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CHAPTER I 

INTRODUCTION 

Seattle playwright, Steven Dietz, in his article for the January 1993 issue of 

American Theatre magazine entitled; "An Audience Manifesto," called for the theatre-

going audience to challenge theatre artists to: 

Run through the minefields. To demand that they make 
the mistakes, confront the idiocy and revel in the excesses 
(social, sexual, religious, political) of the culture in the 
metaphorical safety of the theatre (where you can watch 
and judge), before it hits you in the bloody maelstrom of 
the worid. (9) 

It is my belief that the theatre provides artists with the opportunity to offer 

communities a valuable service. Though I recognize and respect society's need for pure 

entertainment, I also recognize theatre's potential to supply the community with valuable 

perspectives on the topics that directly affect them. Theatre artists have the occasion to 

"run through the minefields" of such heated issues as politics and religion and bring to 

light social, economic and racial inconsistencies and excesses to the community they play 

for. I also believe that the theatre has the ability to provide the community with the 

opportunity to reflect, respond to, and question such topics in an open forum. It was with 

this in mind that I determined the project that would lead me to the writing of this thesis. 

Throughout my undergraduate and graduate career, I have watched my peers 

direct many productions. I do not say, "simply direct productions," because directing a 

theatrical production is not a simple task. To create a piece of theatre requires not only 
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careful planning, time management, and management of resources, but also an insatiable 

desire to communicate, sometimes in spite of economic and logistical difficulties. 

Looking back at these productions, however, I became a bit disheartened by the fact that 

they seemed to be isolated events. Though these productions were often artfuUy directed, 

I became concemed with what I saw as a lack of communication with the community that 

they were played for. These productions were created without their communities' input, 

and closed seemingly without concem for their community's response to the issues 

within the production. By overlooking the community's opportunity to explore the issues 

in a production with the artists who create those productions, I believe we then deny the 

theatre the opportunity to offer possible solutions for social change, provide a forum for 

questioning social, political, racial, and economic "norms," and provide the conmiunity 

with the opportunity to react and respond to the issues within the production. In effect, 

we as theatre artists forgo our opportunity to "mn through the minefields" for our 

communities. 

Therefore, when the time came for me to direct a production that would become 

the culminating project in my Master of Fine Arts degree at Texas Tech University, I 

chose a production that would lend itself to community input and audience response. I 

also chose a directing style that could incorporate the multiple perspectives of actors, 

designers, and community members. The purpose of this thesis, then, is to communicate 

my reflection on my process of gathering community perspectives and utilizing them in 

revealing social, racial, and economic stereotypes within a production of Jane Anderson's 



The Baby Dance. This thesis wiU also contain the subsequent generation of audience 

response to the productíon. 

Initially, I proposed four plays for consideration. In addition to The Baby Dance, 

I proposed Caryl ChurchiU's Blue Heart, an evening of Churchill's shorter works, and 

another of Jane Anderson's scripts, Defying Gravity. I felt strongly about each of these 

proposals, though they had varying topics. Though ChurchiU is known for her 

iconoclastic themes conceming women's issues, both her Blue Heart and the collection 

of shorter works concem themselves with the use and misuse of the English language. 

Within both of the pieces, ChurchiU confronts audiences with their own preconceived 

notions of what theatre should be. The two works by Jane Anderson deal with tough 

social and economic issues that bring audiences face to face with issues of poverty, death, 

and guilt. A more thorough discussion of Anderson's themes wiU be explored in more 

detail a bit later. AII four choices, I believe, lend themselves to fuIfiUing my directorial 

purpose of iUuminating and challenging social, racial, and economic stereotypes. 

The decision of which production to produce was left to a committee of Texas 

Tech theatre faculty who determine the choice of the productions. Of the four 

productions that I proposed, the season selection committee determined that The Baby 

Dance was the most appropriate choice for the Texas Tech Lab Stage. I am unsure as to 

the exact reasoning behind the choice but feel comfortable in assuming that the small cast 

size, the minimal technical requirements, and powerful topics lent The Baby Dance to fit 

nicely in the 101-seat thmst theatre. The lab theatre is a smaU thrust theatre with very 



little wing space and no fly space; therefore, this theatre lends itself to challenges in 

presenting multiple acting spaces. 

Prior to and immediately after this script was chosen for production, students and 

faculty alike referred to it as the "adoption" play, and once more, it was the play about 

the adoption that "didn't work." However, with frequent and careful readings of the 

script, it became clear to me that simply thinking about The Baby Dance as an "adoption" 

play oversimplied the multitude of issues within this script. I believe that this play is not 

about adoption: the situation of a private adoption is merely a vehicle that the playwright 

chose to explore the social, economic, and racial issues that divide individuals and force 

them to make difficult and often painful decisions. It became my goal, as the director, to 

unveil these issues and convey them to the Lubbock community. 

Steven Dietz voices my belief in the importance of bringing issues from the stage 

to the community as he goes on to say "we can leam more, in one instant on stage, from 

someone's fury - how it engages, divides or offends us - than we can from years of 

sanitized, community-approved work" (Dietz 9). Jane Anderson's work is far from 

"sanitized." A former stand-up comic and now a writer for both the stage and screen, 

Anderson is known for her "wry and poignant work about women and power" 

(Poniewozik). She eamed an Emmy for her 1993 HBO made for TV movie, The 

Positively True Adventures ofthe Alleged Texas Cheerleader Murdering Mom. Her 2001 

made for TV movie, When Billie Beat Bobby depicted the famous tennis match/battle of 

the sexes between the two players (Poniewozik). 



As a playwright, Anderson frequently uses painful events to speak of a myriad of 

social and economic conditions. Her first produced play, Defying Gravity, is a reflection 

on the lives of those touched by the Challenger explosion in 1986. Another of 

Anderson's productions is her 1992 play Food and Shelter. Centered around the situation 

of a homeless family, Anderson uses the character of an unseen angel to express the hope 

of a child living with the pain of poverty. This thesis will contain a more thorough 

analysis of Anderson's productions and themes as they relate to The Baby Dance in 

Chapter U. 

The Baby Dance premiered at the Balcony Theatre of the Pasadena Playhouse in 

1990 and eventually evolved into a TV movie produced by Jodie Foster's Egg Pictures. 

The film starred Stockard Channing as Rachel and Laura Dem as Wanda, the play's 

central characters. The production eamed Anderson two Emmy nominations 

(HoUywood). 

The Baby Dance seemed to stem from Anderson's own personal situation. 

Written at a time when Anderson and her partner were going through the process of a 

private adoption themselves, Anderson remembers, "find[ing] ourselves sitting in the 

lawyer's office doing the same thing the characters in my play had to do" (Kort). As 

Anderson and her partner were adopting a child from Guatemala, they faced many of the 

same social, racial, political, and economic problems that are found within The Baby 

Dance. 

In order to bring these social, racial, and economic issues to light, I chose a highly 

collaborative directing process for this production. I was interested in researching the 



process of adoption and gathering as many perspectives on the topic as possible. 

Therefore, prior to the productíon meetings and the fírst rehearsal, I spent hours in 

interviews with professionals and laypersons from many walks of Ufe. These people 

included a mother of an adopted child, a social worker, a child-placement manager from a 

local adoption agency, and finally two artists who specialize in using art for social 

change. Those parents and professionals connected with the process of adoption were 

able to share personal and professional insight into the pains, and joys of the process. 

The artists, on the other hand, were able to give insight into the history of the use of art 

for social change, and the impact that an artistic event can have on a community. I feel 

these interviews strengthened the production process in three ways. Primarily they aided 

in my preliminary research. They also supported the actors in their own processes of 

character development, and finally they opened an avenue for generating audience 

response. I wiU provide an in-depth look at these interviews in Chapter m. 

Holding these interviews also gave me a deeper understanding of the issues within 

the script. I was then able to take this with me to the first meeting with the production 

team. Continuing the pattem of collaboration, I worked closely with the production team 

to develop a shared understanding of the issues within The Baby Dance, so that we might 

begin the process of visually realizing the production. I will more closely discuss the 

process with the production team in Chapter IV. 

In setting this script into action, I chose a very actor oriented approach that 

employed the techniques of Anne Bogart and Rudolph Laban. Both theorists focus 

primarily on physical communication through movement and rely heavily on the actor's 



physical and emotional response to the script. Though I had previously explored these 

techniques as an actor, this would be my first opportunity to use them as a director. 

These techniques also helped the production to overcome a scheduUng challenge. The 

short amount of eighteen rehearsal days was allotted for this production. Consequently, I 

chose these techniques, as I believed they would more inmiediately immerse the actors in 

the physical and emotional world of the characters. 

Finally, this script proved to have very littie overt action. As defined by Aristotle, 

action is change (Aristotie 10), and though the story is filled with tension, the plot has 

very little change. This is not to say that the script is of inferior quality, but that The 

Baby Dance had to be approached with a clear understanding of the challenges its 

stmcture would pose for the actors. Employing these techniques provided the actors with 

the opportunity to effectively confront these challenges. I will discuss the basics of my 

directing methodology, my perspective on the specific techniques, and their use within 

the production in Chapter FV. 

Alongside the production, I wanted to provide the community with further 

information and reflection on the topics within the script. Local photographer Elizabeth 

Mott and I coUaborated in the creation of a photographic exhibit that was displayed in the 

lobby of the theatre. Shown through black and white photographs, Mott's exhibition 

displayed powerful images to prepare the audience for the performance it was about to 

attend, and added a fomm for further thought following the production. 

I aiso held a Talk-Back providing further discussion on the topics within the 

production following the Saturday performance of The Baby Dance. A collaboration 



between two Texas Tech University Departments and a local family counselor, this Talk-

Back combined the perspectives of the Social Work Department, the Art Department, and 

Lubbock's Gateways Counseling Center to provide the community with expert insight 

into the issues within the production. It also offered an opportunity for the audience to 

reflect upon, comment on, and question the issues as they saw them affecting their own 

lives. I give a further reflection on both the Talk-Back and the photographic exhibition in 

Chapter IV. 

In conclusion, Chapter V serves as a personal reflection on the entire process from 

the initial research to the production of the performance. It wiU contain a critical 

evaluation of the relationship between the production team and myself, as well as my 

evaluation of the overall performance. I also include personal reactions from the 

production team, as well as from the actors and members of the audience. 

The final section of this document contains a brief bibliography and an appendix. 

