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ABSTRACT 

This dissertation presents the script adaptation process developed and 

practiced by Adrian Hall as constituting a methodology and model for other 

playwrights. In his role of artistic director of Trinity Repertory Company and 

Dallas Theater Center, Hall adapted literary works for the stage throughout 

his career. The study begins with a current biography of Hall exploring the 

plays he authored while guiding Trinity Repertory Company and Dallas 

Theater Center in the role of artistic director, and surveys playwriting 

techniques by which Hall's methodology can be compared in three of his 

adaptations. The study of Hall's playwriting process, chronicled and 

corroborated by numerous personal interviews with Hall regarding his work, 

results in documentation of his style and identification of a playwriting 

adaptation model. 

This dissertation's three central chapters detail Hall's script 

development in three representative, but distinctly different, works for the 

stage: Feasting with Panthers. A Christmas Qe^rgj and All the King's Men. 

Although he developed these plays from different types of material—a 

compilation of sources, novella, and epic novel—and approached each play as 

a unique entity. Hall followed a similar pattern in each case study. Much of 

his success can be attributed to his passion for and his dedication to what he 
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terms "this ancient craft of the theatre." Hall has developed intuitively, from 

his intimate knowledge of the theatre, a distinct approach to drafting a script. 

Guidelines emerge from the study of his process of adapting material 

from novels or documentary sources into the dramatic form. Since most 

playwriting books only address writers endeavoring to create an original play 

and rarely even mention the adaptive process, the presentation of this model, 

derived from Hall's artistry, improves this deficiency in the playwriting field. 

The conclusion distills the findings from the three plays examined into a 

process to guide playwrights in adapting literary works into playscripts. 
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CHAPTER I 

INTRODUCTION 

Adrian Hall's ground-breaking adaptations of literary and documentary 

sources into theatre events earned him critical acclaim and helped establish 

Trinity Repertory Company as one of America's foremost regional theatres. 

Hall is well-known for his directorial skills and his innovative as well as 

controversial stagings of contemporary and classic drama. However, much of 

Hall's renown as a director stems from the distinctive performances he staged 

from his own original adaptations of literary works. This dissertation 

explores the dynamic process by which his adaptations evolved to define his 

methodology for stage adaptations. 

The problems in adapting non-dramatic sources for the stage are 

multitudinous. Although numerous playwrights utilize adaptation to create 

dramatic works, research shows no agreed-upon or documented method of 

adaptation for writers to follow. Playwrights throughout the ages have 

adapted theatre scripts from literary or documentary sources with varying 

degrees of success. Consequently, discovering and documenting a successful 

method of adaptation would allow other writers to utilize the method that 

Hall employed to adapt some of the world's great literature into dramatic 

works for the stage while avoiding pitfalls inherent in adaptation. 



Regardless of the scarcity of instruction for adaptation, it is an ancient 

playwriting technique. In Western culture, adapting stories from one literary 

medium into the complex, exacting medium of the stage dates from the 

Golden Age of Greek theatre in the fourth century B.C. Historians conclude 

from extant scripts that Greek playwrights such as Aeschylus, Sophocles, and 

Euripides fashioned drama from pre-existing myths and historical events 

germane to their culture. Although their process undoubtedly differed from 

later techniques, our Greek ancestors nonetheless set a precedent for future 

generations of playwrights to look to other literary forms for inspirational 

material. 

Shakespeare revised versions of antecedent plays and freely adapted 

stories from historical, mythological, and fictitious sources. In his book on 

the dramatic adaptations of fiction during the period of Shakespeare, Max 

Bluestone relates that "the playwrights who wrote plays between the opening 

of The Theatre in 1576 and the interdiction of 1642 adapted almost all their 

plays from sources [.. ] . And Shakespeare quietly affirms that for him and 

his fellows to write a play was often 'to sing a song that old was sung'" (9). 

Michael Fry, in his introduction to Adapting Classics, maintains that "in 

today's more source-aware climate. Othello would probably be billed as 'by 

Giraldi Cinthio, adapted for the stage by William Shakespeare,'" since 

Cinthio's Hecatommithi. the source of Othello, had been published forty 

years previously (ix). In Shakespeare's day, adaptations were not uncommon 



but rather were the usual practice. Fry concludes that "when a novel is 

adapted (and produced) affectionately and imaginatively by a writer who has 

equal regard for his or her source material as for the dramatic medium, the 

ensuing play often celebrates the theatrical spirit at its most resplendent" (xi). 

Many contemporary playwrights also make use of existing literature or 

docimientary sources to create their plays. Present-day dramatists such as 

Edward Albee, who adapted the novella The Ballad of the Sad Caf .̂ and 

Christopher Hampton, who adapted Les Liaisons Dangereuses from the novel 

of the same name, continue to find script material in existing literary works. 

In Albee's case, the adaptation met with mediocre reviews. On the other 

hand, Les Liaisons Dangereuses successfully played in professional 

productions both in London and New York from 1985 to 1987 before it was 

adapted into a film garnering equal success. 

In spite of the popularity of creating scripts from other mediums, few 

sources exist to guide the writer in the adaptation process. Literature can 

provide a plethora of rich material if playwrights are able to discover a viable 

method for transforming literary prose into the images and dialogue of 

drama. But where does the twenty-first century playwright turn to 

understand the artistry and craftsmanship of adaptation for the stage? 

Contemporary playwriting texts abound in libraries and bookstores, but few 

give guidance on the process of transforming prose fiction into drama. Each 



writer must approach adaptation through a trial and error process, with few 

pointers or ground rules warning of possible obstacles. 

The purpose of this dissertation is to advance one solution to this 

problem. Noted regional theatre artistic director Adrian Hall drew on this 

rich historical tradition of adaptation by using a method he developed 

through the years—a method that can provide guidance for other 

playwrights. Hall penned and produced a number of successful adaptations 

throughout his career. With no formal instruction available for the 

adaptation process. Hall used his knowledge of the theatre to develop a 

method for adapting non-dramatic works into theatre scripts. Hall began his 

career as an actor before becoming a director and eventually serving as artistic 

director of two regional theatres simultaneously. His knowledge of the craft 

of actors and directors, together with his active participation in the technical 

aspects of theatre, contributed to his success in fashioning plays. Developed 

over a lifetime in the theatre. Hall's process for creating plays will enlighten 

dramatists on the technique of adaptation. 

Adrian Hall's work as a playwright has rarely been recognized in this 

field. On the occasion of Hall's seventieth birthday, Robert Brustein, 

Professor of English at Harvard and founding director of the American 

Repertory Theatre, commented in the Trinity Repertory Company's 

published tribute to Hall that "it was Adrian's theater work with fiction 

writers that was probably his most memorable achievement—the way, for 



example, he coaxed plays out of Robert Penn Warren's poems and novels, 

including Brother to Dragons and his monumental All the King's Men" (30). 

Brustein is one of the few critics to recognize that Hall's major contribution to 

the American theatre may be his innovative adaptations of novels and 

biographical literature into dramatic works for the stage. 

Labeled "one of the trailblazers of the resident theater movement" by 

the Los Angeles Times. Hall is credited with a multi-faceted contribution to 

the American theatre as a director, artistic director, and founder of a 

successful regional theatre company. The focus of this study centers on 

Adrian Hall's playwriting process and therefore contributes to the resource 

material on playwriting by following Hall's process in three representative 

works. 

Before considering Hall's process. Chapter II surveys nine texts on 

playwriting techniques for the dual purpose of discovering references to 

adaptation methods currently available to playwrights and developing a 

model playwriting process for creating original works. This playwriting 

model will be utilized in analyzing and documenting Hall's process of 

adaptation. Chapter II's survey reviews the methodologies playwrights often 

employ when crafting an original work. Nearly all advocate that the novice 

playwright learn and follow established, traditional approaches or "rules" 

before deciding to break away with new structures. Using the playwriting 



model derived from the surveyed books as a reference. Chapters IV, V, and VI 

document Hall's technique of fashioning plays. 

To understand Hall's process, one must also be familiar with his 

development and evolution as a theatre artist. Chapter Ill's background study 

highlights Hall's career for the purpose of acquainting the reader with his 

accomplishments. Hall achieved in the realm of regional theatre a success 

few others have attained. In 1983, after almost twenty years as founder and 

artistic director of the Trinity Repertory Company in Providence, Rhode 

Island, Adrian Hall accepted the position of artistic director of the Dallas 

Theater Center. Remarkably, Hall retained his position at Trinity Repertory 

Company and, for six years, he guided two major regional theatres 

simultaneously—an unprecedented and still unequaled situation in regional 

theatre. The biographical survey of Hall's life furnishes insight into his 

character, into the foundation of his theatrical principles, and into his 

approach to life, which often affects his playwriting process. William A. 

Henry in stated in Time: "Within his profession. Hall is a revered, almost 

legendary figure, esteemed both for the brilliance of his productions and for 

his odds-defying, inspirational leadership, but to most of the theatergoing 

public he is unknown" (86). 

Chapters IV, V and VI document Hall's method of adaptation in three 

different works respectively. The rationale prompting the inclusion of these 

three particular works stems from the fact that Hall used distinctly different 



types of source materials in each of them. Chapter IV explores Feasting with 

Panthers, adapted by Hall in 1973 from many sources on Oscar Wilde—both 

fictional and historical. Hall created Feasting with Panthers by synthesizing 

Wilde's own writing with works others have written about Wilde. Chapter 

V examines Hall's version of Charles Dickens's A Christmas Carol. This 1977 

adaptation exemplifies the process he used to adapt a universally known 

short novella into a dramatic playscript. Chapter VI considers All the King's 

Men, adapted by Hall in 1986 from Robert Penn Warren's Pulitzer Prize-

winning, epic novel of the same name. 

These analyses lead to Chapter VII, which presents a methodology that 

may be used by playwrights in adapting a non-dramatic work for the stage. 

This model, developed from the study of Hall's process detailed in Chapters 

rV, V, and VI, is supported by this author's extensive interviews with Hall. It 

is the function of this study to document that process, present Hall's 

methodology for adaptation and, therefore, to contribute to the art of 

playwriting. 



CHAPTER II 

SURVEY OF PLAYWRITING METHODS 

In The Playwright's Process. Buzz McLaughlin observes that 

playwriting is "too complicated and multilayered a project to attempt without 

careful planning and the drawing up of a structural blueprint" (118). 

Playwrights often emphasize that the "wright" in playwright indicates a 

skilled craft that requires apprenticeship and careful working techniques. 

Practitioners present various methods of structuring a script in a myriad of 

playwriting books. Although individual approaches may vary, most authors 

of playwriting texts share several steps in their proposed structural 

framework. It must be noted that some writers deny the need for formal steps 

and approach playwriting in a less systematized way. Nevertheless, for those 

authors who advocate a formal approach to playwriting, their methods may 

differ in the exact number and order of steps, but are similar in the broad 

outline. 

This survey of playwriting methods for creating an original script 

renders a model to stand as a foil for Adrian Hall's adaptive methodology. It 

also endeavors to compile the few available comments on the process of 

adaptation. The survey establishes that Adrian Hall's method of adaptation is 

both unique and useful for playwrights and it provides a model to compare 

and contrast Hall's method. 

8 



Sam Smilev's Playwriting Model 

Sam Smiley, in Playwriting: The Structure of Action, furnishes an 

organized, highly structured procedure for constructing an original dramatic 

script. In addition, his comprehensive framework encompasses most of the 

playwriting techniques advocated by others. Smiley suggests that writers use 

his chronological, fourteen-step process as it suits their needs. Since he firmly 

believes that each author will alter the steps slightly with each new work, his 

method is moderately flexible as well as comprehensive. Of the following 

fourteen steps. Smiley believes that the first twelve are "most necessary for 

bringing a drama into being" (20). The final two steps concern post-

production work. 

Step One—Creative Compulsion 

Smiley identifies his first step in the process as an inner feeling—a 

"rising creative compulsion" that can be compared to rich soil ready for 

planting (21). According to Smiley, playwrights become aware of a desire to 

create and are internally ready to create. 

Step Two—Germinal Idea 

Next Smiley discusses the "germinal idea" stage (21). Once playwrights 

become cognizant of the compulsion. Smiley suggests they should take notice 

of their ideas for a play. These ideas or seeds contain the promise for a 

stageworthy drama. The best germinal ideas interest the playwright, contain 
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potential for the dramatic, and are capable of intensifying the artisf s and the 

audience's lives. 

These incipient ideas are unique to each playwright. Since most 

germinal ideas originate from a writer's own personal experiences, they 

naturally carry with them strong emotions with the capacity to communicate 

to an audience. Having decided upon a potentially dramatic idea, the 

playwright proceeds to the next step. 

Step Three—The Collection 

This step develops the germinal idea. Smiley suggests that writers 

might collect photographs, fabric swatches or other tangible items, bits of 

dialogue, or books on the subject. One might have masses of notes or keep a 

journal in which to record character sketches, character relationships, possible 

titles, locale descriptions, formal research, and thoughts. Some of these items 

might be put aside in later stages; however, many may be incorporated into 

the play, or might become a catalyst for another, better idea. 

Step Four—Rough Scenario 

Smiley labels the fourth step the "rough scenario." In this phase of the 

process, the playwright organizes the notes in what Smiley terms a "viable 

format" (25). The rough scenario includes: (1) working title; (2) action 

statement describing the activity of the characters; (3) form (tragedy, comedy, 

or melodrama) and its basic structure; (4) circumstances of time and place; (5) 
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subject; (6) characters with descriptions and relationships; (7) conflict or the 

forces and obstacles involved; (8) story or sequential list of happenings; (9) 

thought, themes or central issues; (10) dialogue style; and (11) schedule or 

plan for writing. Smiley further states that the rough scenario should be 

composed and written on paper rather than retained mentally. 

Step" Five—Scenario 

This long, disciplined stage further formalizes the writing process. 

