, you don't
really feel that you have much control."9 William Windom,
who toured with a one-person show based on the life of
humorist James Thurber, offers the following observation:
[the one-person show] is more efficient and quick.
The job gets done more efficiently, and you don't
have to worry if Sally has a runny nose or if
someone's made the dinner reservations. In fact,
the addition of human beings, whether they're
playing tennis or raising children, brings
additional problems.l10
William Windom
But on the road to greater financial security and
artistic control, what are the problems or pitfalls that the
would-be solo performer or even the seasoned veteran might
encounter? What abilities must the actor possess? What
specific considerations should he or she address prior to
stepping onto the stage alone? Which skills will be taxed or
which special demands need to be met during performance?

These are among the questions explored in this examination of

the acting of one-person shows.
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The general subject matter of this dissertation is
performance methodology. The specific purpose of the study
is to reveal considerations, concerns, problems and areas of
emphasis in the preparation and the presentation of one-
person shows which are common to the experience and
sensibilities of expert performers and theorists and
consequently may be assumed to be inherent to this type of
presentation. It will also discuss techniques employed by
these noted professionals to address their concerns and
considerations. The study does not, however, presume that
the areas of investigation are found solely in one-person
shows and are not applicable to traditional ensemble
performing, only that different dynamics and dimensions with
respect to these considerations, concerns, problems and
techniques exist within this form of theatre. Uta Hagen
writes in her introduction to Respect for Acting, "I teach
acting as I approach it--from the human and technical
problems which I have experienced through living and
practice.”ll Through the experiences and practices of
acknowledged experts, it is the aim of the current
investigation to shed light on the performance demands and
techniques of this growing entertainment genre.

For the purposes of this study, one-person show is
defined as: a theatrical presentation that is scripted and
spoken, and that has character, form, a unifying theme or

subject and is performed by one person. Terms such as sgQlo
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acting, solo performing, solo performance and monodrama refer
to the one-person show. Stand-up comedy, performance art,
variety acts and strictly musical performances are excluded
from consideration. While in no way discounting the immense
creativity, vitality, and spontaneity needed to maintain
audience interest during extended, often unscripted personal
reflection, autobiographical monologuists such as Spalding
Gray (Swimming to Cambodia), Paul Linke (Time Flies When
You're Alive), Shane McCabe (No Place Like Home), Reno (Reno:
once Removed), and Jackie Mason (The Woxrld Accoxrding to Me)
fall outside the focus of the current investigation.

The hypothesis of this dissertation is that there are
considerations, concerns, and problems which seem to be
generic to the preparation and performance of a one-person
show. And that there are specific techniques which may be
used to address these considerations, concerns and problems.
Therefore the two basic questions the study will pose are:

1. What are the considerations, concerns, and
problems which commonly arise when preparing and
performing a one-person show?

2. What are techniques which may be used to address
them?

There is an increasing awareness that actors are
performing one-person shows in escalating numbers. As John
S. Gentile wr@tes, "During the nearly forty-year period

following 1950, the one-person show has enjoyed a popularity
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reminiscent of the popularity of platform readings during the
Victorian age."12 Jordon Young refers to acting solo as "a
growing trend."13 The more probable reasons for this
proliferation have previously been mentioned. 1In addition,
theatre managers and/or artistic directors often find the
one-person show an inviting and fiscally sound alternative to

increasingly expensive conventional theatrical productions.

David Richards of the New York Times offers the following
observation:

I always assumed the one-person show was the
theater's way of dealing with the shrinking dollar.
You really can't get more basic--a performer, a
platform, a text....Economics, of course, is not to
be discounted....The new penury is upon us. The
city is cutting back on services, department stores
on their inventories, restaurants on the $50
entrees. It follows that the theater would scale

back, too....l4
David Richards
William Luce, in discussing the one-person show, states:

...I think it's here to stay. Well, for one reason
it's so economical. The theatre has become so
expensive and producing a play is just astronomical
now. Besides that, I think it's pure theatre. To
me, it's what poetry is. 1It's to conventional
theatre what poetry is to prose. 1It's the essence
of drama and if you have a gifted, brilliant...
performer...it can be just as entertaining as a
monster musical. I do think it's here to

stay....1ld
___William Luce
In the fall of 1990, Dr. Joseph Earley, Econometrician
(Economic Statistician) at Loyola Marymount University, an
acknowledged expert in statistical analysis; Dr. Archie

Calise, Higher Education officer at The City University of
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New York, a specialist in research and analysis of
questionnaire data; and this writer conducted a stratified
sample of Artistic Directors of regional theaters throughout
the United States. One hundred and sixty-one questionnaires
were mailed in which the following questions were asked:
1. Do you present, or have you presented in the
past, one-person shows at your theatre?
2. If you have presented one-person shows, in the
past ten years approximately how many have you
presented?
3. Do you regularly consider one-person shows in
selecting your season's schedule?
4. Do any of your actors perform or have they
performed one-person shows?
5. Are you presenting more one-person shows at your
theatre now than ten years ago? More than five
years ago?
6. In your estimation is the one-person show an
increasingly popular form of theatre? If yes, can
you explain this increase?