My coUeagues and I developed the production of The Baby Dance, the 

photographic exhibition, and the Talk-Back with the intent of providing the community 

and open forum to discuss the sensitive topics within the production. This theatrical 

experience evolved with the hope that the theatre might be used as a tool for social 

change by providing the community with the opportunity to explore those issues that 

could affect them. This thesis chronicles the process of gathering multiple perspectives 

in the hopes that they would enhance the production and rehearsal process and provide 



the community with the opportunity to reflect and respond to the powerful issues within 

The Baby Dance. 



CHAPTER n 

THEMES IN THE WORKS OF JANE ANDERSON 

The Theatre has always been a useful tool in reflecting and reacting to social, 

political, racial, and economic issues. From Artaud's Theatre of Cmelty to Boal's 

Theatre of the Oppressed, the theatre continues to be vital in the quest for social change. 

It has gathered communities, served as a vehicle of expression for a myriad of emotions, 

and offered a foram for questioning the social, moral, and ethical status quo. It provides 

communities with the opportunity to "revel, to watch, to judge in "metaphorical safety" 

(Deitz 9). In this chapter, I will briefly explore the historical use of theatre for social 

change, and also note pattems in Jane Anderson's themes as they relate to this particular 

theatrical mission. I wiU include a comparison of her works and conclude with an in-

depth analysis of The Baby Dance. 

Across educational disciplines and throughout communities, the theatre has been 

used as a place of leaming, a springboard for conversation, and also a place of healing. 

Though it may initially seem an unUkely place for theatre, the study of theatre has 

recently emerged as a part of the curriculum for medical students. In the 1960s, an 

interdisciplinary course on literature and medicine developed in medical schools to 

support future doctors in developing their capacity to empathize and relate to patients. 

This trend emerged in the hopes that it would balance the technological aspects of 

medicine with the human aspects of care giving. By the 1980s, the importance of 

studying literature in the medical profession was recognized in the introduction of the 
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Johns Hopkins joumal Literature andMedicine. By 1995, "courses in hterature were 

being taught in one-third of all medical schools in the United States" (Hawkins 4). Some 

courses asked students to write about an iHness from their patient's perspectíve. Others 

selected literature that focused on topics of death, dying, and iHness from both patients 

and family's perspectives. More recentiy, medical schools have developed theatre groups 

and use techniques such as role-playing and playwriting to discuss the moral, social, and 

political issues that surround iUness and dying. Venues such as Readers Theatre and 

playwriting contests offer students an opportunity to see the experience of illness from 

various points of view. 

Though the effectiveness of such a curriculum has not been closely studied, 

proponents of such a curriculum insist that study in the arts can enhance the relationship 

between patient and doctor by teaching effective communication skiUs and personal 

awareness (Hawkins 5). Reading and seeing theatrical productions and interpreting and 

writing texts gives future doctors the opportunity to explore their own personal 

assumptions and biases. No matter what the medium, these future doctors have an 

opportunity to use arts and literature to read and reflect on illness from various 

perspectives so as to confront their own misconceptions, ethical issues, assumptions, and 

biases (Hawkins 7). 

While the study of theatre as a part of the medical curriculum is relatively new, 

social activism in the theatre has been around as long as the theatre itself Today 

Columbian director, theorist and activist, Augusto Boal works with his Theatre of the 

Oppressed, Culture Theatre, Invisible Theatre, and Image Theatre to jolt people from 
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their political, social, racial, and economic assumptions and biases. An actor and a 

teacher, Boal developed the concept of the Spect-Actor, a theatrical technique that aUows 

the audience to stop a performance at any time in order to join the action, or to make 

suggestions about direction of the action on stage (Jones). In his choice of timely topics, 

he brings people face to face with their political and personal contradictions and helps 

them to create and enact their own solutions. Most recently his techniques and ideas 

were put to work in Wales at the Theatr Fforwm Cymur. 

Though Boal did not attend this production himself, the audience saw his 

techniques in their own work with the actors. At this production, an initíal presentatíon 

by a group of actors developed and discussed the problems faced by women with leaming 

disabilities who become pregnant. The spectators became involved the creation, 

rehearsal, and presentatíon of possible solutíons. "Theatre presented in this way is both 

interactíve and very powerful," says Karen Chandler, spokeswoman for the Cymm 

company (Jones). Hannah Jones, a reporter covering the event noted, 'This isn't theatre 

that moves into a black hole after it's been performed" (Jones). An open discussion 

foUowed the performance allowing everyone involved to share their views. "After it's 

been played out, people get together and talk about what real changes can be made which 

could possibly be distiUed into policy" (Jones). Also referred to as "Legislative Theatre," 

this technique allowed the theatre company to provide an opportunity for their 

community to explore and offer solutions to those issues within their own lives. 

Similarly, in the United States, a unique group of artists called Community 

Performance Incorporated (CPI) base themselves out of Chicago but work across the 
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nation. They are artists who are invited to lead communities in the creation of a 

performance based on the Uves of the community members. Usually the company's 

plays center on racial, social, or economic issues within the community they are asked to 

visit. CPI has had great success. Their first production of Swamp Gravy gathered the 

people of MiUer County Georgia to an old cotton warehouse in Colquitt in 1991. Not 

only did the production "bridged the gap between the races and stretched the creative 

capacities of its citizens - it took on a life of its own as the official Georgia folk life play, 

"selling out to busloads of tourists each year" (Bumham 34). CPI has gone on to help 

various counties create performances that reflect their own lives. The company's efforts 

"creat[ed] a performance that [was] not only healing but compelling, authoritative, 

confident theatre" (Bumham 35). 

Like those productions in the classroom and in the community, individual writers 

such as Jane Anderson tackle pattems of difficult and pointed themes. Though Anderson 

has written very little about the influences and intentions behind her work, one can easily 

see a pattem of social concem within the themes of her screenplays and stage plays. 

Anderson seems to puU the central story of her scripts right out of the headhnes, creating 

drama that is fact based. I believe this use of a concentrated central situation allows 

Anderson a vehicle to discuss larger social, political, and economic issues. As opposed 

to work that seeks to directíy confront a social, racial, or economic issue, Anderson's 

work seems to be about an event, such as an adoption. It is only through frequent and 

careful readings that the underlying issues reveal themselves. AU of her work focuses on 

tímely social issues such as poverty, homelessness, motherhood, and sexual equality, and 
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consequently her work "reflects an unflinching honesty about human nature" and quite 

often, "a curiosity about iconoclastíc women" (Kort). 

Her 2001 screenplay When Billie Beat Bobby takes audiences back to the 1970s 

"when feminism was stíU considered a dirty word" (Bianco). This screenplay is centered 

around the 1973 "battie of the sexes" (Poniewozik) tennis match between Billie Jean 

King and Bobby Riggs, and its parallel to the social straggle for women's rights that was 

occurring at the tíme. Anderson does not stop at merely illustratíng the straggle between 

King and Riggs, but works to capture America's reactíon to the moment when "over 40 

million watched the libbin' libber play the fast talking former pro tumed hustier, the big 

top spectacle [that] brought feminism into the living room" (Poniewozik). 

Though not overtly tackling a social, political, or economic issue, Anderson's 

Defying Gravity does look at the heroism and loss of the astronauts of the space shuttle 

Challenger, focusing on the life and death of Christa McAuIiffe. This 1997 stage play 

delves into the impact and the death of teacher/astronaut McAuIiffe through the 

perspective of a member of the shuttle's maintenance crew, McAuIiffe's daughter, a pair 

of tourists, and the bartender of the shuttle team's favorite hangout. These characters are 

tied together through the historical character of Claude Monet, as he travels through time 

and space and offers his explanation of our human need to touch the stars and be next to 

the gods. The choice to use this unlikely character might be representative of Anderson's 

understanding of the timeless human need to capture a glimpse of God's view of the 

earth, as Monet did in his paintings: 

MONET: A friend of mine, Victor Hugo, once said: The 
horizontal is the line of reason, the vertical is the line of 
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prayer. Don't worry about your horizons. Someday, 
you won't even know it, they wiU disappear. (35) 

Anderson continues her explanation of our human need to see what is beyond us through 

the character of Christa McAuIiffe, referred to as TEACHER. 

TEACHER: People always believed that if you defied 
gravity you were that much closer to god. (14) 

Through the situation of the Challenger explosion, Anderson speaks of our basic human 

need to understand what is greater than us and to explore new horizons in the hopes of 

expanding our own sense of self and happiness. 

Though When Billy Beat Bobby (2001) and Defying Gravity (1997) both deal with 

iconoclastic women, Food and Shelter (1992) and The Baby Dance (1991) look at the 

straggles of the nameless and faceless women within American society. Food and 

Shelter looks at the tough social and economic issue of poverty as it follows a homeless 

family, Earl, Lois, and their daughter Chrissie, as they spend a magical day at 

Disneyland, compliments of the winnings of a lottery ticket. This joyful day is infringed 

upon by the reality of capitalism as Lois and Earl straggle to maintain the magic of 

Disneyland under the pressures of poverty. 

LOIS. How much did we save for dinner? 
EARL. Lemme check. 
LOIS I saw they have a chicken dinner with vegetables and 

mashed potatoes in the restaurant over there. It's 
cafeteria-style so we wouldn't have to worry about a tip. 

EARL. How much is it, the dinner? 
LOIS. Eight dollars. 
EARL. Jesus, I didn't think the food would be so 

expensive here. 
CHRISSIE. I want some vegetables. 
LOIS. We'II get some for you, Chrissie. 
EARL. We're gonna cut into the gas money. 
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LOIS. They got salads I think, for about three fifty. 
EARL. That's not a dinner. 
LOIS. They got cheese and ham in the salad. It looked 

very nutritious. 
EARL. It'snot gonnabeenough. 
LOIS. You think we should try to make it back for the 

foodkitchen?(12) 

Plans to spend the night in the Swiss Family Robinson Treehouse go awry, and 

when Earl is arrested, the family is forced to split up. Months pass and it seems the only 

comfort for Lois and Chrissie is the appearance of Chrissie's angel (which Lois never 

sees) who teaches Chrissie how to read and allows her a few supematural tricks. 

Anderson insists that in composing Food and Shelter, she "didn't set out to write 

a political piece about the homeless" (Winn), but the impetus for her writing came from a 

series of Jonathan Kozol articles about a homeless woman, published in The New Yorker 

(Winn). Though the immediate situation centers around the straggles of a homeless 

family, Anderson again uses the situation to look at the larger social, political, and 

econonnic issues within American society. We can see this in Chrissie and Lois' trip to 

the local public library. Lois is denied a library card because she cannot provide proof of 

residency. After this disappointment, hopes rise as Lois and Chrissie find that the library 

has a children's reading room, but these hopes are again quickly diminished. 