Smiley believes this step is "crucial to the writing of the dialogue" and that 

writers must construct the scenario on paper (26). This scenario should 

contain: (1) title; (2) circumstances or a statement of time and place as they 

will appear in the script; (3) specific, detailed descriptions of every character; 

(4) narrative of the play scene-by-scene, which comes from the story and 

conflict of the rough scenario; and (5) a detailed beat-by-beat working outline. 

Smiley is of the opinion that a scenario reveals possible problems such as 

characters who have vague super-objectives, characters who may be 

indistinguishable from one another, or scenes with weak action. This 

preparation requires patience and discipline, but Smiley assures that it could 

save months of rewrites. 

Stpp Six—First Drafl 

Smiley describes the draft process as the total wording of the play from 

the scenario into the dialogue and stage directions. While endorsing 
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composition of dialogue with freedom and imagination, he nonetheless 

warns the playwright to draft dialogue that adheres to the confines of the 

scenario's "planned action" (28). 

Step Seven—Revisions 

After setting the finished first draft of the script aside for a time. Smiley 

advises writers to re-read it objectively for revisions. He counsels the 

dramatist to revise the rough spots, make corrections in word choices, 

punctuation, spelling, and grammar. Smiley also recommends reading the 

entire dialogue of one character sequentially to check for consistency, 

development, and change. During the third reading of the script, the 

playwright should mark the beginning and end of the beats, which might be 

compared to paragraphs in prose writing. Writers should work alone on 

these revisions and be satisfied with them before sharing the script with 

others. According to Smiley, the playwright may profit, at this time, from 

comments of someone knowledgeable in playwriting. After further 

revisions, hearing a group of actors read the draft also benefits the writer. 

Smiley suggests that the playwright ignore negative as well as positive 

comments from the actors but observe whether or not the dialogue engaged 

the actors' emotions. At this stage in the process, the playwright's own 

reservations are more vaUd and consistent with his or her vision than 

comments from others. 
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Smiley offers that theatre companies may help playwrights develop 

plays by using improvisation. However, since each company works 

differently, he declines to speculate on this imaginative process, but says that 

a playwright may get an idea from listening to the actors or might use some of 

the improvisational dialogue. Some ensembles work with a "partially 

developed script and help expand it by having the actors explore the 

possibilities by joining their imaginations with those of the playwright and 

the director" (31). 

Step Eight—Final Draft 

Smiley proposes that no script is ever truly final, but that this stage 

really involves polishing the play wherein the playwright considers every 

word, phrase, clause, and punctuation mark. Nevertheless, he warns writers 

against changing any part of the script just for the sake of change. 

Step Nine—Submission 

After polishing the play. Smiley recommends submitting the play to 

twelve appropriate places, one after the other, until one accepts the script for 

production. If no one accepts it, revise and begin the submission process 

again. 

Since a play reaches fruition only when performed on stage. Smiley 

gives the following four steps for the production process. 
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Step Ten—Pre-rehearsal Work 

Prior to the rehearsal period, the playwright will enter into a contract. 

He or she should establish a working relationship with the director. Before 

rehearsals, the playwright should arrange to attend rehearsals as well as begin 

a production log. 

Step Eleven—Rehearsal Period 

During rehearsals, writers must be helpful without interfering with the 

company's work. They may work with the director to cut or re-write some 

sections and should listen in rehearsal for dialogue that fails to communicate. 

The playwright's responsibility at this point is to make adjustments to 

problem areas. 

Step Twelve—Performance 

Even during the performance stage, playwrights still work to make the 

script better. They should attend each performance with an eye to audience 

reaction and should make notes for possible further revisions. 

Step Thirteen—Post-Production Script Version 

This version of the script should include changes made during 

rehearsals, after performances, and during post-production conferences with 

the director and designers. Smiley believes that an experienced playwright 

will not consider his play completed until after this version. 
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Step Fourtp^n—^"^^^^^t^o^ 

Before soliciting or permitting publication. Smiley suggests playwrights 

see their work produced and "subsequently revised" (38). Once the script is 

submitted to a publisher, an editor may suggest changes. The revised script 

with its editor's marks and author revisions goes to a printer. The playwright 

should then correct any printer's errors on the galley proofs. 

Smiley's inclusive method embraces most playwriting steps advocated 

by other playwriting authors. He suggests that each writer must develop his 

or her own personal system when crafting a work and that they should make 

use of Smiley's "universalized process as it suits his [or her] fancy" (20). 

Nevertheless, Smiley insists that to dismiss any of the steps will 

detrimentally affect the writer's work. While other authors of playwriting 

books may include in their methods a majority of steps similar to Smiley's 

procedural steps, they nonetheless often rearrange and even combine them. 

Other Playwriting Procedures 

In addition to the techniques suggested by Sam Smiley, this survey 

explores the procedures of other writers who offer some variations to his 

basic model. Other texts surveyed include: (1) Louis Catron's Playwriting: 

Writing. Producing, and Selling Your Play; (2) Raymond Hull's How to Write 

a Play: (3) Robert Friedman's Playwright Power: A Concise How-to Book For 

the Dramatist: (4) Buzz McLaughlin's The Playwright's Process: Learning thp 
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Craft from Today's Leading Dramatists: (5) George Pierce Baker's Dramatic 

Technique: (6) John van Druten's Playwright at Work: (7) Laurence Langner's 

The Play's the Thing: and (8) Linda Seger's The Art of Adaptation: Turning 

Fact and Fiction into Film. 

Louis Catron's "Playwriting: Writing. Producing. 
and Selling Your Play" 

In Playwriting: Writing. Producing, and Selling Your Play, Louis 

Catron, like Smiley, advocates an organizational master plan and likens the 

playwright to an architect who must develop a blueprint. In addition to a 

process similar to the one Smiley sets forth, Catron suggests that writers draft 

a statement of personal beliefs or convictions about life that affects them most 

deeply. Catron labels this statement the writer's "credo" and counsels that 

this first step enables writers to tap into their own values and intense beliefs 

(31). The credo, according to Catron, guides playwrights as it gives meaning to 

their work. 

Catron also advocates a journal instead of notes scribbled on any 

available paper because he believes that producing a journal promotes a more 

organized method of maintaining communication with the playwright's 

inner self. He likens the journal to a "safe-deposit box, a receptacle for 

germinal ideas" which may eventually be shaped into a play (42). Catron 

counsels writers to keep this journal with them at all times to receive those 

ideas that might elude them if not captured on paper. He further 
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recommends that the journal be a loose-leaf notebook for easy insertion or 

removal of pages in tab-divided sections for ideas, themes, character 

descriptions, dialogue examples, newspaper or magazine articles, and self-

communication. 

Raymond Hull's "How to Write a Play" 

Like Smiley and Catron, Hull cautions writers to thoroughly master 

playwriting rules before breaking them. Hull stresses the importance of 

giving the play a succinct, descriptive tide that is easily pronounced. He also 

recommends that writers draw their set furniture on notecards and then use 

coins to represent characters. As the coins are shifted in this procedure, they 

reveal any character who remains on stage after concluding his or her 

business. 

Robert Friedman's "Playwright Power: A Concise 
How-to Book For the Dramatist" 

In Playwright Power. Robert Friedman expands Smiley's suggestion 

that writers might conduct preliminary research in the "Collection Step" by 

asserting that almost all plays require some research. Friedman does not 

recommend a scenario, but instead advises that writers begin with an outline 

of the play's opening sequence and then add conflict, complications, and a 

resolution. Friedman suggests that, at that point, writers insert this material 

into the scenes and acts before developing the characters. 
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In addition to Smiley's suggestions in the "Submission Step," 

Friedman counsels the playwright to locate a playwriting association that 

might workshop the play, or possibly to submit the script to theatres that 

produce works of similar subject matter. 

Buzz McLaughlin's "The Playwright^s Process: 
Learning the Craft from Today's Leading 
Dramatists" 

According to McLaughlin, writers should formulate their innermost 

feelings and write them on paper; this ultimately gives clear focus to the 

writer's vision. This "dramatic premise" or theme should be something in 

which writers believe passionately and desire to communicate to an audience 

(32). McLaughlin quotes Edward Albee as saying, "There's absolutely no 

reason to write—no reason to waste your own time as a writer, no reason to 

waste an audience's time—unless you're trying to change the world" (37). 

In addition to character descriptions, McLaughlin suggests developing 

characters' "backstory" In the backstory, the writer explores the characters' 

past, supplying them with detailed events rich with emotional significance. 

George Pierce Baker's "Dramatic Technique" 

George Pierce Baker wrote Dramatic Technique in 1919, but his method 

of teaching playwriting continues to be reflected in many modern texts. Like 

Smiley, Baker strongly advocates that the writer draft a scenario. Llowever, 

unlike Smiley, who cautions a writer to restrict the dialogue to the scenario 
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plan. Baker suggests that the scenario works best when it is "not fixed but 

thoroughly flexible" (462). 

Tohn van Druten's "Plavwright at Work" 

In his book, John van Druten differs most dramatically from the other 

writers surveyed. He avoids rules for playwriting, claiming he can never be 

sure when he has kept them. Van Druten believes that whether or not one 

prepares a scenario depends entirely on the individual writer. He personally 

never writes anything down since, for him, it takes the fun out of writing the 

play. However, Van Druten admits that other writers may be advised to put a 

scenario on paper. He keeps his scenario in his head—a method that most 

playwriting authors believe to be a better procedure for the skilled writer than 

for the novice. 

Van Druten adopts a free style instead of a formal approach to the 

preparatory stages before writing. Nonetheless, he acknowledges that "this is 

the period when you can make mistakes that can prove fatal, and you will 

never know what they are until it is too late to do anything about them, if 

you ever know them at all" (53). He further states: 

The construction of a play sets up its shape, and builds its skeleton. 
It is probably at this moment that the ultimate fate of the play is 
settled. Polishing, rewriting, tackling bits here and there, all the 
trimming and technique, all the things that will happen from here 
on, before, during and after the rehearsals, can help you only if your 
play is basically sound. (53) 
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One example of Van Druten's preparation is his insistence that the 

successful writer must know the last line or the content of the last act before 

beginning to write. 

Van Druten believes that playwrights have come to despise the well-

made play and suggests they now are beginning a new kind of drama that has 

no fully-formed rules. "I am inclined to think that an acquaintance with the 

older rules of the well-made play is still a good basis for learning how to break 

them. I would also like to add that I am all for seeing them broken" (67). 

Playwriting References to Adaptation 

Although numerous works in addition to ones cited here abound to 

instruct the playwright in creating an original work, none offer detailed 

instruction on adaptation for the stage and few even mention it. Of the texts 

surveyed, only Sam Smiley, Raymond Hull, and Lawrence Langner address 

stage adaptation. 

Of those texts that do refer to adaptation, Hull and Smiley introduce 

adaptation in the "source of ideas" sections. Hull proffers personal 

experience, reading, friends, and adaptations as possible sources of ideas for 

the playwright. Smiley devotes two paragraphs to adaptation in his section 

on possible sources. He exhorts writers who become enamored of a work of 

literature or history to be faithful to them while developing the work of art. 

Although Smiley admonishes the writer to use playwriting skills to decide 
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which of the original material to include and which to omit, he neglects to 

clarify how a writer decides this important issue. He grants that adaptation 

need not be uncreative, but can be very rewarding. Since these authors 

approach adaptation as source material, it seems safe to assume that they 

advise the playwright to follow the steps set forth for the fashioning of any 

idea into a play. 

Lawrence Langner's "The Play's the Thing" 

In his chapter on adaptations and collaborations in The Play's the 

Thing. Lawrence Langner reminds the writer that the art of adaptation has a 

long history and that evidence of adaptation is found in Roman drama, 

which was undoubtedly adapted from earlier Greek plays. 

Langner suggests that the writer choose from among the characters and 

situations in the novel to reduce the length of the script and provide the best 

acting parts. He supports the process of adaptation, acknowledging that some 

of the greatest playwrights have appropriated material from any available 

source. Citing Shakespeare as a prime example, Langner states that the Bard 

"bought many of his plots" as well as borrowed from historical or literary 

sources. He further says that Shakespeare's "creative genius in transforming 

them into the greatest comedies and tragedies of all time should reassure all 

adapters that their artistic horizons are unlimited" (178). 
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Linda Seger^s "The Art of Adaptation: Turning Fart 

and FictJQn intp Film'' 

Whereas few texts even mention techniques for adapting literature for 

the stage, several texts do deal with adapting literature for films. Linda Seger 

devotes an entire book to the adaptation of literary works for the cinematic 

format. In her book The Art of Adaptation: Turning Fact and Fiction into 

Film. Seger points out that many notable and most Academy Award-winning 

films were originally books or plays. She relates that the process of adaptation 

demands that one understand how the nature of drama differs from other 

forms of literature. 

Seger suggests that the adaptor for film must "figure out how to fit the 

original material into different time parameters" (2). Condensing the 

material or even deleting that which fails to further the action often solves 

the problem. While conceding that the foregoing editing is important for 

theatre as well as film, Seger believes that theatre tends to be more thematic 

than film and therefore does not need a strong story line to be effective. 

Theatre depends upon language to explore ideas and to reveal humanity. "It 

[theatre] focuses on the interplay of theme, character, subtext, and language, 

rather than on the story" (39). She believes that film requires realistic sets, 

whereas theatre utilizes abstract sets and realism may actually interrupt the 

action and destroy the magic of theatre. 



23 

Many of the decisions one makes when adapting material for film are 

not pertinent to the decisions one makes when adapting material for the 

stage. Seger holds that, for film, the adaptor should locate goal-oriented 

stories with an easily identifiable beginning, middle, and end of the story. 

She insists on the necessity of clarifying the story line for film audiences, thus 

allowing for little ambiguity. According to Seger, films require a sympathetic 

main character while novels or plays do not. She also points out that, since 

film is a medium of images, the audience may understand much by simply 

looking at the moving picture. 

Although Seger's suggestions may assist the writer who wishes to adapt 

fiction into theatrical playscript, her text does not delineate a process one 

might use to do so. Since film differs in format and medium from theatre, 

Seger's screenwriting text is of limited benefit to the playwright seeking to 

adapt fiction or non-fiction into drama in order to communicate with an 

audience. 