The analysis of the survey data consisted of classic
hypothesis-testing procedures involving correlations,
regression analysis (study of the relationship between a
dependent variable and one or more independent variables with
the idea of estimating and forecasting relationships), chi-

square analysis (used to correlate qualitative variables such
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as geographic areas), and cross-tabulations. This survey,
however, focused on the Z-Test for determining significance
of a proportion when the sample size is more than thirty, as
is the case in this instance. Its pivotal question was: 1In
your estimation is the one-person show an increasingly
popular form of theatre? Seventy artistic directors
responded to this question. Twenty-eight answered 'yes' and
forty-two answered 'no'. Of those who replied, forty percent
responded positively. By using the Z-Test, which develops a
ninety-five percent interval for the 'true proportion' (in
this case all the LORT artistic directors) it was determined
that a ninety-five percent certainty existed that the 'true
percentage' of LORT artistic directors who believe that the
one-person show is an increasingly popular form of theatre is
between thirty (29.9) and fifty (50.1) percent and is
consequently statistically significant. The test also
revealed that the probability of a forty percent positive
response being statistically insignificant is effectively
zero (p-value for this test is 0.000000000001). (For
complete Hypothesis Testing Results see the Appendix). Thus,
a significantly large group of professionals believe that
this genre is increasingly popular. It can safely be said,
therefore, that solo acting, the one-person show, occupies a
prominent place in theatre today. For this reason it would
seem incumbent upon artists and practitioners interested in

the craft of acting to develop an awareness of what is
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distinctive to it. This study is an attempt to explore an
area of performance methodology which has largely been
neglected and in so doing provide information to aid
teachers, students, directors and actors in their approach to
the one-person show.

Inquiry into solo presentation has been scant and in-
depth exploration of acting procedures/considerations in this
type of theatrical offering largely ignored. John S. Gentile
has made important contributions toward an understanding of
the history of the one-person show in America. His
dissertation entitled The One-Person Show in America: From
the victorian Platform to the Contemporary Stage, written at
Northwestern University in 1984, provides a thorough
examination of the origins, evolution, and outstanding
contributors to this performance genre. It is a
chronological treatise divided into three major periods: the
second half of the nineteenth century, the first half of the
twentieth century, and from 1950 to the present. Reasons for
the growth of the one-person show, such as Victorian
antipathy to commercial theatre (platform performance was
considered a non-theatre form of entertainment with
considerable educational potential) and improvements in
transportation (the railroad) are explained. The
establishment of the Lyceum and Chautauqua Institution, the
rise and fall of the tent Chautauqua circuits, and the

eventual acceptance of the one-person show as a legitimate
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type of theatrical presentation are discussed. Personalities
profiled and their one-person shows described in detail
include, among others, Charles Dickens, Edgar Allan Poe,
Fanny Kemble, Charlotte Cushman, Robert McLean Cumnock (head
of the Chautauqua Institution's Department of Elocution),
Leland Powers, Mark Twain, Carl Sandburg, Ruth Draper,
Cornelia Otis Skinner, Emlyn Williams (given considerable
emphasis, including a reproduction of his personal log book
of solo performances from 25 July 1951 to 16 October 1982),
and Hal Holbrook. In addition, many other performers such as
James Whitmore, Julie Harris and Spalding Gray are mentioned.
The study concludes with implications for further research,
including the observation that a deeper understanding of the
actor's problems in the performance of one-person shows is
warranted.

Gentile's book, Cast of One, published in 1989,
parallels his dissertation quite closely. It offers,
however, a greater selection of portraits of outstanding solo
performers including Anna Cora Mowatt, Cissie Loftus, Dorothy
Sands, and Charles Laughton. It also provides a more
developed section on the biographical one-person show as well
as a discussion of the autobiographical one-person show such
as that presented by Spalding Gray and Quentin Crisp. There
is an examination of the Shakespearean solo performer in
which John Gielgud and Ian McKellen are profiled and also a

description of Alec McGowen's recital of St. Mark's Gospel.
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Contemporary monologuists such as Lily Tomlin, Whoopi
Goldberg and Eric Bogosian as well as writer-performers in
the mold of Dylan Thomas are discussed. The book also
includes a brief reference to direct presentation and the
nature of the performer/audience relationship in which
mention is made of Eunice Ruth Eifert's research (description
to follow). Both of Gentile's works are history-based and
history-focused with performance practices and techniques
given minimal emphasis.

The Art of Beatrice Hexrford, Cissie Loftus, and Dorothy
Sands Within the Tradition of Solo Performance, is a
dissertation written by Linda Sue Long in 1982 at the
University of Texas, Austin. Dr. Long profiles the lives and
works of these three women who were among the most prominent
monodramatists in the early twentieth century. She concludes
that their major contribution to the art of solo performance
was a demand for increased and specific audience/performer
interaction, an objective shared by the majority of later
twentieth-century actors presenting one-person shows.

Acting Solo by Jordon Young is largely a descriptive
discussion written for popular consumption in which prominent
one-person shows, their origins and evolution are examined.
While not possessing the broad historical sweep of Gentile's
studies, it does provide the reader with an introduction to
and an understanding of the key players, shows and categories

found in this type of theatre. Although performers offer
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their impressions of the solo format, and some mention of
technique is presented, in the main, acting considerations
and methods, and performance theory are not central to the
subject matter.

The Fourth-Wall Shattered: A Study of the Performer-
Audience Relationship in Selected Full-Length Monodramas, is
a dissertation completed in 1984 at the University of
Minnesota by Eunice Ruth Eifert. In this descriptive
analysis, the author investigates persona and how it relates
to and is influenced by the audience. Persona is defined as
character, realized and projected through word and action--a
combination of the writer's vision and the voice, body,
personality and sensibilities of the actor. It is the living
entity seen and heard by the spectator. The study explores
the role played by the audience in the successful projection
of the actor's stage persona during the monodrama--a single
performer portraying one character for two or more hours.
Shows such as those performed by Ruth Draper and John Gielgud
in which multiple characters or sketches are presented are
excluded from Eifert's consideration. Although limited
discussion concerning techniques employed for the realization
of persona is included, as well as minimal references to
performer problems, the core of the investigation is not
actor-centered or methodological, but rather focuses on the
persona actualized and the audience's experience watching,

listening to and interacting with it.
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The majority of critical literature concerning the one-
person show has been descriptive not prescriptive. Generic
performance methodology is not revealed. The focus of this
investigation is upon specific acting considerations,
concerns, problems, and techniques of one-person shows as
revealed by noted professionals during extensive interviews.
The study is designed to express the performer's and
performance theorist's perspective and sensibilities.