LffiRARIAN. Your child has head lice. 
LOIS. Pardonme? 
LIBRARIAN. Your child has head lice. I can't allow her 

in the reading room with the other children. I'm sorry. 
Please don't come back until you take care of this 
problem. 

LOIS. Lady, what about this child's mind? 
LIBRARIAN. I'm sorry to have to do this but I have to 

think about the other children who use this facility. 
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LOIS. Shehasamind. She has a beautiful mind. 
LIBRARIAN. I have to follow an ordinance. (The 

LIBRARIAN takes the stack ofbooks and leaves.) 
LOIS. Thischildisnot apieceof garbage! Did you hear 

me? This child is not a piece of garbage! (69-70) 

As the scenes pass, audiences experience with the characters, the social prejudices 

against the homeless, the effects of poverty, and the shame that America places on 

parents who can't provide enough for their family. 

Like Food and Shelter, The Baby Dance (1991) focuses on the painful social and 

economic situation of poverty, though this time through the situation of a private 

adoption. Like much of her other work The Baby Dance is a fact-based drama. But 

unlike When Billie beat Bobby, which is based on historical facts seen on every television 

in the nation, The Baby Dance is based on much more personal facts. The basis for this 

script stemmed from Anderson's own life. This script was written as Anderson and her 

partner were in Paraguay working to adopt a child. Living in a hotel with other 

prospective adoptive parents, Anderson was surrounded by their stories and immersed in 

her own. "I took my computer with me down to Paraguay. We were in the middle of 

this hard, traumatic adoption experience. We were fighting the courts, and we didn't 

know if we would ever leave again or if we would get Rafi. So I was in essence living 

The Baby Dance as well as trying to write it" (Littwin). Though Anderson has not noted 

her original intention behind the production, The Baby Dance foUows her pattem of 

themes as it looks at the social, political and economic pressures in the lives of two 

couples. 
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The Baby Dance centers around the situation of a private adoption, but I believe 

that this play traly speaks to the social, economic, and racial issues that divide people and 

force them into tough decisions. The play begins in the trailer home of Wanda and AI. 

They are a poverty stricken couple living and raising their four children with the help of 

Wanda's mother. The family seems to get by on what littie they have, but a fifth child is 

on the way and the economic tension is becoming too much for them to handle. Seeing 

no other option, the two respond to a newspaper add placed by Richard and Rachel. The 

add reads: 

Pregnant? Happily married couple, educated and 
financially secure wants to give a healthy white baby a 
lifetime of love and security. We can help with expenses. 
CaUcoUect. (8) 

Richard and Rachel seem to live a life opposite that of Wanda and AI: they exude 

an aura of economic prosperity. They own their own home, complete with pool, and their 

lives are lived between business calls and faxes. The one thing they feel they are missing 

is a child of their own. Anderson leads the audience to assume that all other 

opportunities for a child have been exhausted and that Rachel and Richard are brought to 

the situation of a private adoption as their only means of gaining a child. The two 

couples meet, a brief relationship evolves, and paperwork begins to complete the 

adoption process. AU of this is aided by Rachel and Richard's lawyer, Ron. 

Over the course of the adoption process and the play, tensions build as the couples 

realize their vast social, political, and economic differences. Wanda's difficulty with the 

birth adds to the pressure as both parents are faced with the possibility that due to a 

shortage of oxygen flowing to the child during birth, the child could have developmental 
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difficulties. Through lengthy and painful discussions of the possible straggles in the 

future, Richard and Rachel choose not to take the child. Through the same lengthy and 

painful discussions, Wanda and AI make the same decision and the child is left without 

parents. 

Like Anderson's other work, The Baby Dance centers around a specific situatíon: 

private adoptíon. But I believe this situatíon is the vehicle for Anderson to discuss deeper 

social themes such as the economic, politícal, religious and racial differences and their 

effects on the relatíonship between the couples. Racism, class differences and straggles, 

and discrepancies in politícs can be found in the heart of every community. Knowing 

this, I felt it imperative to bring these issues to the Lubbock conrmnunity that would be the 

production's audience. 

The most obvious difference between the two couples is their economic standing. 

These differences are apparent from the first moment Rachel enters Wanda and AI's 

trailer home and questions how they manage with so many children in such a tight space. 

Tensions continue to rise as Rachel looks for bottled water instead of tap water, and 

questions Wanda's drinking coffee and sodas while pregnant. As Rachel is planning to 

be the adoptíve parent of Wanda's child, she feels she is protecting her unbom child by 

questioning Wanda's actions and suggesting healthy eating tips. Wanda, however, feels 

that Rachel is questioning a process that she knows nothing about. The result is a clash 

reflecting the timely concem over who traly is responsible for a child; the biological 

parents, or the parents to be. 
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RACHEL: I'd like us to see the doctor together. 
WANDA: I don't know what for. I know about having a baby. If I know 

anything, I know about having babies. 
RACHEL: Wanda, I know. But we all have to be aware that you aren't the only 

one involved here. 
WANDA: I'm not going to mess up your baby. 
RACHEL: That's not what I was saying. (23) 

From the text we can see that Rachel and Richard have agreed to pay some of 

Wanda and AI's biUs so that their future child can come from a healthy environment. For 

example, when Wanda and AI's air conditioner breaks down in the sweltering heat of a 

Louisiana summer, Rachel inunediately writes a check to pay for its repair. But when 

Rachel realizes that the last check she gave Wanda wasn't used for the phone biU, as she 

intended, the resulting conversation sparks resentment within both of the women: 

WANDA: We were talking about the phone biU. 
AL: Oh, yah. We had to shift some of the money around. We had 

some unforeseen difficulties. 
WANDA: ItoIdher,AI. 
AL: Oh. 
RACHEL: You know, I get this feeling that both of you have this 

image of Richard and me, this image that we're very wealthy 
people with an unlimited supply of money. Now whether we 
can actually afford to give you all this money is not the point. 
Although Fd like you to know that in this one month we have 
already spent more than the money we saved for this child's 
first year of college. But the real point, the real point is that 
I'm starting to feel used. This baby means everything to me, I 
love this baby and I don't want to think that she's being used 
as a bargaining tool... 

WANDA: Shutyourmouth! You shutyourmouth! You'rethe 
one put the ad in the paper! You're the one's been talking 
money! (43) 

As well as the blatant economic differences between the couples, there are also 

differences in their levels of education. When Anderson reveals this difference, she also 

allows us to see the embarrassment and shame that it causes, especially for AI. Wanda 
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explains that AI came from a large and poor family. Because of their poverty, she 

continues, almost all of the children had to work from a very young age. 

WANDA: That's why AI couldn't finish high school. 
AL: Thank you for telling her that. 
WANDA: She knew already, Al. 
RACHEL: Ron, our lawyer told us... 
AL: Uh-huh. 
RACHEL: But I can understand the circumstances. It'sveryeasy 

to call someone a dropout, but there are reasons behind it. I 
really don't believe it has anything to do with intelligence or 
drive. 

WANDA: That's right. AI didn't have a chance. 

AL: Hey, I'm doin' all right. (35) 

There is also a racial difference between the two couples that only adds to the 

tension in the play. I saw this in the difference in perspective between Rachel and AI. 

(We hear heavy RAP MUSIC blaring outside. Al walks to the door 

andyells out.) 
AL : Hey! Tum it down! 
(The MUSIC gets louder.) 

AL: Hey! Danm welfare niggers. They play their nigger music all 
day long. Don't have no consideration for the rest of us. 
(Rachel is disgusted with Al. He catches her look.) 

AL: Hey, that's whattheycaUeachother. I hear them using it aU the 
time. 

RACHEL: Fm sorry, but if you're white, you don't have any right to 
use that word. 
AL: I guess you're into civil rights. 
RACHEL: Yes I am. 

AL: Hey, we'rejustabunchof dumbrednecksdownhere. We don't 
know any better. 
RACHEL: WeU, now you do. 

AL: Excuse me, can I ask you a question? If you're into civil rights, 
then how come you advertised for a white baby? How come 
you're paying so much for a white baby when you could of gotten 
a black baby for free? 

RACHEL: You're right, AI. You're absolutely right. Couldyouopen 
the door please? It's very hot in here. (39-40) 
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This difference in perspective on racial issues highlighted bigotry and hypocrisy within 

both AI and Rachel. Al's disdain for his neighbors due to their race, and Rachel's 

insistence for a white baby, despite her stance on civil rights, is representatíve of such 

hypocrisy and bigotí^. I heightened this difference by a castíng choice that I was able to 

make with the character of Rachel. To my good fortune, the actress that was best suited 

for the role of Rachel was Radhica Ganapathy. Ms. Ganapathy is Indian and maintains a 

distínctly Indian accent. This clash of differences within the script was heightened by the 

obvious racial difference between the two characters, and added an interestíng layer to 

Rachel's character. Though the questíon of why Rachel specifícally wanted a white baby 

was never answered, Ms. Ganapathy chose this point to add a level of emotíonal tension 

to her character and to this scene. 

Anderson doesn't leave the racial bias for AI and Rachel. In Act Two, we are 

able to see Richard's racial bias against Wanda and AI as Richard, being Jewish, exudes 

his prejudice against non-Jews in a conversation with Ron. In it he explains why he and 

Rachel are not adopting a Jewish child. 

RICHARD: Jesus, last night I was even thinking of giving 
him my mother's old Continental, that, bless her 
heart she isn't driving anymore since she shrank 
below the steering wheel. I was figuring, why not? 
rU go out to Long Island, pick it up, drive the 
fifteen hundred miles back here. What the hell. I'U 
say, her, 'Here you bastard, bigot-redneck, here, 
take my mother's Continental, all leather 
upholstery, whitewalls, a lighted make-up mirror for 
your lovely wife. Here, take the car my mother 
drove to temple in,' my good mother, who keeps 
saying, "Richard, why can't you get a Jewish baby" 
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and I tell her, "but Ma, Jews are too smart. They 
don't have unwanted children." (54) 

These social, economic, and racial tensions between the two couples, I believe, 

are the real topics within The Baby Dance. Like so many artists before her, Anderson 

recognizes the double standards, mistakes and contradictions in so many social issues. 

Through her commitment to using concentrated situatíons to highlight social, racial, and 

economic contí-adictions, Anderson fosters a belief that the theatre can be used to 

promote social change. Like so many before her, and now so many in various 

disciplines, Anderson recognizes the power of theatre to portray those issues that have a 

direct impact on the welfare of society. Like Anderson, I recognize the potential to use 

the theatre for social change, and sought to do so in this production. 