Conclusion 

Each of these authors stresses the need of every writer to find a method 

of crafting a play that works best with his or her individual creative style. 

However, they also admonish the playwright to learn and to follow an 

established process before plunging into the first draft of any new play. These 

linear, formulaic steps may appear to stifle the creative process, but they do 
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provide a structural framework. McLaughlin comments that "in one way or 

another, all good plays have a basic structural framework; they are all well 

made. [...] structure is always there" (138). 

In his model for playwriting outlined above. Smiley enumerates 

pragmatic steps that guide in the construction of an original play. In 

following chapters, this study will use his methodology as a basis of contrast 

and comparison to show the distinctive qualities of Adrian Hall's adaptive 

process. First, however, placing Hall's history in perspective will determine 

how he developed his strategies for adaptation and how they were employed 

throughout his career. 



CHAPTER m 

ADRIAN HALL'S LIFE IN THE THEATRE 

In 1981, Adrian Hall and the Trinity Repertory Company received 

American theatre's highest recognition. That year actress Meryl Streep 

presented Hall with the Antoinette Perry (Tony) Award for Best Repertory 

Theatre in America. William Gale reported: 

In his acceptance speech, which the producers of the television 
show had warned him ("on the pain of death," he said) must not 
last more than 30 seconds. Hall thanked the National Endowment 
for the Arts and compared Trinity Rep's history to the "little red 
train about to climb the highest mountain." ("Director is left 
'numb'") 

This analogy aptly describes Hall's approach to playwriting as weU as 

his approach to building a prestigious regional theatre—"I think I can, I think 

I can, I think I can," and he did. 

Formative Years 

From an early age, Adrian Hall knew he wanted a life in the theatre, 

not just working as an actor, director, or writer, but a life immersed in all 

aspects of theatre art. He created theatre, cultivated generations of theatre-

going audiences, and inspired as well as confronted artists and audiences 

across America with his original works. Never content with just presenting a 

play. Hall chose to adapt material that would challenge, captivate, and 

entertain his audiences. 

25 
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His passion for making theatre has not abated in the fifty years since he 

first left Van, Texas, in search of a life in the theatre. Whether in New York, 

Providence, Edinburgh, Russia, India, Dallas, or Van, Hall cared little about 

the location of his audience, their profession, or their educational and socio

economic background. What mattered most to him was that the audience 

take away from the experience of his theatre production a better 

understanding of human nature. 

When asked to describe a theatre event that changed his life and 

crystallized for him his desire to have a career in theatre. Hall insisted that 

there was no one single event, but a series of steps for many years. Those 

early steps began in Van—a town eighty miles east of Dallas, Texas—or more 

correctly in the small, rural community near Van then known as Wisdom 

Temple. He credits his mother, "Miss Mattie," with being one of the most 

influential forces in his life. She recognized her son's charismatic personality 

and wanted him to become a preacher; his rancher father always wanted him 

to continue the family business. But Hall and his father had few things in 

common, except for their shared storytelling ability. Hall knew he would 

never "fit into the Texas cattle-ranching mold and he spent hours reading the 

American novels of Steinbeck, Mark Twain, Pearl Buck, and making up plays 
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with his sister" (27 Apr. 1999).̂  He now considers that his upbringing and the 

artistic alienation he felt in Van caused him to search for and establish an 

ensemble theatre company that fed his artistic appetite and became his 

harmonious family. 

Hall discovered at Wisdom Temple School that he enjoyed being in 

front of an audience. Aggressive and boisterous, he usually received the lead 

in the class plays. For his last two years of school, he transferred to Van High 

School—a small system, but large by Wisdom Temple standards. At Van, 

Hall felt like an outsider but displayed a penchant for theatre and for writing: 

I was very skinny and not athletic at all, so it just meant that I 
gravitated toward journalism and writing for the newspaper. [...] I 
was attracted to theatre. I was enormously attracted to journalism. I 
liked writing and I could do that easily. (27 Apr. 1999) 

At East Texas State Teachers College (now Texas A&M at Commerce), 

Hall studied speech and theatre from 1945 until he graduated in 1949. During 

that time. Hall learned of Dallas theatre legend Margo Jones. Her book, 

Theatre-in-the-Round. is credited with awakening American theatre artists to 

the possibilities and advantages of embracing the regional theatre movement. 

In 1947, Jones developed a permanent, professional repertory theatre in Dallas 

^Personal interviews are referenced throughout this dissertation 
parenthetically indicating the date of the interviews. 
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and called it "Theatre '47" (the name changed with the year). Her vision and 

work is considered the basis for the theatre revolution of the 1960s—a 

revolution in which Adrian Hall participated (Greenberg 26-7). This 

progressive woman influenced Hall to begin his involvement in the regional 

theatre movement. 

In 1947, Hall traveled to Dallas to meet her. Reflecting on his action, he 

admitted: "It was very cheeky of me to do that, but I just wanted to know 

more about [theatre]" (27 Apr. 1999). Jones encouraged him to study at 

Pasadena Playhouse in California, so Hall determined California would be his 

next step. Searching theatre arts magazines, he found ads for the Pasadena 

Playhouse School for Theatre Arts and applied. The Playhouse accepted Hall 

immediately, but he recently commented that "they would have accepted a 

gorilla if he had applied" (27 Apr. 1999). During the 1930s, 40s, and 50s, the 

college launched the careers of countless playwrights, directors and actors 

including Jones herself. 

When Hall informed his mother of his intentions, she called his plan 

"insane" since they did not have the financial means to send him to 

California. Despite her doubts and without telling his father, she 

accompanied Adrian to seek assistance from his high school principal. The 

principal sent them, armed with a letter attesting to Adrian's potential, to a 

wealthy oilman who was well-known for benevolent donations to the Van 
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School District. The oilman loaned Hall the money to enroll at Pasadena 

Playhouse College. 

Hall studied with Gilmore Brown at the Pasadena Playhouse, one of 

the earliest regional repertory theatres; however, after six months, his money 

ran out and Hall was forced to return to Texas. He completed his degree in 

speech from East Texas State, and taught school in Galveston, Texas. He 

returned to Pasadena Playhouse and graduated in 1950. After graduation. 

Hall and two friends from Pasadena Playhouse hitchhiked to Galveston 

where they rented an old American Legion Hall and founded Galveston's 

first theatre-in-the-round, which they named Holiday Circle Theatre the first 

year and changed to Summer Circle Theatre the second year. Hall acted in 

and directed plays for the theatre. 

While establishing the theatre. Hall taught drama at Stephen F. Austin 

Junior High School in Galveston. He created a children's theatre and, setting 

a precedent for his future involvement in educational programs, staged 

classics such as Twelfth Night and A Midsummer Night's Dream. Even this 

early in his career. Hall adamantly contended that if young people were to 

appreciate the art of theatre, they must be given the classics rather than 

children's stories. "I was so full of enthusiasm and so anxious to get in there 

and work, it did not matter to me if they were six years old or sixty years old. 

So consequently, the students just followed me right to the edge of the pit. 

They were just so anxious, and interestingly enough, I still hear from them" 
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(27 Apr. 1999). The school system had never encountered anyone so 

passionately full of excitement. 

Hall's ability to instill passion in his ensemble served him well 

throughout his career and collaboration became a basic tenet of his 

production and playwriting methods. But acting, staging plays, and teaching 

drama did not satisfy Hall's creative drive. "What I really wanted was a life in 

the theatre . . . and I just didn't know how to find it" (qtd. in Abrams). Fate 

stepped in—in the form of the United States Army. 

The Army Theatre Experience 

During the Korean War, twenty-two-year-old Hall was due to ship out 

for active duty when he was injured in a training exercise. A rifle fired too 

near his right ear resulted in his being deaf for three days and caused a 

permanent, low-grade ringing in that ear. As a result, the army transferred 

Hall to the Quartermaster Corps and gave him his choice of destination. 

Since he knew playwrights Joshua Logan and Moss Hart had been in a Special 

Services Unit in Stuttgart during World War II, Hall requested Germany. He 

took advantage of his proximity to the Special Services Unit by requesting 

permission to visit Stuttgart. At that time, the Special Services Unit sent 

productions out into the field to perform on the back of converted trucks for 

American troops in Germany. Hall succeeded in being assigned to the 

Seventh Army Special Services Unit where he began putting together shows. 
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"I did it with a great deal of flourish, jumped right on the flatbed truck" (27 

Apr. 1999). 

Hall's earliest playwriting efforts date to his involvement with the 

Stuttgart unit. During this time. Hall wrote and put together a musical play 

entitled The Casbah for the Special Services Unit to perform for the troops. 

The director of Special Services also asked Hall to assemble shows for radio. 

Hall formed a company—the Seventh Army Repertory Company—which 

consisted of eleven actors. The company of actors, under Hall's direction, 

sought to bring legitimate theatre to the Armed Forces in Europe and 

encourage talent in the field. They stated in their brochure that they believed 

strongly that "theatre is for everyone" and not just for a few "high-brow 

intellectuals" (The Repertory Company). 

This ideal of "theatre for everyone" formed early in Hall's career 

remained a cornerstone of his philosophy. Believing the classics should be 

accessible to everyone, he adapted plays such as Wuthering Heights and 

Macbeth for the company's performances on the Armed Forces Radio. With 

his army company. Hall began a life-long crusade to make theatre—exciting, 

relevant theatre—available to people in all walks of life. 

The company staged and toured several shows in Italy, France, Austria, 

and Germany. At the end of his tour, army officials requested Hall to re-enlist 

and become head of Special Services in Austria. Believing the position 

would not allow him to be as actively involved with the repertory company 
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as he wanted. Hall declined. Still and all, his time in Europe had enabled him 

to experience companies like the Berliner Ensemble and the Com^die-

Frangaise, and in addition, it contributed to his skills in adapting and creating 

plays. 

Therefore, his career in the army afforded insight in two areas. He 

realized the advantages of a state-subsidized, nationally affiliated, permanent 

acting company as he witnessed the artistic achievements of such institutions 

in Europe. It also confirmed his ability to adapt classics and write plays that 

would have contemporary audience appeal. 

Commercial Theatre Experience 

Hall returned to Houston, Texas, after his tour of duty with the army in 

1953. He immediately sought employment with a theatre and worked in the 

box office at the Playhouse Theatre managed by Joanna Albus, a friend of 

Margo Jones. Hall acted in and directed plays for Albus. She encouraged his 

directing and acting skills and tutored him in the art of dealing with agents 

and producers. 

During this time. Hall and the Playhouse company actors often 

traveled by train to see Margo Jones's productions in Dallas. Jones and Hall 

became good friends during this time. Recognizing his ability and ambition, 

Jones gave Hall a role as an extra in her production of Inherit the Wind when 

it left Dallas to open in New York in 1955. Hall earned only $2.00 a 
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performance as a jury member and as one of the townsfolk, but it gave him 

the chance to try his skills in New York. 

From 1956 until 1964, Hall directed fourteen off-Broadway plays 

including the musical Riverwind. which ran for over four hundred 

performances. He was among a small group of directors who were considered 

to be the next generation of Broadway directors. But it was his association 

with Stella Holt that helped to insure his success. 

Hall came to the notice of Holt, an independent off-Broadway 

producer, in 1958. She hired him as managing director of her Greenwich 

Mews Theatre. He directed several plays there over the next two years, and in 

1959, Holt produced Hall's first major theatre success, Tennessee Williams's 

Orpheus Descending. Hall recalled that Williams was so impressed with the 

production that he said, "I believe Adrian Hall has found the key to what I 

consider my most difficult work" (2 Oct. 2002). The Gramercy Arts Theatre 

production garnered outstanding reviews and commercial success on 

Broadway seemed within Hall's grasp. 

Several opportunities developed over the next few years that 

convinced Hall of his progress in the commercial world. CBS selected him 

with five other young directors to train at their New York studio for a year, 

and Warner Brothers offered him a contract to come to California. Hall 

worked at the eminent Actors Studio, participating in workshop productions 

for Lee Strasberg. During this time, he continued to direct for Holt in off-
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Broadway venues, but he was becoming increasingly disillusioned with the 

New York theatre scene. In 1963, an incident involving Tennessee Williams 

occurred that was pivotal to Hall's decision to reconsider a career in New 

York. 

After his play The Milk Train Doesn't Stop Here Anymore closed on 

Broadway after only sixty-nine performances, Williams revised it. He asked 

Hall if he wanted to work on the revised script, so Hall directed its out-of-

town tryout at the Barter Theatre in Abingdon, Virginia. Williams had 

previously announced in the New York Times that Hall would also direct the 

Broadway production. However, just before its opening in Virginia, 

Williams returned abruptly to New York at the news of his lover's death. 

While in New York, Williams signed the production rights over to David 

Merrick. When HaU returned to New York a week after the play's Virginia 

opening, he learned that Merrick had selected Tony Richardson to direct the 

Broadway production of Williams's play. 

Incensed and hurt by Williams's betrayal. Hall soon recognized that the 

New York theatre scene could not satisfy his desire for a life in the theatre. 

He realized the impossibility of establishing a permanent theatre company of 

actors within the commercial values of Broadway. Actors on Broadway were 

rarely attached to a company ensemble, but were hired on an individual, per 

show basis. Hall wanted to see the growth and creativity that comes from a 

permanent, secure environment. Additionally, he had become disenchanted 
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with the price one had to pay for commercial success. As he told Beth Taylor 

of the Providence lournal. he was not interested in "people fighting about the 

size of their name in the program" ("Act II" 14). Therefore, when the 

opportunity to work in a regional setting surfaced in 1964, he left New York. 