Because of their notoriety, many of the interviewees
included in this investigation have been the subject of a
myriad of articles and interviews focusing on them as
celebrities or upon productions in which they have appeared.
Few, however, examine or extensively investigate their
theories of solo performance. From a methodological
standpoint, therefore, a great amount of research in the area
of solo performance has not been done. Although many highly
respected theorists and teachers of acting such as Uta Hagen
in Respect for Acting, Stella Adler in Ihe Technique of
Acting, and Robert Cohen in Acting Power discuss techniques
for the delivery of monologues and soliloquies, as well as
brief observations concerning the actor/audience
relationship, they do not specifically address the one-person
show. It must, however, be brought to the reader's attention
that as this study unfolds, concerns, considerations,
problems, and techniques of solo performing such as vocal

proficiency, energy, concentration, relaxation and the
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elimination of tension or fear may also be found to exist in
conventional theatre.

The roots of the one-person show reach back to
antiquity. The popularity of the genre increased
dramatically during the second half of the nineteenth century
and is burgeoning once more as we approach the close of the
twentieth. Because of the proliferation of this performance
genre and the absence of research which addresses it from a
methodological standpoint, it is the aim of this
investigation to illuminate specific acting considerations,
concerns, problems and techniques inherent to it. The study
now continues with a discussion of the methodology which was

employed.
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CHAPTER II

METHODOLOGY

The body of material which revealed those acting
considerations, concerns, and problems deemed, by their
frequency of occurence, to be inherent to the performance of
one-person shows has been gathered through a series of in-
depth, tape-recorded telephone interviews. The interviews
were conducted with noted, highly esteemed actors,
theorists/instructors, writers and directors. Criteria for
the selection of these professionals were: 1) artistic
reputation, 2) an overall respected body of work (which in
several cases has warranted their inclusion in The Oxford
Companion to American Theatre), 3) accessibility (willingness
to be interviewed and quoted), and, in the case of the
actors, 4) the preparation and performance of one or more
one-person shows. Interviewees include:

BRIAN BEDFORD

Noted Shakespearean actor and director, Mr. Bedford
is a perennial favorite at Canada's Stratford

Shakespeare Festival. His stage roles

19
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are numerous and varied, including appearances in
the Mike Nichols' production of The Knack (for
which he received the Obie and New York Drama Desk
Award) and School for Wives (for which he won the
Tony Award for best actor). He has appeared in
such television shows as Cheers, The Equalizer, and
Murder, She Wrote. His acclaimed one-man
Shakespeare show TIhe Lunatic, The Lover, and The
Poet has been presented throughout the country.

BAT _CARROLL
Winner of an Emmy Award for the Sid Caesar Hour,
Ms. Carroll has appeared in many television shows,
films, Broadway, Off-Broadway and touring
productions. In 1990, her performance as Sir John
Falstaff in The Merry Wives of Windsor, directed by
Michael Kahn at the Shakespeare Theatre at the
Folger, was critically lauded. Her one-person show
Gertrude Stein, Gertrude Stein, Gertrude Stein won
a Grammy Award, Drama Desk Award and Outer Critics
Circle Award in 1980.

COLLEEN DEWHURST
The late Colleen Dewhurst was among the country's
foremost performing artists, starring in all media
during a professional career which spanned more

than forty years and earned her a place in The

Oxford Companion To American Theatre. Winner of
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two Tony Awards and one Emmy, she was perhaps best
known for her powerful portrayal of the women in
the plays of Eugene O'Neill. Her one-woman show,
My Gene, in which she played Carlotta O'Neill, was
performed at the New York Shakespeare Festival as
well as the Kennedy Center in Washington D.C.

JULIE HARRIS
One of America's most acclaimed performers, Ms.
Harris is in the fifth decade of her illustrious
career. She has been the recipient of five Tony
Awards--the highest number ever accumulated by a
performer. She was an Academy Award nominee for
her performance of Frankie in the film version of
Carson McCuller's The Member of the Wedding and
played Abra, opposite James Dean, in Elia Kazan's
adaptation of the John Steinbeck classic East of
Eden. Her one-woman shows include The Belle of
Amherst (Tony and Grammy Award winning
performance), Bronté, and Lucifer's Child each of
which were written by William Luce. She is
included in The Oxford Companion To American
Iheatre.

HAL __HOLBROOK
Mr. Holbrook has starred in more than twenty films
and is the winner of four Emmy Awards for his

performances in television productions ranging from



22
The Senator, to Sandburg's Lincoln, Pueblo and
Portrait of America. He is currently a co-star in
the series Evening Shade. He has appeared in many
theatrical productions including Camelot, Henry
IVv,pt.1l, Richard II, and King Lear and is listed in
The Oxford Companion To Amerjcan Theatre. Mr.
Holbrook ranks among the more seminal and
influential of the great solo performers of the
twentieth century. His one-man show, Mark Twain
Tonight! has been acclaimed throughout the world
and has been awarded an Obie, Vernon Rice and Tony
Award as well as being nominated for an Emmy.
SILVIA MILES
A veteran of theatre, films and television, Ms.
Miles was nominated for an Academy Award for her
performance in Midnight Cowboy. She received a
similar honor for Earewell My Lovely. Additional
films include Crossing Delancy, HWall Street and
Evil Under the Sun. Among the many television
shows in which she has been featured are Miami Vice
and The Equalizer. On the stage she has appeared
in The Iceman Cometh with Jason Robards, The
Kitchen with Rip Torn, Ihe Night of the Iguana with
Richard Chamberlain, A_Stone For Danny Fisher with