To use the theatre as a tool for social change, I sought the help of area 

professionals to not only expand my own knowledge, but to bring to the actors and the 

community a more fuller understanding of the depth of the underlying issues within this 

text. I did this through a series of interviews which is discussed in detail in Chapter m, 

an actor-oriented approach to directing that is discussed in Chapter IV, and the creation 

of a Talk-Back discussion and photographic exhibition that is discussed in Chapter V. 
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CHAPTER m 

INTERVffiWS 

From my earliest reading of The Baby Dance months before the production, I had 

a full understanding as to my own lack of knowledge on the topic of adoption and 

adoption disraption. I had no understanding of the welfare system, open, closed, and 

private adoption, and no grasp on the emotional toll that the adoption process could take 

on all parties. And so, as I began my personal preparation for directing this production, I 

realized that part of my process would be to overcome my lack of knowledge. 

Fortunately, this challenge became my opportunity to generate and utilize 

community perspectives on not only the issues surrounding adoption, but also these 

issues as they directly and specifically pertain to the text. I decided to fill the holes of my 

own understanding with the expertise and first hand perspectives of community members 

directly involved with the issues within the production. 

I felt it best to gather their perspectives through an interview process. By 

interviewing these community members, I had hoped to provide the community with the 

opportunity to be a part of the theatrical process that would eventually be produced for 

them. In doing so, I hoped to bring their perspectives and expertise to both the 

production meetings and rehearsals of The Baby Dance. I hoped that by sharing the 

gathered information with actors and designers we could create a more thorough 

production that had the potential to speak directiy to the conmiunity. 
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I also wanted to speak with area artists who have used art as a tool for social 

change, so that I might have a more thorough understanding of art's potential for change. 

And finally, though I wanted to interview a wide variety of community members, I 

wanted to find a few community members whose perspectives would be with the 

production from start to fínish. I had hoped to gather information from these individuals 

prior to starting the rehearsal process and correspond with them throughout the rehearsal 

process as questions arose from myself, the actors or the designers. AIso, these members 

would eventually provide their perspectives and be open for questions from the general 

audience as a part of a post-show Talk-Back (see Chapter IV). The foUowing is a 

description of each interview as it shed new light on the topics within The Baby Dance 

and altered my perspective on how the production should be shaped. 

Interview with Jan 

My first interviewee was a local piano accompanist named Jan. For the sake of 

privacy I have been asked by the interviewee to use only her first name. Jan is not only 

active as an accompanist for the Music Department but is seen regularly in the Theatre 

Department as an accompanist for our auditions and musicals. I came to interview her 

quite by accident, as I had mentioned The Baby Dance in a passing conversation with her 

without knowledge of her background. She mentioned that she and her husband had 

adopted their daughter and that she would be open for any questions that I might have. 

We met at a local coffee shop and talked for a little over an hour. Throughout this 

conversation, she told me as much as she could about the legal and emotional aspects of 
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her daughter's adoption process, which was a private adoption. She was able to explain 

her personal choice to use a private adoption process and cited lengthy paper work and 

years of waiting as the primary reason for using such a process. 

Though she hadn't had an opportunity to read The Baby Dance, I was able to 

relate the story and gain a bit of her perspective on the pressures that both couples must 

have been feeling. Jan spoke at length about a strong emotional and social motivation to 

not only have a child, but to have an ideal child, free from health problems. She was also 

able to shed light on Rachel's anxiety and nervousness in waiting for the child to be bom. 

She also spoke of the emotional and financial repercussions that even the successful 

adoption can have on the marriage. She remembered the months of waiting and feelings 

of helplessness that took a toU on her personal and married life. One particular story that 

strack me explained her feeling of a lack of control. According to the terms of the private 

adoption, she and her husband were not able to know of the sex of the child prior to birth, 

and the birth mother could revoke the terms of adoption and maintain rights to the child 

right up to the point that she had the child literally put in her arms. She mentioned the 

hope and frastration in not knowing how to decorate their future child's room and the 

tension in not knowing if the adoption would actually be completed. Fortunately, the 

adoption process was a success, and Jan and her then husband were able to bring home a 

baby girl from the hospital (Jan). 

This interview gave me a first-hand perspective on what Rachel must have been 

feeling throughout those months of waiting for a child. It also helped me to develop a 
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deeper understanding of what seemed to be a desperation in Rachel to have a child. Most 

importantly, it brought the subtext to light on one of Rachel's central pleas to Richard: 

RACHEL: I don't want to walk away without a baby in my 
arms. I don't want to do that anymore. 

RICHARD: Honey,Iknow. 
RACHEL: Her room is all ready. I folded the blankets, 

they're in her crib. I don't want to go home and look at 

an empty crib. (70) 

Jan's explanation of her own feelings of helplessness over the health of her child 

prior to her birth gave new meaning to Richard's reluctance to have a child that might 

have developmental delays. Through Jan's first hand accounts of her own situation I was 

able to take these feelings of frastration, devotion, faith, hope, and love to the actors, thus 

bringing a first hand perspective from the conmiunity and applying it directly to the 

creation of this production. 

Interview with Dr. Margaret Elbow 

My second interview was with Margaret Elbow, an Assistant Professor of Social 

Work at Texas Tech University. Her areas of specialization include social work practice 

and social welfare pohcy. Dr. Elbow provided me with much information and research, 

including an in-depth article she wrote for Social Work entitíed, "From Caregiving to 

Parenting: Family Formation with Adopted Older Children," and an article she co-wrote 

with Mary Knight for The Joumal of Contemporary Social Work entitied, "Adoption 

Disraption: Losses, Transitions, and Tasks." 

Fortunately, Professor Elbow was able to give a direct perspective to the issues 

within the script as she had taken the opportunity to read it prior to our interview. The 
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two most important elements that Dr. Elbow contributed to the production were a clearer 

perspective on Wanda and AI's social and economic pressures and an understanding of 

the amount of govemmental support given to the parents of children with special needs. 

Though she did discuss the social pressures for women to be mothers and to have 

ideal children, Professor Elbow spoke primarily on the blame and shame society places 

on parents, and mothers in particular, who choose to relinquish rights to their child. She 

explained that she believes Westem society holds mothers particularly responsible for the 

upbringing of children and that relinquishing that right might reflect that the mother was 

incapable of raising the child. She went on to explain the economic stresses that most 

families who consider rehnquishing the rights of their child are under. This information 

aided the actors playing Wanda and AI to understand their character's choice to 

relinquish the rights to their child. It also aided in developing the subtext for the 

characters as these two actors worked to portray the emotional straggle and marital pain 

in their choice to give their child up for adoption. 

Professor Elbow was also able to give me a perspective on the dwindling amount 

of govemmental support that parents of children with special needs obtain. This shed 

light on the economic pressure that either couple would have, should either couple take 

the child, as there was the potential that this child might have developmental delays due 

to difficulties during the birth. In her opinion, there is not enough financial and 

emotional support for parents with children with special needs, and therefore, many 

parents already suffering under the strains of poverty opt to relinquish their rights to their 

children, as Wanda and AI eventually do. 
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Finally, Dr. Elbow brought to my attention the potential future of Wanda and Al's 

child. She explained the statistics of disrapted adoptions and their relation to the 

possibilities of adoption in the future. Using the phrase, "cumulative rejection" (Elbow) 

she explained that the more often an adoption is dismpted for a child, the less likely that 

child wiU be adopted. She continued by explaining the emotional repercussions on a 

child who experiences multiple disrapted adoptions, including: a lack of a sense of 

identity, security, family and home, and feelings of contínuous abandonment. 

As she was able to relate directiy to the characters within the script, Dr. Elbow 

gave insight into the emotional and economic strains that Wanda and AI were under in 

making their decision to relinquish their rights to their child. She was also able to 

elucidate the pain that AI must have been stmggling with, as he was unable to fulfill his 

societal role of father and protector. This strain erapts in a confrontation between AI and 

Richard as they discuss the terms of the adoption while waiting in the hospital room. 

Richard presses AI about the terms of the adoption and calls his humanity into question. 

To this, AI responds, "You want to talk about humanity, mister? Let's talk about the fact 

that I'm too poor to keep my baby" (Anderson 63). This verbalization of AI's inability to 

keep his child was heightened by the actor's own understanding of the pain involved in 

relinquishing the rights to a child. In bringing the information gathered from this 

interview to the actors, we were able to create multi-layered characters and more fully 

portray the emotional depth of the events (Elbow). 

In looking directiy at Rachel and Richard's choices, Dr. Elbow was able to give 

a perspective on Rachel's urgency in having a child, as well as Richard's reluctance to 
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take a child who could possibly have developmental delays. The effects of this 

mformation is seen in the actor's development of the subtext that revealed both the inner 

turmoil and marital discord in Rachel and Richard's argument over whether or not to take 

the baby: 

RICHARD. Rachel, what I'm trying to say... 
RACHEL. I don't want to walk away without a baby in my 

arms. I don't want to do that anymore. 
RICHARD. Honey,Iknow. 
RACHEL. Her room is all ready. I folded the blankets, 

they're in her crib. I don't want to go home and 
look at an empty crib. 

RICHARD. Rachel, honey, listen. I'm not saying that it's 
over. I'm saying that if we've waited this long, we 
can wait for when it's right. Why should we jump 
into something and then have our hearts broken 
even more. (70) 

With Dr. Elbow's information, the actors and I were able to more fuUy understand the 

pressures that all of these characters were under. In doing so, we were able to understand 

and fully justify their actions and so develop more thorough characters. 

Interview with Vicky Russel and Starr Bray 

The next two interviews were with Vicky Russel of The Children's Home of 

Lubbock, and Starr Bray of Lubbock's Gateway's Counseling Center. Ms. Russel works 

directly with child placement at The Children's Home. The interview with her focused 

more on the positive aspects of the adoption process, noting the successes of open and 

closed adoptions in bringing children into healthy homes (Russel). 

Through conversations on topics ranging from the delicate balance of family 

relationships to the effects of a sudden change on a family, Starr Bray was able to give 
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me a broader look at the effect that any major change, such as an adoption, can have on a 

mamage and on a family (Bray). These interviews not only gave me a more thorough 

perspective on the issues within the production, but the interviewees were also able to 

direct me to further research to stirengthen my knowledge of the issues. 