Regional Theatre and Trinity Repertory Company 

A small group of Providence, Rhode Island, amateur actors wanted to 

develop a professional theatre. They invited Hall to Providence and later 

offered him the position as artistic director. The group had secured a 

converted theatre space in the annex of Trinity Union Methodist Church at 

Trinity Square and had created a nonprofit corporation to be called Trinity 

Square Playhouse. So Hall began his duties in Providence in May, 1964. He 

had "accepted on the basis that he could bring his own core of professional 

actors, and that after a year everyone working there must be a member of 

Actor's Equity union, a mark of professional status and commitment" 

(Taylor, "Act II" 14). 

That a director with Hall's credentials should leave the New York 

theatre environment may not have been viewed by some as a positive career 

choice. But Hall's roots had been nourished by regional theatre originators 

such as Gilmore Brown at Pasadena Playhouse, Nina Vance of the Alley 

Theatre in Houston, Joanna Albus, and Margo Jones and association with 

them had prepared him for the emergence of regional theatre. Also, earlier 
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in 1964, he had directed at the Fred Miller Theatre (later to become the 

Milwaukee Repertory Theatre) and had received a grant from the Ford 

Foundation with Stella Holt and Donald Schoenbaum to study the feasibility 

of establishing a professional theatre in Hawaii. He was aware of the growing 

interest in this country in regional theatres and of the advantages of the 

resident theatre with the possibility of creating his own work. 

Hall decided Providence was fertile ground for his endeavor and the 

Providence group willingly accepted his terms for a professional company 

because, as Barbara Orson (a member of the original group) remembered: 

It was quite the most amazing time of one's life because, needless to 
say, you knew—from the moment you worked with him—that this 
was a man of great passion, of extraordinary vision—stimulating, 
adventurous—all the things we would be lucky enough to put our 
hands on for our director, (qtd. in Woods 31) 

So Hall created the Trinity Square Repertory Company (later Trinity 

Repertory Company) and charted its course over the next twenty-five years as 

it became a nationally recognized, vital regional theatre. Much of Trinity's 

recognition resulted from Hall's unique adaptations of books, poems, and 

documentary material with his ensemble company. 

Several other nonprofit regional theatres springing up across the 

country stated their intent to develop permanent companies that would 

perform ancient and modern classics as well as important new plays. 

Unfortunately, few of these theatres succeeded in keeping their resident 

companies since costs were prohibitive. More often than not, actors had to 
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look elsewhere for additional work to sustain their careers both artistically 

and financially. Hall determined Trinity would be an exception and labored 

to keep his core group together. Because of Hall's steadfast commitment to 

the company concept. Trinity matured into an extraordinary ensemble. He 

accomplished in Providence what few other American artistic directors 

attained. However, Hall faced many challenges during Trinity's 

development both as an artistic director and a playwright. 

Project Discovery 

In 1965, Milwaukee Repertory Theatre again invited Hall to be guest 

director for a production of Mother Courage. At this time. New York critics 

began to review regional theatre productions and Hall's Milwaukee 

production received excellent notices in the New York Times. Critics also 

began to travel to Providence to review Trinity Repertory Company 

productions. This national exposure brought Trinity Repertory Company to 

the attention of the National Endowment for the Arts chairperson, Roger 

Stevens. Stevens and actor Gregory Peck, Theatre Chairperson of the 

National Council on the Arts, viewed Trinity's work and wanted to 

interview Hall for a new pilot program—Educational Laboratory Theatre 

Project—which would provide live theatre performances for high school 

students. Peck believed the productions should star name artists such as 

Helen Hayes and should be taken to the schools. This clashed with Hall's 
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vision of a permanent, ensemble company performing for the students in a 

space designed for theatre. 

For two years. Hall had begged actors to work for the Trinity Company 

without benefit of contract and had struggled with Httle money and no real 

support. The prospect of the Endowment subsidy appealed to Hall, but he was 

disinclined to jeopardize the artistic integrity of Trinity Rep. Peck and 

Stevens were complimentary of Hall's work, asked him to take on the project, 

and even acquiesced to Hall's terms. Hall could use his company instead of 

name artists and the students would come to his theatre. The United States 

Department of Education and the National Endowment for the Arts in 1966 

selected only two other theatre companies for the pilot program, one in Los 

Angeles and one in New Orleans. The Endowment would fund the program 

for the first three years with the hopes that local and state agencies would 

fund it thereafter. Little did he realize it, but Hall was about to embark on a 

journey that would challenge his idea of theatre and lead to the further 

development of his playwriting skills. 

The Trinity Repertory Company under Hall's direction called their 

program "Project Discovery." Project Discovery's most immediate impact on 

Trinity Repertory Company was an operating budget from the project in the 

amount of $750,000 for the first season. The company utilized $170,000 of this 

amount for salaries; $130,000 paid for bus transportation for students, support 

programs and study guides for teachers; the remainder compensated for 
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administrative expenses, production expenses, rental of the Rhode Island 

School of Design Auditorium and its renovation, and a study of the nation

wide project. Trinity Repertory was responsible for presenting ten plays in 

the three successive years of the project to 40,000 high school students bused 

in to Providence from around the state. 

Hall chose a conservative first season of accepted classics including 

Saint loan. A Midsummer's Night Dream. Ah! Wilderness, and The Three 

Sisters. Remembering his own love of the theatre while in high school. Hall 

naively beUeved any student would welcome the opportunity to see plays 

they were reading in school; however, he admitted: 

I was wrong. Richard Kneeland [an actor in the company] told the 
tale about that first season of Saint loan when he and Katherine 
[Helmond] were walking to the theatre one morning. A busload of 
kids from a Catholic school dressed in their plaid skirts were getting 
out of the bus chanting, "Burn her! Burn her! Burn her!" So you 
were just greeted with things you weren't prepared for. (8 Aug. 
2000) 

The students' attitude was one problem, but Hall soon discovered he was 

unprepared for their actions as well. 

He recalled to Jan Greenberg: "'If you think that groundlings [those 

who stood in the theatre's pit] in Shakespeare's time were rowdy, you should 

go out to the high schools in this country. We'd bring a thousand students to 

the theatre every morning and they'd cut the seats and break the mirrors'" 

(31). Students from public and private schools around Rhode Island behaved 

outrageously: they smoked pot in the restrooms, pulled out the plumbing. 
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broke the mirrors, and wrote graffiti on the walls. The students not only 

destroyed the theatre property, but they pelted the actors on stage with 

various objects. Trinity Repertory Company hired policemen to keep order 

and gave the actors permission to stop the stage action if they feared for their 

safety. Hall summed up his distress this way: "The kids just behaved poorly; 

a thousand kids a day were just bored out of their little minds with that 

traditional so-called serious work," and he "saw it all suddenly on the wing 

and just flying away from me (qtd. in Taylor, "Act II" 15). 

Although the company was now economically sound, they had failed 

to reach the student audience. In spite of the fact that their subscription 

audience continued to grow. Trinity Repertory Company faced failure unless 

they discovered the way to capture the students' attention. 

With great perspicacity. Hall identified two problems that prevented 

his reaching the students. First, it was imperative that he find a method of 

making the classics accessible to the contemporary student. The students 

could not see a relevant connection between classics and their lives. Second, 

he recognized that the physical barrier of the vast space between the audience 

and the performers also acted as a psychological barrier. Hall needed help 

with the second problem, but he developed a unique solution for the first. 
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Adapting and Staging 

The first problem Hall tackled in his determination to reach the 

students involved making the classics accessible. Some board members of 

Trinity Repertory suggested he choose plays, such as Mary. Mary, which 

would appeal to the youthful audiences. Hall resolutely refused since he 

believed that if these students were to appreciate art, they must experience 

good art. One of Hall's goals was to create in these future audience members 

an appreciation for quality theatre by exposing them to the classics as well as 

the best contemporary drama. To offer less would violate his vision of 

theatre. Unknowingly, as Hall began to make plays accessible to audiences, he 

began to define his company's style by his own playwriting through 

adaptation of dramatic material and innovative production methods. He 

became a playwright without consciously intending to practice the craft. 

Hall and his company began to amplify scripts to help the students 

understand the relevance of the story to their own lives. In 1967, Hall chose 

lulius Caesar for Project Discovery's first play of the project's second season. 

In this production. Hall clarified the political struggle of the play by crafting 

speeches added to the text and delivered by a woman in modern dress. This 

"Contemporary Figure" commented on political conduct in modern times, 

then blended into the crowd only to reappear in subsequent scenes to 

establish a touchstone for a contemporary point of view. 
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Bradford Swan for the Providence lournal reported on the 

contemporary connection to the Shakespearean classic: "The setting for the 

play is imaginative. Free use has been made of mobiles, posters, searchlights, 

drums. [...] Put these ingredients all together and they spell something for 

the school children which should pump new life into required reading" 

("Repertory Offers"). Hall realized that since "the theatre is a living art form, 

not a museum" that "we continually have to dust off the old giants to find 

what they have to say to us today" (A Brief History). Hall discovered a 

principle he would develop throughout his career: classics are still relevant, 

but audiences change and the classics must be adapted to ever-changing 

modern audiences. As he told Arthur Bartow in American Theatre: "All the 

taboos, as far as I'm concerned, have to do with time and the way society 

changes. An artist gets hung in trying to freeze things" (14). 

With the advent of Project Discovery, Trinity Repertory required 

another space larger than the three-hundred-seat, converted church 

basement. To accommodate their student audiences, they leased the Rhode 

Island School of Design's larger auditorium, which had enough seats but was 

uninspiring and distanced the audience from the stage and its action. When 

addressing the second problem. Hall discovered an ally. Scene designer 

Eugene Lee came to Providence to design a production for Trinity Repertory 

Company in 1967 and began an association with Hall that would continue 

over the next thirty-odd years. 
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Lee and Hall marched to the same drumbeat: both had a predilection 

for real surfaces as opposed to those painted to look like real surfaces. Samuel 

Leiter noted that "Lee typically avoids traditional, painted scenery in favor of 

densely atmospheric environments (Hall calls them 'atmospheres') through a 

selective use of real objects, weathered surfaces, and striking audience-actor 

spatial formulations that change from show to show" (135). Eugene Lee 

became Trinity's resident designer during the first season of Project 

Discovery, but it was not until Project Discovery's third season that Hall and 

Lee discovered a way to solve the physical barrier problem in the RISD 

theatre. 

Creating New Works in Trinity Repertory Company's Style 

As Hall continued to work on problems brought to light by unruly 

students, he began to develop and refine his philosophy of communicating 

with the audience. He experimented with ways to make the theatre 

experience relevant not only to the students but also to his adult audiences. 

In the process. Hall developed a method of working with his company and a 

way of presenting his plays that became known as the "Trinity Style." 

Another artist who shared a desire to create exciting theatre joined Hall and 

collaborated with him on several script adaptations and original works. 

Richard Cumming, accomplished composer and pianist, became Trinity's 

Composer-in-Residence and Director of Educational Services in 1968. One of 
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their first joint efforts brought Trinity Repertory national and international 

acclaim. 

Years of the Locust 

Hall, collaborating with Cumming and Trinity Repertory Company, 

adapted Years of the Locust from a historical drama by Norman Holland 

concerning Oscar Wilde's imprisonment in Reading Gaol from 1895 to 1897. 

Holland's agent in New York sent Hall the script with the assurance that Hall 

could use it as he wished. The play interested Hall because it represented "the 

human endeavor" of Wilde in the appalling prison conditions of Victorian 

England. Lee designed the set, Cimiming composed the original music, and 

Hall and the company created new material for the script as they rehearsed it. 

The production, which premiered in 1968, foreshadowed Hall's method of 

adapting and creating new works and its success resulted in a major artistic 

triumph for Trinity Repertory Company. 

The prestigious Edinburgh International Festival invited Trinity to 

bring their production to Scotland that fall, which distinguished Hall's 

company as the first American regional theatre to be represented at the 

festival and thrust Trinity Rep into the national and international limelight. 

Polish director Jerzy Grotowski, author of Towards a Poor Theatre, was also 

invited to the festival. In Edinburgh, Hall became acquainted with 

Grotowski's work in which the audience and actors shared the same space. 
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thus making the spectator a part of the experience. Since Hall was himself 

experimenting with this same principle, Grotowski made an enormous 

impact on Hall and his artistic vision. 

Hall had often cut, amended, or rearranged scripts to suit his company 

as well as to make them more germane to his audience. He was not averse to 

directing scripts as written for he directed many plays with no textual changes. 

But now, faced with thousands of students who did not know or care about 

theatre, he knew that his innate beliefs about the theatre experience were on 

the line. Meeting this challenge. Hall resolved to make the experience 

pertinent to his audience and relevant to their lives. Michael Tick describes 

his efforts: "Hall and his artistic team poured their energies into daring 

experimentation with performance space, the text, and every other element of 

the theatrical event" (161). 

Hall had already found that it was impossible to find scripts that exactly 

suited his company. After his encounter with Grotowski, he began to realize 

that adaptations of non-fiction, novels, poetry, or documentary sources would 

allow him more freedom to shape the text in ways to fit his company's style 

and to communicate more powerfully and relevantly to his audience—both 

student and subscription. Drawn to material close to his roots. Hall most 

often chose American subjects for his adaptations. 
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Brother to Dragons 

Encouraged by the overwhelmingly positive response to Years of the 

LQCUSL which he had largely written. Hall approached Robert Penn Warren, 

America's first Poet Laureate, to dramatize Warren's poem Brother to 

Dragons. Hall recalled to Arthur Bartow: 

I found Red Warren's poem. Brother to Dragons through somebody 
at Brown University. He [Warren] was up at Yale so I just called 
and said, "Can I come to see you?" I just adored "Red" Warren and 
he was intrigued. Well, there began the most wonderful 
collaboration I've ever had. Brother to Dragons was a turning point 
in my life because I loved that poem and I really wanted to find a 
way to stage it. Red said, "Well, just plow ahead." (Director's Voice 
145) 

Warren and Hall collaborated on the initial production at Trinity in 1968, but 

out of respect to Robert Penn Warren's work. Hall chose to forego adaptation 

credit for this play. 