Zero Mostel as well as many other productions. Her
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_ one-woman show, performed in April, 1981, was
entitled, It's Me, Sylvia.l
MADELEINE SHERWOOD
Ms. Sherwood has starred and been featured in
eighteen original productions on Broadway, many
off-Broadway and showcase plays. She has been
featured in ten movies and countless television
dramas, including a starring role in the series The
Elying Nun with Sally Field. She has worked with
major playwrights during the past three decades
including Arthur Miller (The Crucible), Tennessee
Williams (Cat on a Hot Tin Roof), Edward Albee (All
Qver), and John Osborne (Inadmissible Evidence).
She conducts Master Classes in acting throughout
the country. In her one-woman show, Edwina--Shared
Memories, written by Patrick Brawford, she
portrayed Tennessee Williams' mother.
ROBERT VAUGHN
Perhaps best known as The Man From U.N.C.L.E., Mr.
Vaughn has appeared in over two hundred television
programs including Washington: Behind Closed Doors
for which he received an Emmy Award. His many
feature films include Towering Inferno, S.0.B.,
Superman III, and The Young Philadelphians for
which he was nominated for an Academy Award as best

supporting actor. He earned a PhD in Mass
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Communications from the University of Southern
California in 1972. Mr. Vaughn holds the
distinction of having portrayed four American
presidents: Teddy Roosevelt, Woodrow Wilson, Harry
S. Truman and Franklin D. Roosevelt who is the
subject of his one-person show, E.D.R..

DR. __ROBERT BENEDETTI
Dr. Beneditti received his PhD from Nothwestern
University. He has served as the Chair of Acting
Programs at the Yale Drama School and the Theatre
Program at York Univefsity in Toronto as well as
being a Master Teacher at the National Theatre
School of Canada at Montreal. From 1974 until
1980 he was the Dean of the School of Theatre at
the California Institute of the Arts. He has also
served at Australia's National Institute of
Dramatic Art and the National Theatre Institute at
the Eugene O'Neill Theatre Center. His
publications include The Actor at Work, The
Director at Work, and a section in Master Teachers
of Theatre, "Zen in the Art of Actor Training." He
currently functions as the President of Walkabout
Productions and is now producing feature films and

television.
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DR. ROBERT COHEN
Dr. Cohen earned his PhD from the Yale School of
Drama. He is currently the Chair of Drama at the
University of California at Irvine. His
publications include: Acting In Shakespeare,
Acting Power, Theatre and Iheatre Brief Edition,
Eight Plays for Theatre, Creative Play Direction,
Acting One, Giraudoux: Three Faces of Destiny, and
Acting Professionally. His essays have appeared in
Essays in Theatre, Contemporary Literary Criticism,
The Drama Review, Theatre Journal and many other
literary journals. He has directed throughout the
country including at Yale, UC Irvine, Connecticut
College, the Utah Shakespearean Festival, and the
Image Theatre in Boston.

SABIN EPSTEIN
A noted director and teacher of acting, Mr. Epstein
serves as Director of the Conservatory at the
American Conservatory Theater in San Francisco.
His Main Stage productions include Tale of Two
Cities, The Immigrant and Private Lives. He is a
co-founder of the 29th Street Project in New York,
and has directed for the Georgia, Oregon and Utah
Shakespeare Festivals, the San Diego Rep, and the
Skylight Opera in Milwaukee. He has been a guest

director at the University of Washington, Califoria
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Institute of the Arts, and the New Zeland Drama
School.

ARTHUR FRENCH
Mr. French teaches acting at the renowned Herbert
Berghof (HB) studio in New York. An original
member of the Negro Ensemble Company, he has
appeared regionally at the Goodman Theatre in
Chicago and Louisville's Actor's Theatre. His
Broadway productions include Ma Rainey's Black
Bottom, XYou Can't Take It With You, Death of a
Salesman, The Iceman Cometh, and The River Niger.
On film, Mr. French can be seen in ‘'Round Midnight,
Splash, Hanky Panky, and Car Wash. He has appeared
in the television shows, Dress Gray, The Gentleman
Bandit, and Another World.

MICHAEL KAHN
Mr. Kahn is currently Artistic Director of the
Shakespeare Theatre at the Folger and Coordinator
of Interpretation and Languag/Acting at The
Juilliard School Drama Division. In the summer of
1992 he will assume the position of Director of the
Drama Division at Juilliard. A director of many
productions, he also serves on the faculty of New

York University's Graduate School of the Arts.
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WILLIAM LUCE
Mr. Luce is a California writer of one-person
shows: most notably, the acclaimed The Belle of
Amherst, Bronté and Lucifer's Child, each of which
starred Julie Harris.

DR._GERALD R. MILLER
Dr. Miller received his PhD from the University of
Iowa. He is Chair of the Department of
Communication at Michigan State University and
author of Between People: A New Analysis of
Interpersonal Communication. He has also written,
The Current Status of Theory and Research in
Interpersonal Communication and is a four-time
recipient of the Speech Communication Association's
(SCA) Golden Anniversary Prize Fund Award for
outstanding scholarship.

CHARLES NELSON REILLYX
Mr. Reilly is a well-known actor, director and
television personality who has received critical
acclaim for his direction of several one-person
shows including The Belle of Amherst, and Bronté,
starring Julie Harris and Paul Robeson with James
Earl Jones.

CHARLES WAXBERG
A playwright and teacher of acting in New York

City, Mr. Waxberg also teaches Text for Actors at
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the Stella Adler Conservatory as well as New York
University.

Since the purpose of this study is to discover common
considerations, concerns, problems and techniques inherent to
the performance of one-person shows, the initial questions
asked during the interviews were broad and in every case the
same. Modified phrasing which was used for theorists,
writers and directors is found in the parentheses.