From this point I tumed my attention to bringing this knowledge to the 

community through an artistic process. For guidance on art's abihty to be used for social 

change, I tumed to Dr. Karen Keifer-Boyd and Elizabeth Mott, both of Texas Tech 

University. 

Interview with Dr. Karen Keifer-Bovd 

Dr. Karen Keifer-Boyd was an Associate Professor of Art at Texas Tech 

University. As she has done extensive research on the therapeutic and transformative 

power of art, she was able to provide me with historical references about art as a political 

and social tool for social change. We discussed the importance of recognizing the value 

of art in our everyday lives, as well as art's potential to be a springboard forthe 

discussion of difficult topics. "Art is what makes us human," she said. "Art can be 

persuasive, expressive, ritualizing, playful, decorative, a livelihood or career, a business, 

therapeutíc, or transformatíve" (Keifer-Boyd). It was this transformatíve power of art 

that we decided to focus on and so we began to look at The Baby Dance with the hopes of 

finding a way to use it as a tool for social change. 

In discussing the history of art for social change, Dr. Keifer-Boyd went on to say, 

"Not all art is transformatíve, but both the making and viewing of art can be personally 

and socially transformatíve. Transformative power refers to self-knowledge that 
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empowers and energizes self and others rather than dominating or controUing others" 

(Keifer-Boyd). As she was able to read The Baby Dance prior to our first meeting, Dr. 

Keifer -Boyd was able to reflect on the transformative potential that this productíon had 

as it could possibly incite an in depth discussion on multiple social issues. This 

discussion, we realized, had the potentíal to bring the audience to a new understanding of 

the issues within the text, and perhaps make the audience more aware of their own 

preconceptíons, assumptíons, and biases thus heightening their level of self-knowledge. 

She offered many suggestíons and options as to how to manage, coordinate, and facilitate 

this discussion, one of which was the open foram discussion and the Talk-Back process 

(Keifer-Boyd). My discussions with Dr. Keifer-Boyd, thus eventually led to the creation 

of tiie Talk-Back (See Chapter IV). 

Interview with Elizabeth Mott 

When I first began the process of directing The Baby Dance, I knew that I wanted 

to work with an area artist in the creation of a display that would relate to the production 

in some way. In my initial proposal, I discussed the possibilities of a lobby display, and 

though I didn't know at the time what it might entail, I was given permission to pursue 

the project. Initially, I had intended to use local artist and Texas Tech Student, Sandra 

Payne. Ms. Payne works primarily with canvas, paint, and textures to create a myriad of 

emotional images. I had seen much of her work and had approached her with the idea of 

a lobby display. After discussing the issues within the script and my desire to bring such 
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powerful topics to the community, she directed me to Elizabeth Mott, as she felt Ms. 

Mott's techniques might be more of what I was looking for. 

Elizabeth is a talented photographer and undergraduate student at Texas Tech 

University. She specializes in using photography to comment or question social, racial, 

political, and economic conditions. I spoke with Elizabeth Mott and quite coincidentally 

she innmediately began talking of a project she had always wanted to create. This project 

centered on the idea of children as a commodity in American society. She wanted to 

use black-and-white photographs and the technique of photomontage, strategically laying 

one image over another, to create a comment on the overall image. Our conversation 

immediately moved to the possibility of creating a photographic exhibition as a lobby 

display for The Baby Dance (Mott). The process of the creation of this exhibition and its 

impact on the audience is discussed further in Chapter FV. 

The previous interviews generated multiple perspectives and an immense amount 

of information on the issues within The Baby Dance. Provided by members of the 

community, these perspectives gave me a broader understanding on not only the lives of 

the characters, their situations and challenges, but also the potential for this production to 

create a foram for the community to conmient on the production presented for them. 

After gathering the informatíon from these particular community members, I was then 

able to bring multíple perspectíves to both the productíon meetíngs and the rehearsal 

process. This allowed the technical team, the actors, and me a greater opportunity to 

create a more thorough productíon with three-dimensional characters and a more accurate 

portrayal of their situatíon. I was also able to begin the process of creatíng both a Talk-
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Back and photographic exhibition that could provide the community with further 

opportunitíes to reflect on and questíon the issues within the production. 

Through research and interviews with community members, which I wiU speak on 

later, I was able to explore the blatant social and economic differences between the 

couples. I was able, for example, to see the conversatíon on bottled water becomes a 

statement of economic differences between the two women: 

WANDA. You want something to drink? Al wiU be back 
with some sodas but if you're thirsty I could get 
you some water. 

RACHEL. Terrific.. .is it tap water? 
WANDA. Yes 
RACHEL. Oh. Do you have anything bottled? 
WANDA. No. But if you want I could get you some. 
RACHEL. No,that'saUright. 
WANDA. When Al comes back maybe I could send him 

out for some. 
RACHEL. No, nothat'saUright. But you might want to 

start getting some for yourself. 
WANDA. I always thought it was kind of a gyp to pay for 

water when you could get it free. 
RACHEL. Oh no, not al all. Bottíed water is much better 

for you. 
WANDA. Oh. WeU, that's interesting. FU haveto teU AI. 

(13) 

As you will see in Chapter IV, gathering this lengthy amount of preliminary research was 

effectíve in both the productíon and rehearsal process, as its utílizatíon aided in the 

development of a more thorough setting and complete creation of characters. 

After the play selection conmiittee chose the script, The Baby Dance became 

known as the "adoption" play. And once more, it was the play about the adoption that 

"didn't work." Referred to as such by both student and faculty, this play was 

immediately categorized into one very simple statement. It is my contention, however, 
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that this is not only a play about adoption. With the information gathered through 

numerous interviews and research, I was able to conclude that The Baby Dance was traly 

about those things that force people into painful situations and choices. The play was 

about how race, economics, and social customs divide people. It became my goal as the 

director to unveil these issues and convey them both to and with the help of the 

community. 
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CHAPTER IV 

THE MPACT OF PRELMINARY RESEARCH 

ON THE PRODUCTION AND REHEARS AL PROCESS 

Having the preliminary interviews and research complete prior to the first 

production meeting and rehearsal allowed me the opportunity to extend the perspectives 

of the community members to the production team and the actors. In bringing this 

information to the production and rehearsal process, the perspectives of the community 

members had a direct impact on the designers and the actor's creative processes. 

Elizabeth Mott also used these perspectives in the creation of her photographic 

exhibition, and they guided me in developing a Talk-Back for the production. 

Because the preliminary interviews and research yielded such a wealth of notes, 

images, statistics, poetry, letters, and articles that pertained to the topics within The Baby 

Dance, I knew I would have to pare down the material and combine it in such a way that 

it could be effectively employed by the artists involved in this production. To do this, I 

used a technique, coined by director Anne Bogart, called Source-work. Co-founder and 

currentiy the artistic director of the Saratoga Intemational Theatre Institute, Bogart is an 

Obie Award winning director whose actor-oriented approach to theatre focuses on the 

creation of images through the movement of the actor's body. She uses Source-work to 

emotionally and intellectually explore the topics within the text long before rehearsals 

begin (Landau 17). Bogart does this through a period of brainstoraiing activities that 

may entail exercises, activities, improvisation, research, and discussions with the actors 
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conceming the development of the worid of the play and of their characters. This may 

sound like the traditional table work process, but the difference between table work and 

Sourcework lies in Sourcework's ability to take conscious work and make it explicitiy 

active in the rehearsal and production process. This Chapter discusses how Sourcework 

has a direct impact on the choices made in the rehearsal and production process. 

Because many of the actors within The Baby Dance were also in previous 

productions, I knew that we would not have time to gather for discussion or exercises 

prior to the beginning of rehearsal. Therefore, I chose to create packets of information 

and distribute them to the actors at different points throughout the month prior to 

rehearsal. These packets contained a wide range of items including: notes compiled from 

my interviews, statistics of children living in poverty in Lubbock county, adoption laws, 

articles on the pros and cons of adoption, newspaper clippings, photos, images and poetry 

that I felt pertained to the production. When I created these packets, I realized that the 

information within them could also be useful for the design team. Therefore, it was 

through these packets of carefully compiled information that I chose to bring the 

preliminary research to both the production and the rehearsal process. The following 

explores the impact that this Source-work had on the artists' creative processes. 

Sourcework and the Production Team 

This preliminary research had a direct impact on my conmiunication with the 

production team. I felt that there was an increased effectiveness in my communication 

with the production team as I was able to go into the first production meeting with a 
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thorough understanding of the issues within the script and solid decisions on the concepts 

that I wanted the team to focus on. For example, through the preliminary research, I 

deterrmned that the script was often stereotypical in its portrayal of poverty and wealth. I 

felt that through the characters of Wanda and AI, the playwright had created an 

inaccurate and dangerous correlation between poverty, a lack of education, and parental 

irresponsibility. In the characters of Richard and Rachel, on the other hand, I felt the 

playwright created an inaccurate correlatíon between wealth, greed and bigotry. Because 

I was able to gather the multíple perspectíves of the community members prior to the 

rehearsal and productíon process, I was able to look at this script with a critícal eye and 

determine a need to humanize all of these characters by revealing the multiple 

dimensions of joy, pain, loss, and hope within all of them. In doing so I was able to work 

against the two dimensionality of the characters and so help the actors to create a more 

thorough, three-dimensional characters. Because I was able to come into the production 

process with a in-depth understanding of the script and clear decisions on concept, the 

production team and I were able to come to an understanding of the underlying themes 

that we wanted to focus on: the strain on relatíonships and the difficult decisions people 

are forced to make due to social, economic, and politícal differences. 

Though the economic differences between the characters are very important 

within the productíon, I asked the productíon team to focus on the effect of such 

differences on human relatíonships, rather than on the differences themselves. The effect 

was a scenic, property, and costume design that suggested the economic conditíon of the 

characters, while straying from the stereotype. Act I takes place in Wanda and AI's 
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trailer home. Though the style and wear of the fumiture and the lack of appliances 

suggested an economic status relatíve to the poverty of the couple, the designers gave the 

trailer the warmth of a loving home through multíple family pictures, warm blankets, and 

a tidy appearance. 

In the area of costume design, Anderson's note on character asks for Al to "look 

like a refugee from a country-westem band" (Anderson). Instead of going with a 

stereotypical costume of cowboy boots and dirty jeans, the costume designer humanized 

the character by using wom but cared for work boots and a neatly pressed, though oil 

stained, work shirt. The costume design for the Act I appearance of Rachel and the Act n 

appearance of Richard gave a more stylish look to the characters, delineating the 

economic differences between the two couples. However, in Act H, Rachel and Richard 

enter the hospital room with a soft pastel stuffed bunny and baby blanket, and Richard 

appears with a loosened tíe and rolled up sleeves. This designer's choice of props and 

costume added a softness and warmth to the two characters. 