Warren's poem, based on an extraordinary historical incident, relates 

the story of Thomas Jefferson's two nephews who tortured and hacked a 

slave to death with an ax for breaking their mother's pitcher. Hall recognized 

early in the play's evolution that he must find a metaphor to communicate 

the horrific tragedy of the poem to the audience in order "to fulfill the axiom, 

'The tears should fill the eyes of the actor but run down the cheeks of the 

audience'" (qtd. in Taylor, "Act II" 16). His solution remains one of his most 

"celebrated coups de theatre'' (Hulbert, "DTC's" E5). In a startling cUmax, 

Hall staged the murder itself metaphorically by having the nephews hack at a 
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massive slab of raw meat on a butcher block with bone and gristle flying 

everywhere, while the screaming victim hung suspended by his ankles. 

Hall sought creative strategies to solve many of the poem's staging 

problems, which resulted in some of the most successful elements of the 

adaptation. For instance, the stage directions in Brother to Dragons read: 

(THUNDER. The Frontier People are all affected by the earthquake. 

We see them aU being tossed about by the sudden earth erruption 

[sic].) (1.7) 

(During the previous speech the men have grouped themselves 

U.L. as trees. LAETITIA has crossed D.R. and LILBURN is still in 

the freeze. They break now and LAETITIA comes and takes 

LILBURN'S hand to wander through the trees. (1. 12a) 

Hall wrote the script for the actors to represent the earthquake and trees as 

well as wind, coyotes, and horses. 

One embryonic strategy with which he had experimented in Years of 

the Locust would become a principal element in Hall's method and later be 

developed into a hallmark of the Trinity Repertory Company style. In 

seeking fluidity between events in the script. Hall broke from the traditional 

unity of time in a play. He stated in the Brother to Dragons program that "If 

this is no. time—we need freedom from the confining prison of the 

Aristotelian concept of time. The destruction of that was one of the major 

factors in allowing us to move through time as one does in a novel." 
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Dispensing with the Aristotelian concept of time allowed Hall to write 

the characters to fade in and out of the shadows into the action. Their voices, 

recorded and heard over loud speakers, revealed the characters' thoughts. 

Although Hall dispensed with one Aristotelian concept, he made use 

another. A chorus, in the Greek style, formed and dissolved, imparting 

information to the audience. 

Clive Barnes, critic for the New York Times, applauded Hall's 

innovative adaptation of the poem and called it in his review "one of the 

most validly terrifying things I have ever seen in the theatre." Barnes further 

commented that "Mr. Hall never makes a mistake." However, some 

audience members, unaccustomed to the intensity of such raw, visceral 

waves of emotion, walked out. Others objected to pieces of bone and raw 

meat landing in their laps. Many argued points of the play passionately in the 

lobby; but as Beth Taylor of the Providence lournal said, "Nobody went 

unmoved" ("Act II" 16). 

Brother to Dragons proved to be one of Trinity's most popular plays. 

In 1973, Hall revived and further refined the work. He and the Trinity 

ensemble toured their production the following year to Philadelphia, 

Westport (Connecticut), and Boston. In 1974, Hall adapted the play for 

television and directed the film version for pubUc television's WNET-New 

York/Exxon series, "Theatre in America." WNET has since re-released the 

teleplay on video for a larger viewing audience. 
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Hall's stage adaptation of Brother to Dragons marked another 

distinctive step away from traditional theatre. Hall wanted to intensify the 

audience's experience. "The goal was to get the spectator to become a 

participant—not literally, by getting up on the stage—but through a 

willingness to use his imagination and emotional response" (Woods 49). 

Hall continued to explore ways to connect the audience to the theatre event. 

Still grappling to engage his student audience. Hall experimented, in 

his writing and staging, with the technique of surprise. He was convinced 

theatre would enrich their lives if he could only make the experience 

relevant to them. Hall told Beth Taylor: 

It became a very real situation for us. We couldn't hang back and 
do what had been done, do polite productions of Shaw. I had to get 
in there and find out, go further. And it had to be full of hostility, 
and full of pain and anguish and beauty. And it had to be flung out 
there in ways that surprised them and shocked them and scared 
them. From that year on, extraordinary things happened. (Taylor, 
"Act H" 15) 

Hall discovered that the element of surprise enabled him to slip a 

wedge into the theatregoer's mind. "Surprise is probably the greatest gun on 

your side to catch the audience off-guard sufficiently for them to enter the 

theatre experience" (Hall 27 Sept. 1999). 

In 1969, for the last Project Discovery production. Hall, Cumming, Lee, 

and the Trinity Repertory Company "fully realized what was to become the 

'Trinity Style'" (Tick 172). The student and regular audiences were surprised 

from the moment they entered the theatre to see Billy Budd. 
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Billy Budd 

In that third year of Project Discovery funding. Hall and Lee jettisoned 

the traditional proscenixun stage to use the space between audience and actors 

differently by bringing the audience into the midst of the atmosphere. Hall 

considered ways "to reshape the theatrical space into a more dynamic entity to 

assist in making it a single place shared by actor and audience. Such methods 

were increasingly used in his non-project [Project Discovery] stagings as well 

and developed into a signature approach" (Leiter 135). He eliminated barriers 

between audience and actors, thereby drawing the audience into the text. To 

accomplish this. Hall and Lee transformed the theatre into an eighteenth 

century warship in which Hall staged a sea battle with water flying, cannons 

firing, and sailors climbing all around the audience. Trinity's style reflected 

Hall's vision of the way theatre should confront the audience in its vigorous, 

bold, unorthodox, provocative, and fragmented methods. 

When Hall decided to stage Billy Budd. he originally intended to use 

the Coxe and Chapman version of the script. But, as he wrote in the Billy 

Budd Program: "I could not find in any existing play version the Promethean 

torment, the unresolved complexities that Melville suggests in his book." 

And he also realized another basic tenet that would affect how he adapted 

non-dramatic sources into stage works. The audience—society—had changed 

and theatre artists must continue to adapt to those changes. He commented 

on the reason he and his company wrote their own script: "If we cannot 
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examine Shakespeare, Melville, and James Joyce with the sophisticated eyes 

that we have today, I am not interested in looking at them through a veil of 

the past (the box set and the 'good' story line)" (Billy Budd [Program]). 

So eschewing the Coxe and Chapman play, he and the Trinity 

Repertory Company adapted a new script. Unlike previous adaptations. 

Hall's change in textual material shifted the dramatic emphasis from the 

struggle between absolute good and absolute evil to a look at complex 

characters. Hall explained: "To read this novella is to have a disturbing, 

fragmented look from many sides at the individual against the structure" 

(Billy Budd [Program]). 

Hall returned to the source and adapted his script directly from 

Herman Melville's novella. He used dialogue verbatim out of Billy Budd 

and incorporated two scenes of dialogue from another Melville novel. White 

Tacket. Hall, his collaborators, and staff scoured the Providence Public Library 

to discover naval conditions of the period for use in the production. 

Hall employed several Brechtian techniques in the script and the 

production. Kevin Kelly of the Boston Globe reported on the appearance of 

signs to explain scenes: "A cluster of what seems to be sails are neatly folded 

against the ceiling of the theater. When they drop they are not sails at all but 

scene and character designations and my-oh-my is that brilliant" ("Billy 

Budd"). Richard Cumming composed original music with lyrics derived 

from Melville's text, which bridged and underscored the action. He played 
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the score himself on a harmonium from the stage. He preferred the 

immediacy of one musician in full view of the audience to an entire 

orchestra on a taped recording. Using another Brechtian approach. Hall wrote 

his script in a fragmented and episodic style with an interlude about the 

French Revolution. Hall cared little that rough edges might show since life 

cannot be neatly organized. He said of the production: 

I suppose the central idea to this event is "Truth uncompromisingly 
told will always have its ragged edges." [...] We are not necessarily 
trying to be true to the form (novel) that Melville wrote this in, but 
we are trying very hard to be true to Herman Melville. (Billy Budd 
[Program]) 

Hall added further insight on the results of these tactics: "'The kids 

were totally mesmerized, almost exhausted by the end of the first act. Then, 

when it came to the heavier moralizing in the second act, they were really 

ready to listen, just totally caught up in it'" (qtd. in Greenberg 31-32). 

Hall had succeeded in transforming Melville's novel, through his own 

adaptation, into an event that was wholly Trinity Repertory Company and yet 

true to Melville. Additionally, he had managed to draw enthusiastic plaudits 

from drama critics, teachers, and most important for Project Discovery, from 

the students themselves. The Advisory Committee member for the 

Educational Laboratory Theatre Project wrote: 

Without doubt, this is the best theatre of the three involved in the 
Project. Billy Budd. . . is a piece of true theatre, conceived, written, 
composed, built, designed, acted, and participated in by the company 
of Providence and the Rhode Island audiences. (ELTP Final Report 
170) 
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Defining new ways to reach his student audience, he caused theatre to be an 

event instead of merely a three-act play. 

With this production. Hall determined a course he would follow for 

many of his later adaptations. He started with the central idea of a piece and 

then decided on the best way to make it pertinent to his audience through his 

writing and staging. Determination to keep students involved in the 

production caused him to radically re-examine and re-define his idea of the 

theatre event. 

In 1969, Project Discovery's three-year federal funding ended. In the 

spring of that year, students, teachers, and administrators demonstrated at the 

Rhode Island State House for financial support to continue the project. They 

had collected more than 25,000 signatures in favor of Project Discovery and in 

light of this amazing support, the governor pledged $40,000 from the state 

budget. School districts also contributed for their students to attend 

performances. Trinity's Project Discovery continues today as a vital part of its 

program. 

Bolstered by Trinity Repertory Company's artistic successes and 

growing recognition. Hall commenced to take bolder chances and most of his 

seasons featured one or more new works. The most provocative, celebrated 

productions were those he adapted himself from novels, non-fiction, or 

poetry. With these adaptations. Hall defined and refined a distinctive type of 
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theatre that gave Trinity Repertory Company a unique presence in American 

theatre. In 1970, Hall and Trinity Rep were honored with the Margo Jones 

Award given annually to "that citizen-of-the-theatre who has demonstrated a 

significant impact, understanding and affirmation of the craft of playwriting." 

Son of Man and The Family 

Unfortunately, awards failed to shield Hall from battles that arose over 

his more controversial plays. One of the most disputatious, which Hall co-

authored with Timothy Taylor during the 1970-71 season, was Son of Man 

and the Family. It explored the drug culture surrounding the Charles 

Manson murders and was staged at Trinity during the period that the 

Manson murder trials were in progress. 

Three things captured Hall's attention at about the same time 

prompting him to consider writing a script—a book about drugs and religion, 

a script about a revolutionary, and Charles Manson's arrest. Hall was reading 

a book entitled Sacred Mushroom and the Cross, by John M. Allegra, about 

drugs and religion. Drugs were often a topic of conversation when he visited 

schools in connection with Project Discovery, and newspaper articles often 

pointed to the correlation between drugs and increased violence. At about 

the same time, Taylor—an actor in Hall's company—submitted a play to Hall 

about Jesus as a revolutionary. And then, Charles Manson suddenly made 
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headlines. Hall described his thoughts on seeing Manson's picture on the 

cover of Life Magazine: 

I saw the eyes on the cover [of Life Magazine] and began to think if I 
had the guts, I could put that together and make theatre out of it. So 
I just said, "Yes, this is what I'm going to do," and announced it. To 
everybody's reaction of, "You can't do that. You'll be sued because 
he has not been found guilty." But I was not writing about whether 
Charles Manson was guilty or not. (27 Apr. 1999) 

Hall's commitment to stage the Manson play and the controversy it 

provoked precipitated a split in the Trinity board between those who 

supported Hall's artistic freedom and those who believed the play should be 

canceled. He felt that the issue of drug use and abuse and violence was one of 

the least understood issues in this country. He began his exploration with a 

desire to understand for himself. Hall believed that any issue affecting so 

much of humanity should be examined by artists. He recalled that Son of 

Man and the Family "was just that it was of its time and we were trying to 

grapple with the situation of drugs at the time" (27 Apr. 1999). School officials 

worried that the play would glorify drugs. Hall spoke to the superintendents 

and principals as well as his board regarding his reasons for the play. But he 

admitted: "Sometimes I would just have played my last card and think, 'If 

this does not work, I don't know where we will go from here'" (27 Apr. 1999). 

Eventually, school officials relented and allowed students to attend the 

production, and the trustees agreed to support him whatever his decision. 
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Once the idea for a play gripped Hall, he immediately began research 

for his script on Manson. He read everything available in newspapers, 

magazines, and books about increased violence to gain some understanding 

himself in order to craft his play. Hall's production preceded the pubhcation 

of Bugliosi's book on Manson, Helter Skelter, by three years. 

The script that Taylor submitted had an outline about a family 

situation that Hall felt he could use. In his script. Hall dealt with the forces of 

drugs, music, and religious myth that held Manson's "family" together. 

Company member Bob Black, guitar player and musician, wrote original rock 

music for the play. Cumming helped incorporate the rock music and 

composed original classical pieces for the production. 

Although Son of Man and the Family received mixed reviews, Henry 

Hewes of the Saturday Review praised the production for its ability to 

"illuminate a dark and dangerous area of our world" ("Family" 20). Likewise, 

Martin Gottfried of Women's Wear Daily concluded that "[the play] brings a 

real understanding through theatre art of the mystical mind to the 

conventional minds of its average audience" thus validating Hall's desire to 

bring understanding through theatre ("Son of Man" 12). 

Trinity Repertory Company continued to produce plays in two 

different buildings. In August of 1970, an old vaudeville house in downtown 

Providence, the Majestic Theatre, came on the market. Trinity's board 

acquired the property, which had room for two theatre spaces, and set about 
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raising $700,000 for renovations. This responsibility added additional stress to 

the uneasy truce between Hall and some of the board members. A substantial 

gift from the Lederer Foundation for renovations of the Majestic motivated 

the board to rename it the Lederer Theatre. 

Some board members were also concerned that Hall's method of 

selecting his seasons hampered subscription sales. Hall only announced 

some of the season's plays leaving several slots open "to be announced." 