1. What specific acting considerations and concerns
did you have and/or problems did you encounter
during (would you perceive to be inherent to) the
preparation and performance of your (a) one-person
show?

2. What technique/s were (can be) employed to
address them?

Follow-up questions derived from the common knowledge of
and experience in ensemble performing were employed to
stimulate and continue the interviews, but in no way to lead
the interviewees. Prerequisites to effective acting in
conventional, multi-character productions which are stressed
to varying degrees in the majority of acting texts, served as
a frame of reference for the selection of these follow-up
questions. The prerequisites include: vocal and physical
control and expressiveness, concentration, energy,
relaxation, the suppression of tension or fear, and the need

for genuine interaction or communion on stage. Therefore,
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the degree to which these considerations are emphasized when
evaluating traditional acting served as the rationale for
their inclusion in the form of subsequent questions beyond
those of the general opening inquiries.

The interviews were then transcribed and a separate and
thorough examination of each conducted to establish specific
considerations, concerns and problems which arose during the
preparation and performance of the one-person shows or which
were felt by the theorists to be elemental to solo acting.
Following the individual analysis, a standard cross-
tabulation table was employed in which the variables were the
actors/theorists/writers/directors interviewed and the
considerations, concerns, and problems experienced (every
major consideration, concern etc. mentioned in the
interviews). The findings were then summarized through the
use of the cross-tabulation table. Considerations, concerns,
and problems which were deemed common or basic (and therefore
inherent to the genre) and also those which may be termed
idiosyncratic were revealed. According to Dr. Joseph Earely,
noted Economic Statistician at Loyola Marymount University,
Los Angeles, the standard 'ideal' or 'significant' number in
a study involving cross-tabulation is five. Thus, for the
purposes of this study, a consideration which appears five or
more times in the cross tabulation has been deemed 'common',
'basic', or 'inherent' and is therefore the focus of the

discussion. A consideration which, although mentioned less
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often, can be directly and logically related to another which
qualifies, has likewise been so designated (see discussion of
Focus Areas below). Those appearing less frequently have
been termed 'Idiosyncratic’. No effort was made toward
greater stratification such as acting problems related to
gender variation, race or ethnicity.

Techniques used to address any acting problem are a
question of individuation and hence the attempt here, through
the use of examples furnished by the experts interviewed, is
simply to be suggestive. No cross-tabulation table was
employed to determine inherent techniques. Those techniques
mentioned in the interviews and described in this
investigation are offered as examples of, or possible models
for ways to address the common or inherent considerations,
concerns and problems of solo performing.

Following the cross-tabulation, the categories were
clustered on the basis of their similarities or relatedness
into more inclusive groupings referred to as Focus Areas.
These are discussed in detail in the ensuing chapter,
ANALYSIS OF THE DATA, and form the body of the study. The
Focus Areas are:

EOCUS AREA I: ESTABLISHING RELATIONSHIPS

The actor does not operate in a vacuum, but in a world
of stimulus and response--of relationships. Things are done
by the actor because things are done to the actor. It is a

world of connection and communion. In conventional theatre
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the actor finds this communion, these connections, with his
or her fellow actors. Actions and reactions are, for the
most part, 'other-directed' and 'other-generated.' 1In the
absence of fellow actors, however, the stage becomes a world
of self-generated impulse and action. Therefore, the need to
make connections, to establish some form of communion, to
find a catalyst, wherever and whenever possible, which
triggers internal reaction and propels external action is
paramount in the performance of one-person shows. This Focus
Area includes and discusses:

A. Relating to/Selecting Material

B. Relating to the Audience

C. Relating to Imaginary Characters

D

. Relating to/ Using Props, Music, Lighting, and

the Physical Environment.

Although an actor must always be energized and focused
while on stage, it is reasonable to assume and generally
acknowledged that in an ensemble production the thrust or
weight of the action is at times carried by different members
of the cast. While there is no doubt or dispute that an
actor will need to concentrate and will expend energy when
playing a member of the Roman crowd, it is also common sense
to assume that the demands are dramatically increased and the

dynamics significantly altered when he is playing Mark
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Antony. When acting solo, the performer has no one else to
'take center stage', no opportunity to re-energize oneself
backstage, no time when concentration may flag. The actor
must 'hold forth' from opening to final curtain, with only a
brief intermission, in some cases, as a respite. Thus,
energy and concentration are often central concerns to those
who perform one-person shows and hence are topics of
discussion in this investigation. Inasmuch as concentration
involves the focusing and directing of energy, and,
conversely, maintenance of energy may be thought of as a form
of concentration, this Focus Area includes both Generating
and Maintaining Energy and Maintaining Concentration.
EQCUS AREA III: ACHIEVING VARIETY

In a conventional, ensemble production, vocal and visual
variety is needed to sustain audience interest and,
consequently, is an important consideration during rehearsals
and in performance. Actors with varying physical
characteristics and vocal qualities, wearing different
costumes and forming different groups, create a shifting
stage picture. In bringing flesh and blood to the dramatis
personae they also provide the audience with changing visual
and aural stimulation. 1In solo acting, on the other hand,
there is but one body, one voice, one presence for the entire
production. The question of variety--how to hold the
audience's attention, how to avoid becoming tedious when one

is alone on stage for two hours--is consequently a vital
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consideration to those who would approach this genre. As
color and variation in an actor's performance is achieved
primarily through vocal and emotional shading, subtlety and
control, Focus Area III includes Meeting the Vocal and
Technical Demands.
EOCUS AREA IV: BEING ALONE ON STAGE

The natural state of the actor on stage is to be 'in
relation', to seek connections, to foster and be nourished by
a syﬁbiotic union with his or her fellow performers. This
natural state not only furnishes the give and take,
stimulus/response, transactional exchange needed to propel
the action forward but also provides the actor with a source
of comfort and security. 1In the one-person show, such a
union does not exist and relationships must be sought in
other ways. Many of the interviewees indicated that a
feeling of isolation, of being alone on stage, was a
principal factor in their experiences with the genre of solo
performance. Germane to being alone on stage and therefore
included in this Focus Area are the cross-tabulation
categories, Dealing With Fears, Avoiding Self-

Consciousness, Maintaining Vulnerability, and

Achieving/Maintaining Spontaneity.