The preliminary research had a direct impact on solidifying my own perspectíves 

on the script and allowing for effectíve communicatíon between the productíon team and 

myself. It also had a direct impact on the team's own creatíve process as it offered a 

foundation from which they could step away from the strict realm of realism in their 

designs. Because the events and the emotions within this script are so incredibly painful, 

heightened, and concentrated, I believed that this script had the potential to be presented 

outside of the convention of reaUsm. I also believed that the technical elements could 

support the emotional relationships between the characters by straying from realistic 
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convention. However, I didn't want the production to extend into the convention of 

Expressionism for fear it would put too much focus on the technical elements, rather than 

the relationships between the characters. Therefore, I chose to use the term 

hnpressionism to describe to the designers what I saw as an hyper-realistic feeling of 

heightened and concentrated emotion within the script. 

Working with the images, poetry, notes, letters, and articles within the packet of 

source work, the production team was able to create a set and light design that strayed 

slightly from realism and heightened the emotional relationship between the characters. 

The result was an Act I set that gave the hint of a child's crib. As I stated before, Act I is 

set in Wanda and AI's trailer home. The designers created a very realistic main living 

room of the trailer home and placed it evenly in the center of the thrast stage, even with 

the stages proscenium walls. Leading both stage right and stage left to the wings, 

however, were the "walls" of the trailer made of slats that suggested the bars of a child's 

crib. These draped slats gave the impression of both wallpaper, and baby blanket. From 

one perspective, the room is merely a living room with walled with strips of wood 

paneling. From another perspective, the room is the center of a baby cradle; asking the 

audience to keep the Ufe of the child carefuUy in mind. Functioning through out the play, 

these blanketed walls maintained the Impressionistic design concept as they heightened 

the emotional levels found in the script, but didn't stray into the concept of 

Expressionism. 

The lighting designer worked to heighten the emotional relationships between the 

characters by creating a color pallet that would reflect the emotions of each moment. She 
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also worked with throwing light between the slats of the walls so that the audience could 

see Wanda's reactions even though she had stepped out of the main room. An example 

can be found in the Act I, scene ii when Wanda steps out of the room. Though she is not 

on stage with Rachel and AI, she can stíll see and respond to their tense discussion of 

race. The result was a lightíng design that seemed to grow warmer as the conversatíons 

between the characters grew closer and closer to arguments, and cooler as they retum to 

less volatíle discussions. The effect of this design choice took the scenes out of the realm 

of strict realism and gave visual support to the intense emotíons of the characters. 

As the productíon team and I reflected on the informatíon within the Source-

work, we began to talk about the conflictíng emotíons that each of the characters 

experience. Due to the Source-work, we knew the difficult social and economic 

pressures that both couples were dealing with, and so we determined that both couples 

must feel overwhelmed or swept up in the intense emotíons of the situatíon. We wanted 

to represent this feeling of being out of control through the technical elements in some 

way. With this in mind, I chose to bypass the scripted intermission between Acts I and n 

and insert a transition that would not allow the audience respite from the emotion of the 

situation, but would also guide the audience through the passage of time between the acts. 

I also wanted this transition to introduce Richard and Ron, who are not introduced in Act 

I, and give a bit of a perspective on the conflicting emotions that each character might 

have been feeling as they were carried through this passage of time. 

Guided by an understanding of the emotíonal state of the characters, as 

determined from the Source-work, the production team chose to enhance this transition 
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by allowing the set change to happen in full view of the audience and in a span of thirty 

seconds. With the change of lights at the end of Act I, the main wall of the trailer home 

slid back to reveal the main wall of the Act n settíng of the hospital room. This main 

wall had an opening through which the deck crew could move on and off the stage and 

change out the set. While the deck crew began their changeover, the characters remained 

on stage, or entered the stage and took a moment to physicalize their relatíonship to each 

other, or their emotional state at the time. For example, Richard and Ron entered the 

stage from opposite directions and inmiediately created a business like relationship by 

shaking hands and looking at various documents. Richard then tumed and embraced 

Rachel who is already on the stage. Al entered the stage with a small packed suitcase and 

reluctantly checked his watch. Wanda, however, was approached by two nurses, who 

wrapped her in a hospital gown and wheeled her off stage in a wheel chair. AII 

characters then exited the stage, and the set pieces were in place as the lights rose for Act 

n. 

Because of the previously gathered community perspectives on the issues within 

the script, the production team and I were able to create a common understanding of the 

important themes within the production, and determine an effective and creative way to 

conmtnunicate those themes. 

Source-work and the Rehearsal Process 

Like the production team, the actors received a packet of source work that I hoped 

would enable them to emotionally and intellectually connect with the issues within the 
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script. However, instead of obtaining all of the information at one time, I spaced out the 

information over a period of a month before the rehearsal process began. I also 

personalized each packet according to the character that each actor was playing. 

Sometimes I would ask them to respond to a series of questions, articles or images via e-

mail. For example, I wanted Robin Grimes, the actress playing Wanda, to begin to 

consider the emotional straggle within Wanda over the issues of whether or not to 

relinquish the rights to her child. Knowing that Mrs. Grimes is a mother herself, I asked 

how much it would take for her to relinquish the rights to her own children. I asked 

Chuck Clay, the actor playing Al, to respond to a few images that spoke to the role of the 

father in the parenting process. I wanted Justin Cypert, playing Ron, to begin thinking of 

his role as the lawyer in this process; so, I included a few particularly scathing notes from 

my interviews indicting lawyers in a private adoption as "baby brokers" as well as an 

article supporting the role of lawyers providing a means for orphaned children to have a 

home. 

From the very first read through of the script, I could see the effects of the 

Source-work on the actor's developing an intellectual and emotional connection with the 

characters. As I wanted to gather from the actors an initial response to the Source-work 

as well as discuss their private readings of the script, I asked them to bring to the first 

read through an object that they feU reflected, symbolized, or pertained to their characters 

in some manner. The objects that they brought in were both surprising and touching, and 

each object reflected their understanding of their characters from the information 

provided by the Source-work. Robin Grimes, the mother of two, playing Wanda brought 
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with her a tom and tattered blanket that belongs to her own children. She explained that 

the blanket is the most favorite of both her children and though it is wom, tom, and faded 

with years of love, and spotted with peanut butter and jelly, its visual worth did not 

reflect the value that she and her children placed on that blanket. She felt it was the 

representation of Wanda and perhaps Wanda and AI as parents. She felt that though tom 

and tattered themselves, they still loved their children. 

Radhica Ganapathy, the Ph.D student playing Rachel, brought with her her 

mother's scarf. It was made of thick warm material and was quite large, so large in fact 

that it resembled more of a blanket than a scarf. Radhica explained that she felt that this 

scarf represented a mother's need for a child. The scarf represented the warmth that 

should be in a home, and the comfort that parents owe to their children. 

Chuck Clay, the senior theater major playing AI, surprised me by clomping a pair 

of dirty and wom work boots onto the table. He explained that they represented AI's 

belief that hard work will keep the family together. He went on to say that they also 

represented AI's disappointment in the realization that hours of physical labor don't 

always provide enough money to keep a family together. 

Justin Cypert, the sophomore actor playing the lawyer Ron, provided the most 

surprising object. He brought in a large city Yield sign. I didn't ask where or how he 

obtained it; however, he believed that it was his role as the lawyer to provide as many 

careful and planned opportunities to biological and adoptive parents as possible. 

Bringing these objects, as well as the information within the Source-work, 

continued to aid the actors in the rehearsal process. The preliminary interviews, 
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combined with images, poetry, articles and the actor's own objects served both to keep 

the actors from a stereotypical representation of their characters and to provide a 

springboard for the creation of more thoroughly developed three dimensional characters. 

Hoping to continue the straggle against the two-dimensionality of the characters, I 

asked the actors to incorporate the Source-work to develop a secret that would help to 

clarify some unanswered questíon and develop their characters' background so that they 

might develop a more thorough character. The actors would only reveal their secret to 

me for the duration of the rehearsal process as well as the ran of the show. They would 

reveal their secret to each other on the final night before the final performance. 

In creating these secrets the actors were influenced by the Source-work as well as 

their responses to the objects that each brought to the first read through. The secrets that 

they created were also a tremendous influence on the creation of their characters. One of 

the biggest questions that the entire cast had was why Richard was, at one time, so 

excited to have a child but so very quickly changed his mind. Austin Sandford, playing 

Richard, understood from the Source-work that parents of a child with developmental 

delays gained very littie govemment support and stmggled throughout the rest of their 

lives to maintain a sort of normalcy in a society which does not give a lot of social 

support to those people deemed "abnormal." He took this informatíon and created the 

secret that Richard had a brother who was developmentally delayed in some manner and 

that Richard remembered the anguish that this caused his family. 

Radhica Ganapathy, playing Rachel, could not understand Rachel's extreme 

desperatíon for a child, even a child who might have developmental delays. From the 
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Source-work, and more specifically from the personal interviews I shared with her, she 

was able to gain insight into a mother's need for a child, and society's pressures on 

women to be mothers. She also explored the reasons why parents enter into the adoption 

process. She developed the secret that Richard was unable to have a child and that 

somehow this inability created a level of guilt within her that heightened her need. 

Robin Grimes, playing Wanda, developed probably the most shocking but 

informative secret. As Mrs. Grimes is herself a mother of two, she couldn't personally 

grasp why a mother would ever relinquish the rights to her child. Her frastration was 

coupled with the fact that the script seemed to imply that Wanda desperately wanted 

Rachel to have the child. In order to more thoroughly develop her character and justify 

Wanda' s actions, Mrs. Grimes had to clarify this contradiction. Mrs. Grimes eventually 

did this through developing the secret that the child was not AI's. For Ms. Grimes, this 

answered her question about why Wanda was so adamant about relinquishing the rights 

to the baby. 

The actors' incorporation of the Source-work into the creation of their character 

allowed them to create a level of subtext that justified their characters' actions and 

answered questions as to their characters' motives. It created an underlying level of 

tension that, though not fully explained to the audience was felt and seen in the 

relationships between the characters. 

The preliminary research combined and filtered through the use of the Source-

work packet allowed the actors and me to more thoroughly understand the issues and 

characters in terms of the script. However, I also wanted this preliminary research to 
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have a direct impact on the actors' choice of movement in the creation of their characters. 