W îth this method, he had the option of adapting new plays or producing 

works pertinent to current events. In addition, those board members often 

objected to Hall's choice of material. 

Feasting with Panthers 

In 1973, for the last production in the Trinity Union Methodist Church 

Playhouse prior to moving into their newly renovated Lederer Theatre, Hall 

revisited the subject of Oscar Wilde when he and Richard Cumming co-

authored a new work entitled Feasting with Panthers. Using multiple 

sources including Wilde's plays, his novel, and works from others about 

Wilde, Hall and Cumming created a controversial piece, which premiered in 

Providence and later toured to Boston and Philadelphia. 

Hall was pleasantly surprised when Jac Venza, head of New York's 

Public Broadcasting System, Station WNET-TV, informed him that PBS 

would like to include Feasting with Panthers in its WNET/Exxon "Theater in 
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America" series to be aired nationally in 1974. This series filmed American 

theatre from regional and resident theatre companies, showcasing acting, 

directing, and writing talent around the nation. Hall found out later that he 

had been included in the series as "a token gesture to the variety and diversity 

of the American theatre. In other words, I was the experimental piece!" (Hall, 

"Television" 49-50). 

Hall's original script reached a far larger audience in the teleplay than 

ever possible on the Trinity stage. A stunning critical success, the film 

version garnered rave reviews from critics and audiences alike. John J. 

O'Connor of the New York Times commented that the play was "Brilliantly 

conceived" ("TV: Feasting"), while Julius Novick also writing for the New 

York Times observed in his review that "thanks to television. Hall may 

achieve the national reputation he deserves." 

Hall received an award from the Exxon Corporation for writing and 

directing this play. The pronouncement that Feasting with Panthers was a 

landmark television event prompted WNET to ask Hall and Trinity to film 

another play of Hall's choosing for the series. Hall chose his adaptation of 

Brother to Dragons, which also received splendid reviews. Film versions of 

both plays are now in worldwide distribution. Chapter IV of this dissertation 

examines Hall's playwriting method in Feasting with Panthers. 

Feasting with Panthprs was filmed during the summer of 1973. The 

following fall. Trinity Repertory Company moved into its new theatre home. 
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Under the supervision of Hall, Lee, and the architects, the renovated Lederer 

Theatre housed two stage spaces. The Downstairs Theatre, with its modified 

thrust stage, was designed to seat 297. The Upstairs Theatre, capable of seating 

up to eight hundred, was essentially an enormous box with highly flexible 

seating and staging. This space permitted great adaptability so that Hall and 

Lee could change the spatial relationship between actors and audience to suit 

each production. Hall's fondness for writing and adapting scripts with great 

fluidity could now be satisfied in production, since everything within the 

space moved with the exception of one bank of seats that was once the second 

balcony of the old Majestic. 

In 1973, Hall revised Brother to Dragons for the inaugural production 

in the remodeled Lederer Theatre. Trinity Repertory Company also staged 

four world premiere productions that season as Hall became more and more 

attracted to new works and to those he and the company created themselves. 

Peer Gynt 

In 1975, Hall and Cumming penned their adaptation of Henrik Ibsen's 

Peer Gynt. which had its World Premiere in the Lederer Theatre. During the 

course of the new adaptation. Hall's penchant for including his audiences 

inspired him to "cast" the audience as Norwegian villagers, celebrants at the 

Mountain King's orgy, and patients in a mental institution. The Upstairs 

Theatre incorporated four stages at three different levels connected by ramps 
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in a set that surrounded parts of the audience. With Lee's set. Hall and 

Cumming's adaptation was able to move with the fluidity of a screenplay. 

Critics and reviewers gave Trinity's production widely varying 

reviews, but many considered that, given time, an important work could 

emerge. Julius Novick of the New York Times stated that: "'Peer Gynf was a 

disappointment. But the fact remains that Hall has evolved a very personal 

way of making theater that has resulted on occasion in some brilliant creative 

work." However, Thor Eckert, Jr. of the Christian Science Monitor praised 

the production by stating that "Adrian Hall's brilliant 'Peer Gynt' is true to 

playwright's intent." 

Life Among the Lowly 

Also in 1975, Public television's "Visions" series contracted with the 

Trinity Square Repertory Company for an original television drama. Hall 

chose to direct an original script. Life Among the Lowly, he had co-authored 

with Cumming. Based on fact, it explores the perceptions and memory of a 

mentally ill man, Abram Cullum, in an almshouse during the Civil War. 

The script relates the human suffering and treatment of those afflicted with 

the disease in New England. Hall took the title from the subtitle of Harriet 

Beecher Stowe's Uncle Tom's Cabin, and he intermingled themes of greed 

and sexual repression with the broader social issues of slavery, poverty and 

inhumanity to one's fellow man. 
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Hall and Cumming actually began to write a play about madness and 

mental illness. They accidentally discovered an article in the archives of the 

Providence Journal about Dorothea Dix and Abram Cullum and decided to 

write their play around these two historical figures. Although most of the 

plot was fiction, Dix—courageous visionary who crusaded for better 

conditions for the mentally ill—did rescue Cullum. In a non-linear 

construction, the plot begins with a middle-aged man in an insane 

institution, ricochets back to his incipient madness, flashes to his childhood 

and youth, and then moves forward to his discovery by Dix. 

Filmed in Rhode Island, it aired in 1976 to successful reviews. John J. 

O'Connor of the New York Times reported that the play was "stunningly 

imaginative" ("TV: Fine Play"). Kevin Kelly of the Boston Globe praised the 

teleplay as "one of the single most brilliant pieces of theater I've yet seen on 

the tube" which was "incisively and dramatically written" ("PBS"). The play's 

success underscored the fact that Hall had an affinity for American subjects 

and that his adaptive style of non-linear use of time could succeed in theatre 

and film. 

In addition to his creating new works. Hall included classic American 

and European plays in Trinity's seasons. For his contribution to classic 

theatre, the Old Globe Theatre in San Diego, California, awarded Hall its 1976 

Silver Jubilee Award. In the same year. Hall received the New England 

Theatre Conference Award for outstanding creative achievement in the 
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American theatre. But despite recognition and awards, 1976 was destined to 

be a year that threatened Trinity Repertory Company's very existence. 

Eustace Chisholm and the Works 

Hall fervently believed that theatre was the "equivalent to a 

confrontation with another person" and "the most profound and shortest 

marriage that man has devised" (qtd. in Taylor, "Act III" 26). In his endeavor 

to confront and communicate with his audience. Hall frequently employed 

shocking tactics. However, some Trinity audience members and Trinity 

Board members desired fewer confrontations and revolutionary experiences 

from its iconoclastic artistic director and playwright. Despite accolades for 

Trinity's new works. Hall and Cumming's 1976 adaptation of Eustace 

Chisholm and the Works from the novel by James Purdy proved to be the 

catalyst for one of the most intense battles of Hall's lifetime. 

At first Purdy denied Hall permission to adapt the novel, since his 

authorization for Edward Albee to adapt Purdy's Malcolm for the stage had 

met with disastrous results; it barely made it through a week on Broadway. 

But after viewing Hall's Feasting with Panthers on television and after 

attending productions at Trinity Rep, Purdy relented and granted Hall 

permission to dramatize Eustace Chisholm and the Works. HaU considered 

the play to be "a very wonderful and tender—and painful—piece about the 
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Depression and young people in the Depression," but he admitted that "there 

was also homosexuality and abortion" (qtd. in demons). 

The novel intrigued Hall with its concerns of isolation, love, 

alienation, and the inability to communicate openly and fully. He perceived 

it as a story about people unaware of themselves and the effect they have on 

others. He related in the Eustace Chisholm program that they "seem to lack 

all free will, to be isolated and trapped by their griefs, passions, hopes which 

become habits, dooms, routines that lock them inside themselves even 

further" (Coale 3). To communicate this dramatically. Hall created what he 

called "inner conflict monologue" conveyed to the audience by means of 

microphones hidden on the actors. 

At any time during the play, characters "may suddenly converse 

privately with themselves, most likely within a spotlight while the rest of the 

play stops and grows dark" (Coale 3). This technique allowed the theatre 

audience to experience the characters' inner struggles as the characters 

conversed privately within themselves. The omniscient novelist escorts the 

reader into the private world of the characters' minds in an effort to 

understand and perhaps empathize with that character. Hall's "inner conflict 

monologues" allowed him to translate, in dramatic terms, that integral part 

of the novelist's prose. 

As with many of Hall's original works, reviewers offered vastly 

different opinions of the play. Kevin Kelly of the Boston Sunday Globe called 
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it a "startling tour de force" ("A Tour de Force"). Markland Taylor admitted 

that Hall's adaptation is true to the novel, but objected that Purdy's shallow 

characters failed to capture the audience. However, negative reviews did not 

keep audiences away, and high demand for tickets resulted in a week's 

extension of the run of the play-

But Eustace Chisholm and the Works offended some members of the 

community with its frankly homosexual theme, its on-stage abortion, and its 

male nudity. Hall's play was too bold and frank for some board members, 

and at the end of the 1976 season, the Trinity Executive Committee decided to 

remove Adrian Hall. 

Earlier, in 1975, the theatre was seriously over budget and the board 

and Hall had accepted a restructuring plan. The organization would have 

two separate entities, both with their board of directors. The Trinity Persona 

Company, with Hall as its head, would rent the Lederer Theatre, pay for taxes 

and maintenance, and retain artistic leadership of the theatre. The 

Foundation for Repertory Theatre of Rhode Island with its Executive 

Committee would cover part of the production budget as well as pay the 

mortgage on the theatre building. The 1975-76 season's play schedule 

included a complex political epic Cathedral of Ice, two Lillian Hellman 

productions. Bastard Son, and Eustace Chisholm. The Foundation cited the 

last play in its decision to end Hall's lease. 
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Ostensibly, the firing came about because of lack of commimity support 

and because of the theatre's deficit. In reality, the cause was as much Hall's 

experimental and controversial productions as his business practices. 

Bitterness and recriminations had surfaced annually between Hall and the 

governing board. The board accused Hall of failing to live within his budget, 

to which Hall countered that the board failed to raise the money it promised. 

The trustees believed they could replace Hall a more malleable artistic 

director—one that would gain more community support, thus resulting in 

more revenue. Hall challenged this charge publicly in an interview with the 

Providence Evening Bulletin: "Sixty-five thousand people paid admissions 

this past season. We must be doing something right for that many people to 

participate" (qtd. in Winslow). 

Historically, conflicts between artistic directors and their boards usually 

result in a victorious management. However, in a bold, unprecedented 

move. Hall countered with an announcement of his own at a press 

conference: he was firing the Executive Committee. He threatened to take the 

company and perform elsewhere. In the ensuing struggle. Hall discovered 

the extent of his support. 

During the next two months, battle lines were drawn as people took 

sides. The company of actors announced that they were solidly behind Hall, 

would not work in the Lederer Theatre under another director, and 

commenced a "grass-roots" fimdraising campaign (Clay, "Bring Me the 
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Head"). The community responded by demonstrating its financial 

commitment to Trinity Repertory Company and Adrian Hall. This 

solicitation from the general public was apropos since Hall had always 

believed theatre should not be an elitist organization. He had recently 

opposed a proposal to raise ticket prices, anxious that such an action would 

deprive many of the opportunity to attend the theatre. The artistic 

community also rallied behind Hall. Newspapers from Boston to 

Washington to Providence supported him as did New England television 

and radio stations. Hall described the uproar to Arthur Bartow: 

People by the thousands came out of the woodwork to defend me 
and just got in there screaming—the most improbable people—the 
church. You cannot imagine how they came to my defense. 
Everybody sent telegrams to the local press. The actors took to the 
streets. They ramg doorbells. (Director s Voice 152) 

Carolyn Clay championed Hall in the Boston Phoenix citing the fact 

that hundreds of Bostonians were season subscribers of Trinity. She described 

Trinity's crisis as one that "threatens all regional theatres dependent on the 

whims of donors for their survival" ("Bring Me the Head"). Brian Dickinson 

of the Providence Tournal-Bulletin defended Hall's propensity for writing and 

staging new material: "Trinity has built much of its reputation on its 

willingness to be daring and experimental, and this independence deserves to 

be nurtured" ("Theatre Reaches"). Thomas Fichandler, president of the 

League of Resident Theatres and executive director of Washington's Arena 

Stage said that "ways must be found to continue Adrian Hall's leadership 
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with the investment of talent, energy and money which have made Trinity a 

great artistic resource" ("Hall Trinity Square"). 

Confronted with the unified, public support for Hall and the prospect 

of having to pay the mortgage on an empty theatre building, the Executive 

Committee withdrew its proposal to fire Adrian Hall. Trinity Persona 

Company and the Executive Board for the Foundation reached a compromise 

in an effort to save the regional theatre. The Executive Committee for the 

Foundation would retain the physical Lederer Theatre and raise funds to 

meet its mortgage payments. Hall's company would lease the theatre for one 

dollar a year and would raise and manage its own budget. So Hall was left 

with no executive board and complete control of his company. He named his 

own board for Trinity Persona Company. (Later, in 1984, the two entities 

merged in a unifying step for continued growth.) The names of artistic 

directors across the nation who lost similar battles litter American theatre 

history, but Hall weathered the storm and emerged victorious. 

Despite this victory, he was still faced with the responsibility of raising 

enough money to operate as well as to pay the deficit. Working within a slim 

production budget. Trinity emerged from the season with increased box office 

revenues, and this, combined with a grant from the NEA, allowed the 

company to pay off their deficit. 

In the midst of his duties and problems of running a company, Hall 

found time to contribute his service to national organizations. He served as a 
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member of the board of American National Theater and Academy from 1968 

to 1972. He later served on the Board of Directors of the Theatre 

Commimications Group from 1977 through 1989 and was Consultant to the 

Office of Planning and Analysis of the National Endowment for Humanities 

in 1977. He was also appointed as a member of the Policy and Grants Panels 

for Large Theatres at the National Endowment for the Arts from 1977 to 1979. 