The majority of one-person shows are presentational in

style, incorporating direct address to the audience. They do



34
not conform to 'fourth wall' conventions. Accordingly, there
was a recognition on the part of a significant number of
those interviewed that the experience of solo performance was
similar to story telling, lecturing or stand-up comedy.
There existed a tendency to maintain a greater distance
between the performer and his or her material; a
consciousness of technique; an awareness of the performance
in progress more prevalent than that found in
representational, 'fourth wall' productions. It was felt
that in many cases a keen 'third eye' was used to monitor the
presentation to a degree beyondlthat extant in ensemble
playing.
EQOCUS AREA VI: IDIOSYNCRATIC CONSIDERATIONS

The considerations, concerns and problems indicated
above were shared by many of the interviewees. There were,
however, several areas of concern which were mentioned by
fewer than the required five respondents and which could not
logically be included in a previously established Focus Area.
Nevertheless, as a point of interest and further edification
they are included and briefly discussed in this section of
the study. These concerns are: Preparing and Presenting
Bits and Pieces; Approximating Historical Characters:
Imitation Versus Suggestion; Assessing One's Talent;
and Revealing and Reliving Personal Agonies.

This dissertation has certain limitations. The

interviews .were conducted solely with well-respected
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professional actors and theorists who are familiar with and
experienced in the area of solo performance. No attempt was
made to study inexperienced actors, students or those
unfamiliar with or newly exposed to one-person shows.

While each actor and theorist was asked the same
questions relating to concerns, considerations, problems and
techniques, due to the diversity of their personalities the
interviews often proceeded in varying directions. Therefore,
it was frequently necessary to re-direct or focus the
conversation with follow-up questions (discussed earlier). It
is impossible to say with complete assurance whether these
Focus Areas would have been emphasized in this particular
manner had such subsequent questions not been asked.

The following chapter will concentrate on an analysis of

the data.
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Figure 1

Focus Area Designation

Facus Area |
Establishing Relationships

Relating to the Audience I

Relating to Imaginary
Characters

Relating To/Selecting
Material

Relating To/Jsing Props,
Music, Lighting, ect.

Eocus Area |l

Generating and Maintaining
Energy and Concentration

Generating & Maintaining
Energy

Maintaining Concentration

Facus Area 1l
Achieving Variety

Achieving Variety

Meeting Vocal & Technical
Demands

Eacus Area IV
Being Alone on Stage

Dealing with Fears

Avoiding Self
Consciousness

Maintaining Vuinerability

Achieving, Maintaining
Spontaneity

Focus Area V
Monitoring the Performance
Maintaining a "Third Eye"

Monitoring the Performance
Maintaining a "Third Eye"

Facus Area VI
Idiosyncratic Concerns

o U N
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NOTES TO CHAPTER II

las the printed publicity material advertising It's Me,
Sylvia, states, it was "written, sung and lived” by Sylvia
Miles. Due to the autobiographical nature of this
presentation, therefore, it would seem to fall outside the
parameters established for this study. However, because of
her performance experience in theatre and media, it was felt
that her insights concerning solo acting contributed to the

investigation.
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CHAPTER III

ANALYSIS OF THE DATA

Evaluation and cross-tabulation of the interview
responses has revealed common considerations, concerns,
problems, and aspects of performance which, for the purposes
of this investigation, have been organized into related
groups entitled Focus Areas. Using the observations and
opinions of the interviewees, the study will now explore and
illuminate these Focus Areas, as well as describe techniques
employed to address said considerations, concerns and
problems.

EQCUS AREA I: ESTABLISHING RELATIONSHIPS
...I remember thinking I don't think I can continue this. I

don't know whether I can really create anything here. What
am I doing? I'm doing it in a vacuum in some kind of way. I

have no...I have no company.l

___Madeleine Sherwood
Israeli philosopher Martin Buber, in his book, I _and
Thouy, voiced the belief that man's true essence can only be
d i scovered in the presence of an 'other', a connection with

ot her objects or beings.2 Robert L. Benedetti concurs with

40
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this position when he writes in The Actor at Work,
"Personalty on stage, as in life, is rooted in relationship,
in dynamic interaction...within a given situation."3 1In the
one-person show there is no 'other' on stage with which to
relate. To what degree does the actor sense this absence?
Is this question of connection a significant consideration,
concern or problem in his or her preparation and presentation
of a solo production? Many of the respondents in this study
felt it was indeed a pivotal factor in their experiences with
this performance genre.

During the interviews, four kinds of relationships, used
to create 'dynamic interaction' in the place of conventional
actor-actor interplay, emerged as important considerations or
concerns in the performance of one-person shows. These
relationships are: 1) Relating to/selecting material, 2)
Relating to the audience, 3) Relating to imaginary characters
and 4) Relating to/using props, music, lighting and the
physical environment. They are examined in this Focus Area.

Ralating to/Selecting Mataerial

Your relationship to the text is essential. There's nothing
else. I mean, the basis of the work is the text and you're
relating to it is absolutely essential. It is the story.