To do this, I chose to use a very actor-oriented rehearsal technique bortowed from 

Rudolph Laban. Bom in the Astro-Hungarian Empire, this director, educator, dancer and 

choreographer spent his life in the study of the body's kenisphere, or the immediate space 

around the body, and Eukinetics or the study of effort (Hodgson 29). He proposed that 

motion could be broken down into four elements: time, space, weight and flow. Even 

further, time could be broken into sudden or sustained time, space could be broken into 

bound or free space, weight could be broken into light or heavy weight, and finally flow 

could be broken into direct or indirect flow. Laban believed that by combining elements 

of the four basic categories, the human body could create any shape or motion (Hodgson 

182-186). 

I wanted the actors to explore the dimensions of their characters' movement as 

Well as emotion. Therefore, I asked the actors to integrate the information provided from 

the preliminary research to explore their characters' movement through combining the 

four motion categories. For example: from the preliminary research, Chuck Clay had a 

greater perspective on AI's pain, shame, and a softer, more vulnerable, emotional side in 

order to combat the stereotypical hard, cold and unemotional elements indicated in the 

script. So, I urged him to explore a lighter weight, an indirect flow, and a more bound 

use of space. Though this combinatíon of categories didn't work throughout the entire 

script, the emergence of this combinatíon allowed Mr. Clay to reveal AI's sorrow, 

humiliatíon, and reluctance in relinquishing the rights to his child. 
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Robin Grimes, playing Wanda, wanted to explore her character's sense of 

emotional strength, as she felt the script lends itself to a portrayal of Wanda as an 

emotionally weak person. From the preliminary research, Mrs. Grimes inferred that her 

character must have a great amount of emotional strength to survive and raise a family 

under such economic strains. To explore and reveal this strength in her character, I urged 

Mrs. Grimes to work with a direct flow and a sudden use of time. As with Mr. Clay, Mrs. 

Grimes found that this combination wasn't appropriate for every moment in the 

production but realized that there were times when this combination was useful in 

revealing Wanda's inner strength, despite such a desperate economic situation. 

Justin Cypert, playing Ron, wanted to work against the stereotype of the "fast 

talking and greedy" lawyer and instead reveal the warmth and sincerity he saw in the 

character. From a few of the articles in the Source-work, Mr. Cypert had found accounts 

praising lawyers for finding homes for orphaned children, and as he explained, he wanted 

to portray Ron as a person who wanted to provide a lot of options for this difficult 

situation. To create this level of honesty and sincerity, Mr. Cypert chose to work with 

light weight and an indirect flow. I believe this choice allowed Mr. Cypert to create a 

character with just as many conflicting emotions as the other characters. He had created 

a character who seemed to act as if he believed he was doing a just and honorable action 

by helping the adoption process take place. 

It was interesting to see the deptíi of intellect and emotion that the actors were 

able to find in the characters. I believe that the extent of information aided the actors' 

process of character development. 
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Source-work and the Photographic Exhihitinn 

After Elizabeth Mott had agreed to create a lobby display, and before our first 

meeting, I gave Ms. Mott the same Source-work information that I had given the 

designers and the actors. I also provided her with a copy of The Baby Dance. After she 

had digested this information, we were able to discuss both the superficial and the deeper 

issues within the show. We both agreed that we wanted the exhibit to fight against the 

script's stereotypes. We didn't want to portray the poor as irresponsible parents nor the 

rich as self-serving. Instead, we wanted to focus on the straggles and pain of both 

couples in their relationship with this child. We also wanted to draw attention to the 

child as she (the actors decided that the child was a girl and that her name was Zoey) was 

the only character who could not speak for or defend herself. We also wanted to bring to 

the audience images representative of much of the information that I had gathered in my 

preliminary work and combined within the source work. To do all of this, Ms. Mott 

decided to use black-and-white photography and a technique called photomontage. 

A photomontage consists of a series of photographic images that are cut and 

strategically placed into a final image. They are collaged together to form an overall 

image that is then re-photographed so that all parts of the image are seamless. Mott also 

uses three-dimensional objects in the re-photographing step to "create a surreal, spatially 

complex image" (Mott). For example, to create an image tíiat explores the joys of 

parenthood, paired with the insecurity of those months before the adoption process is 

complete, Mott created a photomontage that contained black and white photographs of 

the front porch of a typical house, baby booties, adult hands holding a child's hands, a 
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"Beware of Dog" sign, a gate, a pregnant mother's belly, and finally, wire. She chose 

these images as she felt they were visual representations of the emotions found in the 

mformation of the Source-work. To add that "surreal and spatially complex" element to 

the entire image, she pinned a large diaper pin through the image of the booties, the belly 

and the child's hand. The plastic mould of a duck topped the diaper pin and added a 

startling juxtaposition that urged a shocking emotional response. This image, and many 

others lined the walls of the lab lobby and provided the audience with preliminary 

information about and emotional preparation for the performance that they were about to 

see. A copy of this image can be found in the appendix. 

Bringing this Preliminarv Information to the Conmmunitv 

I was very pleased with the extent to which the preHminary research enhanced the 

production and rehearsal process, as well as how it integrated into Elizabeth Mott's work 

with the photographic exhibition. However, I didn't want the information to end there, I 

wanted this information to be provided to the production's audience. I felt that by 

creating an open foram through the format of a Talk-Back, this preliminary information 

could also be brought directly to the audience, and the audience could then directiy 

respond to it. In creating this Talk-Back, I knew I wanted to provide the conmiunity with 

as broad a perspective as I was given in my preliminary research. I wanted to create an 

opportunity for community members who had a direct connection to the adoption 

process, or the use of art for social change, to comment on the issues within the 

productíon and on the use of the productíon as a tool for social change. I also wanted the 
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conu iunity to have an opportunity to questíon, to comment on the issues presented in the 

productíon, and to the use of theatre for social change. In organizing this Talk-Back, I 

decided that I wanted to create a panel of three community members with distínct tíes to 

the adoption process and to the use of art for social change. This panel of three would be 

given a few minutes to discuss their perspective on the social, racial, and economic issues 

within the production, as well as the adoption, and finally the use of this production as a 

tool for social change. To follow their conunents, I decided to open the conversation to 

the audience so that they might have an opportunity to comment on the issues within the 

production, or to question the panelists. To create this panel, I decided to retum to those 

people from whom I had gained my preliminary research. 

After a brief discussion, Dr. Margaret Elbow agreed to be a part of the panel and 

offer her perspectives on the various issues conceming the adoption process such as: 

govemmental support for both biological and perspective adoptive parents, local laws and 

policies, social implications in regards to relinquishing a child and the repercussions of a 

disrapted adoption. 

Starr Bray offered to be a part of the panel and to discuss the impact of a 

disrapted adoption on parents and marriage. Dr. Karen Keiffer-Boyd offered to discuss 

the potential impact of an artistic process on a community by discussing images from the 

production and their implications on possible preconceived notions, assumptions, and 

biases that might be found in the conmiunity. After their initial presentation of their 

perspectives, the audience was given an opportunity to question or conmient on the 

process as a whole. The topics and comments ranged from questions pertaining to the 
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adoption process, speculation on the effects of this disrapted adoption on the life of the 

child, and the great emotional impact of the production itself. 

Through the creation of the preliminary research and the incorporation of the 

Source-work in the creative process, I believe the production team, the actors, and I 

created a production that not only revealed the underiying issues within the text, but 

effectively conveyed them to the audience we played for. The preliminary research 

proved vital to the creative process for both the production team and the actors and 

provided a wealth of information that became the springboard for the photographic 

exhibition and the Talk-Back. By creating a production through the incorporation of the 

perspectives of community members, I believe we were able to provide the audience with 

a theatrical experience that was more than merely entertainment. I believe we offered the 

community the opportunity to reflect, question, and perhaps change their views on those 

issues that might directly impact their lives. As you will see in Chapter V, the production 

team, actors, were not only appreciative of the use of the preliminary research in their 

own creative processes, but recognized the impact of the photographic exhibition and the 

Talk-Back on the overall theatrical experience. 
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CHAPTER V 

REFLECTIONS ON THE PROCESS 

Initially, when I determined my original goal of connecting with a conununity 

through this production, I knew I wanted to create a way to determine at what length this 

venture was successful. Because my initial intent was to create a theatrical production 

with the aid of multiple perspectives, I felt that I should retum to gathering multiple 

perspectives in order to gain a more thorough understanding of the effectiveness of the 

preliminary research on the entire theatíical experience. 

To do this, I decided to create various response forms that were given to the 

production team, the actors, and the audience (see Appendix). Though the response 

forms altered due to the respondent's relatíonship with the productíon, through each 

response form I hoped to determine the effectiveness of the use of the preliminary 

research on the production and rehearsal process, measure my growth as a director, and 

determine the level of success in connectíng with the community through this production. 

Responses from the Production Team 

For the productíon team, I created a form that I feh dealt with the level of 

communicatíon between the productíon team and myself. They were asked to 

anonymously rank their responses one through five with five being absolute agreement 

and one being an opinion of "Not at AII." The categories of the response form for the 

production team ranged from topics conceming the level of risk I was willing to take as 
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the director and my receptiveness to new ideas. I also asked them to rank their level of 

personal satisfaction with the work and the effectiveness of the negotiation of interpretive 

differences within the production meetings. After ranking their opinions, they were then 

given the option to give a short response conceming whether or not there was something 

they would change in the production process and if there was one moment, element or 

compromise that they traly loved about the process. 

Their responses gave a wealth of insight into their perspectives on the process. I 

regret having not asked a direct question about the effectiveness of the preliminary 

research, but I believe that there are a few responses that allude to the effectiveness of 

such a wide range of information on their creative processes. One designer responded, 

"overall Janeve challenged me to discover extremes in the play and opened many doors 

in the design process." Another responded, "all team members' ideas were talked about 

and considered. There were very open meetings and great team work" (Anonymous 

Response Form). I believe the vast amount of information that I was able to bring to the 

production meeting allowed the designers to "open" those creative doors that perhaps 

they might not have seen before. 

Not only did the production team seem to recognize the impact of the preliminary 

research on their own work, they also saw its impact on mine. One designer felt that I 

"seemed to have no problem realizing what [1] saw in [my] mind" (Anonymous Response 

Form). Speaking personally, the solid foundation that this designer saw was entirely due 

to the amount of research that I did prior to the production. Without this preliminary 

information, I don't believe I would have had such a solid grasp on the concepts within 
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the script, nor would I have been able to communicate them to the production team or the 

actors. 