A Christmas Carol 

During Trinity Repertory Company's 1977-78 season. Hall turned his 

efforts again to creating new works. He and Cimiming wrote an adaptation of 

Henrik Ibsen's complex play, Rosmersholm. Reflecting the intricate nature of 

the play, the set incorporated a three-story mansion fully equipped with 

furniture and props indicative of Victorian times. 

Several people, including some of the Trinity Board of Directors, had 

often encouraged Hall to include A Christmas Carol in the season. Donald 

Schoenbaum, Hall's long-time friend and managing director of the Guthrie 

Theater in Minneapolis, had also suggested that Hall think about producing 

A Christmas Carol since it would be lucrative for the company. Schoenbaum, 

however, admonished Hall to forget the adaptations available and adapt it 

himself for the Trinity Company. 

Hall decided that the timing seemed right for such a production. So, 

taking the elaborate, Victorian set from Rosmersholm. designer Lee turned it 
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into a London interior for Hall and Cumming's world premiere of their 

adaptation of Dickens's A Christmas Carol. All three collaborators concurred 

that Trinity's script and production would reflect the human condition 

during Dickens's time rather than present a sugar-coated, holiday treat. For 

that reason. Hall's script emphasized the disparity between prosperity and 

poverty in the Victorian society. 

A Christmas Carol proved to be more popular than Hall had expected. 

It enchanted Providence audiences, and Trinity Rep played Hall's adaptation 

to full houses. Most critics raved about the production and its faithfulness to 

Dickens's novel. Randy Szyba applauded the adaptation in his review: 

Except for some campy new dialogue and an interesting 
interpretation of the ghosts. Hall has stayed close to the original 
story and the resulting combination of slapstick and old English 
flavor is a rousing success. [...] This play has a little touch of the 
holiday magic to it, with enough fun to touch even the coldest 
Scrooge heart. 

Trinity Repertory Company continues to delight audiences with Hall 

and Cumming's adaptation of A Christmas Carol and presents it yearly as a 

Christmas tradition for New England audiences. Chapter V examines Hall's 

playwriting process in adapting this short, well-known work. 

Ardently interested in the development of American theatre. Hall 

considered adapting a play from a book entitled Trouping that chronicles 

vaudeville's success, which sparked the formation of touring companies in 

America. Also intrigued with the influence that Uncle Tom's Cabin had on 
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theatre in America, Hall began to toy with the idea of creating a theatre piece 

out of the history of this early American play and its relationship to modern 

American theatre. For its first production of Trinity's 1978-79 season. Hall 

and Cumming authored a script that interwove the two. 

Uncle Tom's Cabin. A History 

The stage history of Uncle Tom's Cabin dates back to 1852 when five 

different companies were producing the play in competition with one 

another. Between 1890 and 1900, more than four hundred acting companies 

played one version or another of this phenomenally successful play across the 

United States. To connect the text and the audience. Hall introduced an 

intermediary in the person of an African American actor clothed in casual, 

modern attire. This narrator served in much the same way as the 

"Contemporary Figure" in his earlier production of Tulius Caesar and 

acquainted the audience with necessary information regarding American 

theatre, slavery, and Harriet Beecher Stowe's novel. Uncle Tom's Cabin. 

Taken from Stowe's novel, historical documents, and theatrical history. 

Hall's text examined the complexity of such issues as slavery, civil rights, 

theatre history, women's suffrage, the plight of the actor, and black 

stereotypes. 

Many of Hall's adaptations examine current social and political issues 

even though the play may have a historical setting. Hall noted that, for the 
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most part, theatre comments on these issues after the fact. But the play Uncle 

Tom's Cabin explored an important political issue before and during the 

political crisis. It did what Hall continually attempted to do during his career 

in that it commented on the social and political issues during the time they 

were occurring in an effort to help the audience to understand. 

Most of the critical response to Uncle Tom's Cabin. A History indicated 

that the play was overly encumbered with history. But many agreed that it 

was bold in its conception and presented the play within the play. Uncle 

Tom's Cabin, with sensitivity and power. Several critics called it "a work-in-

progress" which could use cutting (Gale, "Uncle Adrian's"). 

In retrospect, it becomes apparent that Hall rarely had the luxury of 

editing and revising his adaptations for further productions. As Artistic 

Director of Trinity Repertory Company, he had administrative duties as well 

as artistic duties in the daily overseeing of the theatre. Additionally, in 1978, 

he established Trinity Repertory Conservatory for students to continue 

theatre training and gain experience under the auspices of a professional 

theatre company. Had he not had the responsibilities of a company to run, he 

could have continued to revise more of his scripts into important works. But 

Hall immediately plunged into the next work of the season, for even if he 

were not its director, he had final say over every production. 

In 1979, Seattle Repertory Company offered Hall the position of artistic 

director, which would have doubled his annual salary. Peter Donnelly, 
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Seattle's producing director explained to Beth Taylor of the Providence 

lournal the reasoning behind the offer: 

He's one of the giants. He's inventive, creative and innocent—in 
the sense that he's extremely daring; he has no pre-conceived 
notions of what theater can be. He's highly regarded nationally 
because he's not gotten tired, not gotten stale in his work. He's not 
solidified into any predictable thing as others have become, (qtd. in 
"Act ni" 30) 

Hall refused the offer, partly because he believed Seattle really wanted 

him to do what they already were doing—only better. He was not interested 

in following someone else's lead, but he was interested in following the 

direction his art was leading him. Also, he remained passionately committed 

to the artists in his company, and he was not ready to leave those who had 

joined him in his journey to create exciting theatre. 

In 1979, the National Endowment for the Humanities awarded Hall the 

funds to direct his fourth production for television. Interested in developing 

the American drama. Hall, in collaboration with Cumming, adapted Edith 

Wharton's House of Mirth. He directed Geraldine Chaplin and members of 

the Trinity Company in his adaptation. PBS broadcast the production 

nationally in its "Great Performances" series in 1981. 

Over the next few years. Hall continued to receive both national and 

international recognition. In 1979, the United States and the USSR 

International Communications Agency sponsored his three-week visit to 

Russian theatres. As a result, the Vakhtangov Theatre in Moscow invited 
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Hall to direct a production. Upon his return from Russia, Yale Repertory 

Theatre invited him to direct a production of Buried Child. In April of that 

year, he worked with the Opera Studio and the drama department at the 

University of Houston. In 1980, the White House invited Hall to a reception 

where he was honored for his contribution to American Cultural Life. Also 

in 1980, the U.S. International Communication Agency invited him to be a 

delegate to the International Playwright's Conference in Berlin, Budapest, and 

Warsaw. 

After Hall and Trinity Repertory Company received the 1981 Tony 

Award for the most successful regional theater of the year. Hall learned that 

he had received a grant from the Arts America Program of the U.S. 

International Communications Agency. This grant would pay for Hall and 

twenty actors and technicians to take their productions of Buried Child and Of 

Mice and Men on a six-week tour of India, Syria, and Egypt. Hall related to 

Bill Reynolds of the Providence lournal that he was particularly pleased that 

the agency agreed to the selection of these two plays because they "are about 

the human spirit" ("U.S. to Send"). Reflecting on his choice of plays. Hall 

recalled that Buried Child was successful because it dealt with problems and 

situations that exist in India today, so the play was "very real" to the Indian 

audiences (27 Sept. 1999). 
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In the Belly of the Beast 

In an effort to continually "push back the boundaries," Hall often chose 

to create new works dealing with current issues. He stated: "There has to be 

constant change: new ways of dealing with problems, new ways of 

communicating with an audience" (Franckling 86). He wanted to deal with 

contemporary issues concerning contemporary audiences. 

As we have seen. Hall's proclivity for exposing what he termed "the 

underbelly of society" led him to adapt plays featuring fictional and non-

fictional anti-heroes such as Oscar Wilde, Charles Manson, and Eustace 

Chisholm. Convicted felon Jack Henry Abbott was another such anti-hero. 

In 1983, Hall adapted In the Belly of the Beast: Letters from Prison from the 

book of the same title by Abbott. Premiering in Providence in April of that 

year, it was to be the cause of much anguish and regret for HaU. 

Two years earlier, Abbott had been released from prison through the 

efforts of author Norman Mailer and other literati in New York. Mailer had 

corresponded with Abbott and had been impressed with Abbott's writing style 

and gift of phrasing. Mailer kept Abbotf s letters and approached Random 

House to publish them in book form. When the book came out, reviewers 

called it brilliant. 

Mailer promised Abbott employment in an effort to convince the 

parole board that this talented artist should be free. The New York Parole 

Board released Abbott to a halfway house in New York's derelict Lower East 
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Side in 1981. Less than a month later, Abbott stabbed and killed a waiter in a 

New York City restaurant over a trivial incident. He ran and was 

apprehended a few weeks later in Louisiana, where he offered no resistance to 

his arrest. 

Cognizant of Hall's reputation for adapting novels, Abbott's producer-

agent, Seymour Morgenstern, inquired whether Hall would be interested in 

adapting Abbotf s book for the stage. Hall was intrigued and entered into a 

verbal agreement with Morgenstern without obtaining written legal contracts 

from him, a decision Hall would later regret. Hall believed he had acquired 

the stage and television rights, but Morgenstern subsequently maintained 

that he had never discussed the television rights with Hall. 

Following Hall's successful production, which opened 19 April 1983, 

two other productions appeared without Hall's permission. One of those 

productions belonged to Robert Falls. During a panel discussion in Chicago, 

Falls heard Hall explain the process he used in writing the play. He 

telephoned Hall and asked permission to read a copy of the script, to which 

Hall consented. Falls staged the play at Chicago's Wisdom Bridge Theater on 

29 September 1983. The critics praised the production, which ran for five 

months and later played in Glasgow, London, and the Kennedy Center in 

Washington, D.C. Falls admitted that he had used Hall's play as the basis for 

his script, but included some new material. Although no credit was given to 

Hall and no royalties were paid to Trinity, Falls explained that he "thought 
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Adrian Hall was getting royalties through Seymour Morgenstern" (qtd. in 

Gale, "Dramatic"). 

To complicate matters further, another production appeared in Los 

Angeles, staged by Robert Woodruff at the Mark Taper Forum. In August of 

the same year. Woodruff's production transferred to the Joyce Theater in 

New York. The Mark Taper Forum credited Hall as adaptor of the work, with 

further adaptation by Woodruff, which infuriated Hall since he adamantly 

denied giving his permission. Gordon Davidson, artistic director of the Mark 

Taper Forum, believed that Hall had given permission. When the script won 

the 1984 Los Angeles Drama Critics Circle Award for best literary adaptation. 

Hall had to share the award with Woodruff. When questioned on the 

subject. Woodruff acknowledged that his script was "ninety-five percent of 

Adrian's text." He commented further that the "basic structure is Adrian's. 

The lion's share of the credit must go to him" (qtd. in Gale, "Feisty"). 

Woodruff also admitted that he basically "took what Adrian had done, and 

done brilliantly, and tried to clarify some of the arguments" (Koenenn). Hall 

was eventually able to copyright his adaptation, and Morgenstern may use it 

only with Hall's approval. 

Sources for Hall's ninety-minute script included Abbott's book, 

Abbott's trial transcripts, private letters, interviews, newspaper clippings, and 

a "60 Minutes" television program on Abbott. Hall also researched prison 

conditions and visited solitary confinement cells in Rhode Island in 
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preparing to write his adaptation. In selecting portions of the book to 

incorporate into the play. Hall chose those that gave insight into the man and 

his mind. He did not seek to justify Abbotf s actions but to explain them. 

Although Hall wrote the original script, he no longer had sole writing 

credit for the adaptation. His disinclination to bother with the inconvenience 

of dealing with lawyers caused him much grief and financial loss. Much of 

his problem occurred because of his own "lack of business acumen" and that 

rankled most (Gale, "Dramatic"). At this time, however. Hall's focus was not 

entirely on the problems and successes of his script In the Belly of the Beast. 

Trinity Repertory Company and Dallas Theater Center 

In the spring of 1983, Hall had accepted an invitation to become Artistic 

Director at the Dallas Theater Center. William A. Henry III noted in Time. 

"Nearly everyone who has ever had to choose between two attractive jobs has 

yearned, at least for a moment, to take them both. Adrian Hall actually did it" 

(86). In an extraordinary decision, the DTC board agreed to Hall's condition 

that he retain his position as Artistic Director of Trinity Repertory Company 

in Providence. He delighted in the challenge of leading two companies at 

once. 

Hall set about to discover if the creation of Trinity Repertory Company 

were an anomaly or if it could be repeated in Dallas. He soon discovered that 

the situation was not the same, however. In Providence, he founded the 
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theatre and charted its course; in Dallas, he endeavored to change the existing 

course. Dallas Theater Center had never employed a resident company, and 

the previous artistic director had used many student actors and technicians. 

Hall wanted to build a permanent ensemble based on the Trinity model and 

develop an audience who would allow the Dallas Theater Center the latitude 

to grow toward national recognition. Hall related his desires to Dan Hulbert 

of the Dallas Times Herald: 

I want it to be a place where people are excited, where they laugh 
and holler at each other. I want it to be a place where everyone feels 
involved—hillbillies, hippies, homosexuals, blacks, as well as ladies 
in evening gowns. This will not be a theater of neutral feelings and 
politeness. ("Adrian Hall") 

For the next six years. Hall would set about trying to establish that indigenous 

theatre in Dallas for people from all walks of life. 

1983 proved to be an extremely busy year for Hall. In addition to 

writing In the Belly of the Beast, directing other productions, and taking on 

the directorship of another regional theatre. Hall represented the United 

States as a delegate to the Thirty-fifth Congress of the International Theatre 

Conference in East Berlin. In the same year, the National Theatre Conference 

in New York honored Hall as Person of the Year for his work as Artistic 

Director of Trinity Rep and the Dallas Theater Center and for his outstanding 

contribution to the American Theatre. 
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Galileo 

Hall's first production for the Dallas Theater Center was his own 

interpretation and adaptation of Bertolt Brechf s Galileo, which premiered in 

1984. Hall had staged Ralph Manheim's version of the play at Trinity Rep the 

previous fall. 