It's what your doing.4
___Julie Harris
The solo performer, in the absence of fellow actors, has
a heightened need to establish relationships, to make
e 1 rmental connections. Fourteen of the actors, theorists,

wrxr i T ers and directors surveyed felt that the one-person show
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demanded a level of interaction with and commitment to the
material exceeding that found in conventional, multi-actor
drama. Arthur French states:

It's just more critical in a one-person show. 1It's
just more critical because there's no way out of it
if you're not totally immersed in the text, and
know who this person is...I think that will give
you the confidence to come out there and say, I'm
gonna show you, I'm gonna reveal...something about
this person to you. At the end of the evening,
you're really going to know who this is. You're
gonna learn something about me and hopefully, I'll
learn something about you and from you...I think
it's critical. 1It's critical that you...and the

text have to be one...d
Arthur French
Sabin Epstein is of a similar belief:

I go back again and again and again, the most
important thing is the text. You can be an
extraordinary actor but if the text isn't good,
forget it. Nobody is going to care. You've got to
be intrigued by it enough and so excited by it that
you want other people to know it. They [solo
performers] have to have a passion. I mean, a
biting passion and fascination for that person or
topic. That is what sustains you in doing the work.
The selecting of the material...that's the most

important element .5
____Sabin Epstein
Hal Holbrook, speaking of the task involved in
maintaining audience attention offers the following:

And in the one-person show, you have a bigger load
on you because you are all alone out there. You
don't have much action, the only action you have is
the action that goes on in people's minds. So that
puts you down to material, that's where the
material becomes extraordinarily important in a
one-person show. Because it has to
develop...excitement in the audience's mind,
otherwise you don't have anything. You [don't]
have people fighting each other with swords or
shooting each other or screaming at each other
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across the stage to divert, all you've got is the
material.”

Hal Holbrook
He is acutely aware of the unique bond which must exist
between the actor and his material in this form of theatre,
as the following indicates:
I think you have to either have immediately or be
able to develop an intense connection with the
material and character you are playing or else you
are going down a dead-end street. It is often said
that shows are successful because there is a
peculiar and special... connection with the magic
or whatever you want to call it. And when you get

to a one-man show, a one-person show, all that
becomes heightened in importance, I think.8

____Hal Holbrook
A common observation among those interviewed was that a
passion and enthusiasm for the material, an intense
relationship with and commitment to the text is essential if
one is to succeed in the field of solo performance. Julie
Harris, in speaking of The Belle of Amherst, expressed
vividly the joy of such commitment when she said, "I had the
great advantage of loving my material. I couldn't think that
Emily Dickinson would be boring to anybody. I couldn't wait,
I couldn't wait to tell it to somebody. I was like an
evangelist."?
If a fervency for the subject matter, an intense
ddentification with and relationship to the material is
paramount in the one-person show, how does the performer

1 ra sSure such a connection? One way is to maintain complete
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control of the production's content, to be its sole artistic
consciousness. Hal Holbrook explains:

And I was just very lucky. I mean there was no way
for me to know when I started doing Twain that I
was going to be able to come up with something as
good as it is. There was no way for me to know
that. That's what is discouraging about trying to
start a project like this and any project in life,
in fact. You know, so many people today feel that
they ought to be able to skip the discouraging
first stages of a career and leap immediately into
prominence and wealth. You know, the theme of the
day is, I want to be a star. And I want to get
rich. And I don't want to start out doing a lot of
dull, sweaty labor for twelve dollars an hour.

But, when you start out with a project, especially
a solo show, you are all alone. Particularly if
you do it in what I consider to be the right way
which is put the material together yourself, do all
the research, do all the work yourself. You are
all alone and you have no idea in the world whether
you are just wasting your time or not...you don't
even know if your effort is going to get a chance
to be shown, that's even more difficult. It makes
you work harder. It deepens your commitment. You
are just, you know, it proves right away that
you've either got the commitment or you don't. It
is just a very, it is very difficult, but doing a
show like this is very difficult. It looks easy
when it works, but it is very difficult, very
discouraging, very lonely and I just feel
that...the commitment is much bigger if you do it
all yourself. Plus, of course, you really get to
know what you are doing better than anyone else...I
mean you've got to know what you are doing. You
are doing it...you are taking on the total
responsibility, and you are doing it. And you are
forced against the wall, you have to learn, you
have to figure out how to make this stuff work.

And I'm sure that it would...take less time if you
get some help, but basically I think everybody
should just start on their own and do their own
work and do their own research. To begin with, you
are just going to learn more about your subiject,
you are going to learn more about your man, I mean,
if you do the work yourself. 1It's difficult to
describe...the mystical insights that you can
receive by doing your own work. I mean when I was
researching TIwain...[the research] covered many
years, or quite a few years anyway, it wasn't
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something, you know, you got up in a year. I would
have times when I was trying to put some material
together, you know, I'd look and I'd find a little
story or a paragraph or two from his autobiography
and then I'd remember a line that was over in
Huckleberry Finn, I can pluck out and attach to it.
And another, well infamous speech somewhere or
another little anecdote I could put together and
pretty soon I have a five, six, seven minute number
and...I'd have still gaps in it, I would still know
that it wasn't strong enough. I needed another
good line to create a laugh to release a laugh that
was maybe in the material I couldn't bring out.