The general response of the production team was that the level of communication 

between the team and myself was very high; there was no response of "sometimes" or 

"not at all" to the questions. This iUuminated my relationship with the technical team and 

my level of conmiunication with them. I believe the preliminary research opened more 

doors for the creative process and helped to solidify my choices prior to the production 

meeting so that I might be clearer in my communication with the production team. 

Unfortunately, I did not receive a response from every designer; however, I believe this is 

due to the hectic schedule and pressure that the designers are under as they move quickly 

from one show to the next. I was happy to see that all designers that responded felt that I 

was comfortable in taking risks in the process, that I had a firm grasp on the concept that 

I wanted to work with, and that I was open to new ideas. Though I also had high marks 

in this area, I feel an area of personal growth is found in my negotiation of interpretive 

differences in the production meeting process. 

Responses from the Actors 

For the actors, I decided to modify the production team's response form to direct 

it towards our work during the rehearsal process. I wanted to determine the effectiveness 

of the prehminary research in shaping their choices as actors. I also wanted to explore 

the effectiveness of the actor-oriented techniques on the rehearsal process. As with the 

production team, I asked the actors to rank their opinions from one to five, with five 
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being a response of absolute agreement and one being the opinion of "Not at all." Their 

categories ranged from their interest in the actor-oriented movement technique, the 

accessibility of the technique, the application of the preliminary research with the 

technique in the creation of their characters, their comfort in risk taking, and their 

perception of the director's comfort in risk taking. 

Unfortunately, I did not receive responses from all of the actors, but like the 

designers, they are under the pressures of a busy schedule and most likely forgot. 

However, I gained a lot of insight from the responses that I did receive. Those that did 

respond did so positively to the use of the actor-oriented movement techniques. They 

absolutely agreed in the choice to use the technique and were able to see a direct 

application of the technique to the creation of their character. One actor responded that 

the movement technique "made [herj live and move and breathe the moment" while 

another actor appreciated the clear choices the technique provided to the actor, balanced 

with the actor's ability to "find it in our own way" (Anonymous Response Form). 

AII of the responses from the production team and the actors were very useful in 

determining the degree of application and effectiveness of the preliminary research on the 

creative process. I was able to see just how vital the research was to the creation of a 

complete world and multi-layered characters. The only weakness that both tiie designers 

and the actors noted in the entire production and rehearsal process was the need for more 

rehearsal and design time; they all felt pressured into some of their decisions due to the 

very limited amount of time we had to complete the project. However, many responses 
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gave credit to the preliminary research for providing ample amounts of information and 

quickly inrniersing them into the worid of the play. 

Audience Response 

Some of the most interesting and insightful responses came from the audience. I 

wanted to gather their responses to the process in two different ways. First, I wanted to 

gather responses from professors and colleagues that chose to visit a rehearsal. And 

secondly, I wanted to gather responses from those audience members who chose to attend 

both a performance and the Talk-Back. I wanted to do this to discover the extent that the 

preliminary research had on the communication those important issues within the script. 

I also wanted to determine the effectiveness of the combination of the production, 

photographic exhibition, Talk-Back and open foram in connecting with the community 

through this production. 

To do this, I created a separate form for those who chose to attend a rehearsal and 

for those who saw a performance and the Talk-Back. For those who chose to attend a 

rehearsal, I again asked the audience to rank their opinions one through five with five 

being an opinion of absolute agreement to the statement and one being an opinion of "not 

at all" in response to the statement (Anonymous Response Form). The topics of the 

categories ranged from their perceptions on whether or not the actors were able to use the 

movement techniques, whether the techniques offered the actor a wide range of choices, 

the level of comfort that they saw in the actors, and whether or not they saw the 
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techniques' ability to be utilized in the production process. Finally, I asked them to give 

a response that included their perception of the pros and cons of the rehearsal process. 

I received many responses to the rehearsal process, and each response gave me a 

greater insight into the effectiveness of both the preliminary research and the actor-

oriented techniques on the creation of the characters. Each response gave very high 

marks to the validity and application of the movement techniques to both the rehearsal 

and production processes. Many respondents mentioned that the movement techniques 

urged the actors to think at all times, not allowing them to become lax and stagnate in old 

choices. One respondent mentioned that the use of the movement techniques heightened 

the level of conmiunication between the director and the actors to the extent that they 

"seemed to have their own language" (Anonymous Response Form). One audience 

member was amazed that the actors had become incredibly emotionally focused on the 

depth of the character and the story in such a short amount of time. 

For those audience members that saw both a performance of The Baby Dance and 

the Talk-Back, I created a form that had four questions to which they could respond. The 

first concemed those elements that they enjoyed most about the Talk-Back process. The 

second asked them to respond to how the Talk-Back added to their theatre-going 

experience. The third asked what changes they would suggest to make the Talk-Back 

more accessible to the audience. Finally, I asked whetiier or not they would attend future 

Talk-Backs if the Texas Tech University Theatí-e offered them. Their responses were 

wonderful and very supportive of the use of the Talk-Back process in bringing the issues 

within a production to the wider community. 
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Many people appreciated the Talk-Back's ability to offer multiple perspectives on 

topics as well as their increased awareness about the topics gained from the responses 

from the community experts. They also enjoyed the ability to "express an opinion 

without the fear of being judged" (Anonymous Response Form). Many people valued the 

focus placed on the topics within the production and the effort in communicating those 

opinions to the audience. They especially liked hearing the perspectíves from multíple 

disciplines and their ability to perceive topics and events that perhaps they might have 

missed. One respondent noted the value of having the connmunity experts comment on 

the issues within and surrounding the production as it impacts her own life. "As the 

counselor expressed, our life experiences are touched by others. The experience of the 

production is enhanced by the opportunity to experience it again through fellow human 

beings" (Anonymous Response Form). 

I was pleased to find that not only did we bring the information to the conununity, 

we did offer the possibility for social change through this productíon. Some audience 

members talked about the ability to express their opinions and yet "change your opinion 

when you hear other people's" opinions (Anonymous Response Form). One audience 

member noted that the Talk-Back experience "confirmed my belief that the audience is 

capable of varied and intelligent responses that reach levels of understanding and 

compassion that HoIIywood should listen to" (Anonymous Response Form). 

And finally, one audience member noted the value of the Talk-Back process in the 

creation of an overall theatrical experience. " I feel theatiical experiences are incomplete 

when there is no talk-back opportunity. I would strongly urge and request you to 
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implement talk-backs as a policy as they benefit those performing as well as the 

audience" (Anonymous Response Form). To the question of whether or not they would 

attend another Talk-Back, each respondent gave a resounding, "yes" (Anonymous 

Response Form). 

I felt the entire process was very effective in connecting with the community. 

Gathering the preliminary research brought me closer to the issues within the text so I 

could be more effective in my positíon as a director. The preliminary research allowed 

me to solidify my concepts within the productíon, more effectívely conununicate with the 

actors and the productíon team, and heightened my need to contínue to bring the issues to 

the conununity through the photographic exhibitíon and the Talk-Back. I believe the 

production and rehearsal process was heightened by the extensive amount of first hand 

information that I was able to bring to the process, and that the production team and the 

actors were able to take and utilize the preliminary information in their own creative 

processes. 

I am convinced that without the preliminary research and the communicatíon of 

such research, the process would have been hindered by tíme and the product would have 

suffered and lost its thorough and complete feel. In commenting on the entire theatrical 

process, I believe that the evening would have been incomplete without the photographic 

exhibition and Talk-Back. Both provided the community with multiple points of view 

and information that stenuned far beyond that within the production. I beheve this 

production provided the community with an opportunity to question and comment on 

those social, political and economic issues that determine our every day decisions. I 
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believe this production provided the theatre with the opportunity to become a vital aspect 

of the community, and to show the community that "at the end of a century of the most 

inhuman behavior, we need artists to help us understand our species, to sharpen our moral 

conscience, and to restore our frayed sense of community" (Devin). 
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To the participants and observers of 
The Baby Dance Talk-Back November 3,2001 

Making Art Vital 

What did you enjoy most about this Talk-Back? 

How did this Talk-Ba ck add to your theatre-going experience? 

If you would do something differentíy to make this Talk-Back more accessible, what 
would it be? 

Would you attend future Talk-Backs if TTUT offered them? 
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Rehearsal Evaluation Form 
Audience Response 

Absolutely 

Did the actors seem to be 
comfortable with the 
movement techniques? 

Did the movement techniques 
offer for the actor a wide 
range of choices? 

5 

5 

Pretty Good 

4 

4 

Ok 

3 

3 

Sometimes 

2 

2 

None 

1 

1 

Were the movement techniques 
too limiting? 

Did it seem as if the movement 
techniques could be incorporated 
into the actual production? 

Did the actors seem comfortable 
with other actors? 

Did the actors seem comfortable 
with the director? 

What was the one thing you really loved about the rehearsal process? 

What is one element that you would change about the rehearsal process? 

Other Comments -
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Director Evaluation Form - Technical Staff 
The Baby Dance 

Absolutely PrettyGood OK Sometimes 
The director was open and 5 4 3 2 
receptive to new ideas, 

The director had a firm vision 5 4 3 2 
of the production. 

The director felt comfortable 5 4 3 2 
taking risks. 

I am satisfied with my work 5 4 3 2 
throughout this experience. 

I am satisfied with how 5 4 3 2 
the director negotiated 
the interpretive difference within the 
production meetings. 

None 

What was the one element/moment/compromise etc. that you truly loved about this process. 

What is one thing that you would change about this process. 

Other Comments 

67 



Director Evaluation Form - Actors 
The Baby Dance 

Did you enjoy working 
with the movement techniques? 

Did the director make 
the movement techniques 
easily accessible to you? 

Did you feel that the movement 
techniques were applicable to the 
actual performance? 

Did you feel the movement 
techniques were too limiting? 

Did you feel the movement 
techniques were appropriate 
for this production? 

Did you fmd a level of 
comfort with the other actors? 

Absolutely 
5 

Pretty Good 
4 

Ok 
3 

Sometimes 
2 

None 
1 

Did you find a level of 
comfort with the director? 

Did you feel free to take risks? 

Did you feel that the 

5 

5 

5 

4 

4 

4 

3 

3 

3 

2 

2 

2 

1 

1 

1 
director was free to take risks? 

What is the one element, concept, idea etc. that you have loved in this process? 

What is the one element, concept, idea etc. that you would change? 

Other Comments -
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