And I didn't want to try to write something myself,
I wanted something by Twain. And sometimes I would
pick up a book, maybe I'd wake up in the middle of
the night and I'd pick up a book and I'd open it
and there on the page was what I was looking for.
Well, I don't want to stress too much on that, but
you see, when you have experiences like that you

learn to love what you are doing.10
___Hal Holbrook
Pat Carroll, although her show Gertrude Stein, Gertrude
Stein, Gertrude Stein was written by Marty Martin, has a
similar view regarding the performer's involvement in the
creation of the material:

I'll tell you what I feel about the text...I don't
know how an actor doing a one-person show cannot be
involved in the making of the text or at least in
the construction of the text. Because to me it is
like having a dressmaker make you a dress, rather
than going to a rack. You know, that is not
demeaning the rack, some of them are extremely
expensive, but I think if you know this
character...I don't know why anybody would want to
do a one-person show unless they were intrigued by
the character to be displayed...because the work is
too hard. Why would you want to do that unless you
had a feeling about this character that you are

doing?11
Pat Carroll
Many of those interviewed echoed this belief that a

ccoxraxnection to the text is enhanced through direct
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participation in its development and personal research into

its subject matter. Brian Bedford states that...

I did all of this reading and in some cases re-
reading... of the entire works of William
Shakespeare because I didn't know what the evening
was going to be like...So I went into this one-man
show...business and I think in the back of my mind
there was always this idea that I would like to
explore the possible biographical elements of
Shakespeare's work....What I wanted to do,
eventually I realized was, you know, the Droshout
Engraving of Shakespeare. I wanted to put some
blood and soul and heart, in other words some
dimension, to Droshout's Engraving and this is what
evolved from my reading the complete works of
Shakespeare....that I would try and invoke or try
and enhance, shall we say, people's perception of

William Shakespeare, the man. ..l

Brian Bedford

The general consensus, then, is that to know one's

subject thoroughly, to be intimately engaged in the research

for and creation of the show is to intensify one's

relationship to the material and, consequently, increase

one's performance éfficacy. This was true in the case of

Brian Bedford's production, The Lunatic, The Lover, and The

Poet:

I found it fascinating and I found that it added a
dimension to one's perception of a speech like
Oberon's speech to Puck, "Thou rememb'rest since
once I sat upon a promontory, and heard a mermaid
on a dolphin's back uttering such dulcet and
harmonious breath..." (A_Midsummer Night's Dream,

act 2, scene 1). I find the fact that one could
tie it up with Shakespeare having seen as a child
this wonderful pageant for Queen Elizabeth's
visit...which took place comparatively near to
where Shakespeare was living. And his father being
Mayor of Stratford would obviously have been
invited... and he took the boy to the show and then
over twenty years later the boy remembered the
fireworks in the sky and the mermaid, the
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mechanical mermaids floating on the lake, you know.
I just found all of that, that it added something
to it, and this is just an example of what I was

trying to do.13
___Brian Bedford

The respondents indicated a belief that should the actor
choose to rely on the talents of a writer, a close,
collaborative working relationship was essential if the same
connection to the material is to be achieved. Pat Carroll,
Madeleine Sherwood, and William Luce spoke of such
collaborative endeavors:

I think it behooves the...actor who is to do a
one-person character to work with the playwright.
It doesn't mean you are going to write for him.
But I think many times, certainly in my working
with Marty Martin, I had many, many years of
professional experience behind me. Marty had
written, but had never been produced
professionally. I felt I could save him time and
effort by saying, 'I don't think that will work,
Marty, because of such and such.' Most of the
time, it was logical. A couple of times it was

simply emotional.l4
Pat Carroll

It appeared as though it was going-to be easy.

When you get a script handed to you by Patrick
Brawford in this case my director but he was also
the writer of the piece, and when I first got it
and first read it my first impression was, 'hey
this is great, this will be wonderful for me.' He
wrote it more or less for me, tailored it to me.
The subject matter is Tennessee Williams...but it's
his early life and up until the time when he was
put into a mental hospital by his brother...[But]
when you start writing a show...and you're going to
talk through the mouth of a famous man's mother
you've got a lot of problems right there. I'm a
mother and we all...know very well that mothers
tend to have a different slant on their children
than anyone else in the world. Right? It was also
hard to make it not appear to be just a mother's
love for her son and have some perspective that
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encompassed more of the problems, the working
habits, the things that his mother may not have
really known too much about. So that required a
lot of digging on Patrick's part certainly and some
adjustment on our part, some presumption on our
part that she did know certain things. He dealt
with it very much the way we feel that Mrs.
Williams would have. I knew Mrs. Williams slightly
because I had met her several times, having been in
Tennessee's original plays. At opening night
parties Mrs.Williams was always there, so I had an
advantage of knowing her personality, public
personality. I didn't know her private personality
and they are two different things. However, it was
very valuable for me obviously to have known her in
that way. I was a friend of his [Patrick's]...I
had great respect for him and he for me. He was a
younger man than I am, didn't have as much
experience. He was beginning to a certain extent.
He had done a lot of work but he was just beginning
in a professional theater and I could get angry
with him and say, 'go fly off,' and say, 'this
isn't working,' and so on and so forth, if I felt
like it and I knew it was okay. But at the same
time that was fine as a director but he had written
the piece and I began to recognize that what he
could take...in a very normal fashion as an actor
and director---having a discussion or even having a
fight---the person behind that person couldn't deal
with. The uwriter, the uwriter was defensive and so
therefore it became very difficult and we had some
real fights.1l5

___Madeleine Sherwood

...as far as Julie is concerned, I guess I work
more with her than with others, and she is so
steeped in the subject by the time she calls me in.
For instance on this, [Lucifer's Child] she had
visited London, Denmark. She'd gone to Kenya and
seen Karen Blixen's home there. She had researched
so much. She'd read all the letters. And finally
she asked me if I would write it and she optioned
the material for me and then commissioned me to do
it and has worked very closely with me on it,
telling me things that she'd like to deal with in
the play. And the same was true of Bronté&, which
she was very close to, and, of course, The Belle of
Amherst. In all of those, she had a great input.
The actor who brings it to me is usually fired with

the idea.l6
William Luce
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In working autonomously, the actor can carefully tailor
the material to suit his or her areas of strength or include
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