Hall's version of the play—developed in collaboration with James 

Schevill, professor of German at Brown University in Providence—reflected 

a concern for contemporary issues as weU as a regard for the classic script. 

Hall and Schevill included Brecht as a commentator to guide the audience 

through the play, superimposing the parallel drama of Brechf s life into the 

text of Galileo. Hall incorporated poems by Brecht and information drawn 

from Brechf s journals into the script. 

When Galileo opened in Dallas, the reviews were generally positive. 

Dan Hulbert of the Dallas Times Herald observed that, while not flawless, it 

was "daring and strong," and he went on to say that the climax was "realized 

brilliantly by playwright and director" ("Adventure"). Jeremy Gerard of the 

Dallas Morning News commented that the "genius of this production is that 

for every part that doesn't work, another brands a place in the memory" 

("Galileo" IF). Hulbert quoted Robert Falls, artistic director at the Goodman 

Theatre in Chicago, as saying that Hall was a "spiritual mentor" and that he 

began his tenure at the Goodman with Hall's adaptation of Galileo 

("Dramatic"). 
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Building a theatre audience and resident company of actors was 

proving difficult in conservative Dallas. Even with subscriptions on the rise, 

many still considered Hall an outsider despite the fact that he was born and 

bred in Texas. It did not help matters that he had to divide his time between 

Trinity, Dallas Theatre Center, and various free-lance projects. In 1986, Hall 

decided to stage All the King's Men and what followed was "a breakthrough 

production in which Hall's daring techniques were finally embraced by sell

out crowds" in Dallas (Hulbert, "Dramatic"). 

All the King's Men 

Hall's propensity for returning to particular works and authors led him 

to undertake his stage adaptation of Robert Penn Warren's All the King's 

Men. Because of its proximity to Louisiana (the book's setting), he chose 

Dallas for its premiere. All the King's Men was staged in DTC's bam-like 

structure designed by Eugene Lee in the Dallas Arts District. On the first 

preview night, the play ran for almost four hours, and many in the audience 

left before the ending. Hall immediately began to pare down the script before 

the next evening's preview and his efforts were rewarded with a standing 

ovation. Reviews for the official opening labeled it a "volcanic, electrifying 

production" and extolled it as "the most important theatrical event ever in 

this city" (Edwards 6). 
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When it premiered early the next year in Providence, reviewers hailed 

it as "a rip snorting Southern saga of political corruption—a work as richly 

resonate as Warren's original, but laudable as a theatrical entity in its own 

right" (DeVries, "All the King's Men"). Later in 1987, the Arena Stage in 

Washington D. C. produced the play. Again, it was again a critical and 

popular success. Chapter VI investigates the progression of this play from 

novel to script. 

During Hall's years of dual leadership of Trinity and Dallas Theater 

Center, he continued to receive recognition and awards. In 1986, the Dallas 

Theatre Critics conferred upon him their Forum Award for exceptional merit 

for the adaptation and direction of All the King's Men. In that same year, the 

Southwest Theatre Conference inducted Hall into its Hall of Fame. He also 

traveled to Leningrad and Moscow in 1986 for Theatre Exchange International 

to discuss with Russian artists the possibility of future artistic exchanges. In 

1987, Boston's St. Botholph Club Foundation honored him with their Award 

for Excellence in the Dramatic Arts. The Dallas Theatre Critics bestowed upon 

Hall their Forum Award for his 1988 production of The Tempest, the 

Forum's Special Award for his Artistic Leadership in 1989, and the Forum 

Award for his original adaptations of Prologue and All the King's Men in 

1990. In that same year, the City of Providence honored Hall with their 

Citizen's Citation for his twenty-five years as Artistic Director of Trinity 

Repertory Company and for making it one of the most respected resident 
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companies in the world. Once again, however, awards and honors failed to 

protect Hall from trials and adversity looming on the horizon. 

Leaving Providence and Trinity Repertory Company 

The 2000-mile commute began to take its toll, and in 1987 Hall decided 

to cut back on his workload and announced his decision to withdraw as 

Artistic Director from the Trinity Repertory Company. He gave Trinity's 

board a two-to-five-year transition period in which to find a successor after 

which time he planned to devote all his efforts to the Dallas Theater Center. 

Hall wanted to be closer to his mother who was by then in her eighties, and 

he knew that Trinity was a solid operation, a deeply entrenched art 

institution in Providence. 

The Providence lournal reported after Hall's announcement: 

It is difficult to imagine Providence without Trinity Repertory 
Company, and even harder to think of Trinity Rep without Adrian 
Hall. But because Adrian Hall is the versatile artist that he is, his 
finest creation will prevail once the creator is gone from the stage. 
("Adrian Hall Steps Down") 

Shocked and saddened by Hall's decision. Providence felt that the creative, 

driving force behind Trinity Repertory Company could not be replaced. 

Dallas Theater Center Controversy 

In 1989, Hall released the reins of Trinity to concentrate entirely on the 

Dallas Theater Center, but the Dallas community still had trouble adjusting to 

Hall's type of theater which critics called "astonishing," "muscular," and 
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"ferocious" (Edwards 6). He worried that although he had the right accent, 

Dallas did not understand what he was saying. 

Hall failed to comprehend just how littie his Dallas board understood 

his unconventional brand of theatre. For six years during the 80s, he 

endeavored to establish a professional company in Dallas and was in the 

process of succeeding. He hired a permanent acting ensemble and instigated 

educational outreach programs for students and adults in a project similar to 

Trinity's Project Discovery. His goal was to make the Dallas Theater Center 

the leading theatre center in the nation. His plan involved building an 

indigenous audience to support the institution—much as he had built at 

Trinity. But only days after he had retired from Trinity, the Dallas Theater 

Center board declined to renew his contract. 

Surrounded by moving boxes and book crates that movers had 

delivered from Providence that very day. Hall received the news from three 

Dallas Theater Center board members in his Dallas home. The board 

criticized Hall for changing schedules, delaying decisions on season 

programming, and failing to be an administrator. Others concluded that 

Hall's confrontational, non-mainstream plays offended some audience and 

board members. Hall was stunned by the board's decision. 

After the initial shock of the DTC action. Hall realized that he was now 

free from the strictures of board meetings, audience development plans, and 

the administrative worries of running a theatre. Even though he could now 
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enjoy the freedom to concentrate on being an artist. Hall still regretted that he 

was unable to do more to make Dallas and the American theatre a more 

stable workplace for its artists. 

He immediately received offers from around the country to direct. Jack 

O'Brien of the San Diego Old Globe Theatre asked Hall to take over the 

direction of Measure for Measure to be performed in September 1989. Hall 

admitted in the program notes that he and the play were strangers. As a 

result, he approached the play in his usual, fresh way—taking the script apart 

to understand its relevance for and adapting it to today's audience. 

Hall's efforts to make the play relevant to contemporary audiences 

were rewarded with positive reviews. Jeff Smith of The Reader reported that 

Hall "concentrates on two things: drawing out the play's humor and 

emphasizing the common humanity of the characters. The sheer simplicity 

of Hall's approach makes for a refreshing look at what has become a critically 

battered drama." 

The San Diego Theater Critics Circle nominated Hall's Measure for 

Measure for five awards including best production and best direction. 

Following the successful Measure for Measure at the Old Globe, Hall directed 

his adaptation of A Christmas Carol at the Dallas Theater Center that same 

year. 
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Prologue 

Hall was scheduled to direct one more production for the Dallas 

Theater Center, and early in 1990 he further adapted and directed a 

production of his Prologue to All the King's Men there. Hall worked on the 

fourth chapter from the book All the King's Men, which he had been obliged 

to cut from the play in 1986. Hall intended for Prologue and All the King's 

Men to be presented on two successive nights for a complete look at Warren's 

work. With this opportunity to refine the edited Prologue material. Hall 

developed a work that received positive reviews. Jerome Weeks of the Dallas 

Morning News remarked that "even in its unsettled workshop status," it was 

a rich, exuberant work ("Song"). Gordon Davidson, Artistic Director of the 

Mark Taper Forum in Los Angeles, attended the production and invited Hall 

to Los Angeles to continue to work on the piece. 

Hope of the Heart 

Three months prior to the time Hall was due at the Mark Taper 

Forum, he re-read Brother to Dragons. He was startied by the common 

themes that run through both pieces. For its premiere in September 1990 and 

the first play of the Forum season. Hall reworked Prologue and included 

Warren's revised version of Brother to Dragons to create a new play entitled 

Hope of the Heart. 
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Hall actually named the play from a line in Brother to Dragons that 

says, "Can the hope of the heart be lost?" This title also expressed a 

prominent theme in the work—that one must understand and accept the past 

and then go on to dream of the future. To communicate this and other 

conflicts of the play to the audience. Hall used a variety of methods. 

Once again, he connected the audience to the historical events by 

means of a contemporary figure in the character named "RPW," an acronym 

that Warren used as his alter ego in Brother to Dragons. RPW and other 

characters weave in and out of the past, present, as well as fantasy scenes. 

Hall also used narrated thought, which the actors often addressed to the 

audience, mixed with dialogue. He took another cue from Warren's poem, 

which is subtitled "A Tale in Verse and Voices," by writing some of the 

narrative dialogue to be spoken by the company of actors a cappella. These 

techniques, mixed with musical interludes and a truthful rendering of 

Warren's words, took Los Angeles by storm. 

Reviewers in Los Angeles, unaccustomed to Hall's brand of theatre, 

raved over the powerful production. Jeff Rubio commented: "[ Hall's play] 

suggests a march forward for one of this country's most prominent resident 

theaters, which has been accused in recent years of yielding to middle-brow 

tastes." Randy Jay Matin observed that "the writing is top notch, complex and 

poetic like Shakespeare." In her review for the Los Angeles Times. Sylvie 

Drake praised Hall's play and said, "Hope of the Heart smashes through 
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dramaturgical boundaries like an idea whose time has come." Michael 

Reubens declared that the play "deserves to be incorporated into a repertory 

company's program as soon as America forms a National Theatre Company." 

Although bold and innovative to this audience. Hall was just 

continuing to create theatre in the way he had always done. This play earned 

Hall the Los Angeles Drama Critic Circle Award for outstanding achievement 

in writing and directing. 

Recent Projects 

In what might be another artist's retirement years. Hall continued to be 

in demand and travel across the country to direct in prominent theatres. In 

1991, he directed F. Murray Abraham in the American Repertory Theatre's 

production of King Lear, and later the same year he returned to the Old Globe 

Theatre in San Diego to direct The Tempest. 

Returning for a guest stint in 1992, Hall directed Prelude to a Kiss for 

Trinity Repertory Company. That same year, he directed As You Like It for 

the Joseph Papp Public Theatre's New York Shakespeare Festival at the 

Delacorte Theatre in Central Park and Hedda Gabler at American Repertory 

Theatre. Also in 1992, Hall directed Much Ado About Nothing in Atianta, 

Georgia. In 1993, he directed Heartbreak House for the Seattle Repertory 

Theatre. Hall traveled to New York in 1994 to direct Two Gentlemen of 

Verona at the New York Shakespeare Festival. 
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In 1995, he returned to New York "to rescue" the Broadway play On the 

Waterfront after its director and several actors left (Friedman). That same 

year, he directed The Taming of the Shrew at the Folgers Shakespeare Theatre 

in Washington D.C. In 1996, Hall and F. Murray Abraham worked together 

again on King Lear at the New York Shakespeare Festival. Also in 1996, Hall 

directed the West Coast Premiere of Ouills. 

Hall next undertook a project close to his heart—building a theatre on 

his property in Van (located in the former Wisdom Temple Community). 

True to his fundamental tenet that theatre should not be elitist. Hall now 

could bring theatre to the rural community. His first production was his 

adaptation of A Christmas Carol. 

In 1997, Hall returned to Providence for the dedication of a street in his 

honor, Adrian Hall Way. The dedication was part of a celebration of Hall's 

seventieth birthday in December. More than 350 of Hall's friends and 

colleagues honored him during the celebration. 

At seventy. Hall continued to explore new avenues of theatrical 

expression. In March 1998, Hall directed a new play by Naomi Wallace, The 

Trestle at Pope Lick Creek, at the Humana Festival of New American Plays in 

Louisville, Kentucky. The following month, at the request of Dr. James 

Hatfield, he resumed his acting career by performing with Katherine 

Helmond in Love Letters at the University of Texas at Tyler. The team paired 

up again to perform Love Letters in 1999 at Galveston's Strand Theater. 



89 

The Rhode Island Historical society honored Hall at its 1999 History 

Makers Salute. Oskar Eustis, current artistic director of Trinity Repertory 

Theatre, remarked that "when Hall arrived in Providence, there weren't any 

role models for life in the theatre [...] so Hall had no choice but to create 

history" (Zuckerman). 

Hall ushered in the new millennium by returning to Dallas after 

eleven years for a production of One Flea Spare in March. Working with the 

McKinney Avenue Contemporary's resident company. Kitchen Dog, Hall 

directed the inaugural production in the MAC's second theatre space. 

In half a century. Hall's passion for bringing relevant theatre to people 

from all walks of life has not abated. In 2001, Hall and Cumming embarked 

on a new creative venture. Hall was invited to work with students of the 

Professional Theatre Training Program at the University of Delaware three 

weeks a year for three consecutive years. As Hall contemplated the project in 

the summer of 2000, an idea for another new play surfaced. He and 

Cumming, with the acting students, intend to develop an original work based 

on a newspaper article relating the beating death of an enlisted man at an 

Army base in Tennessee. In his retirement years. Hall continues to explore 

the theme of man's inhumanity to man in new works for the theatre. 
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Honors and Awards 

Over the years. Hall and the Trinity Repertory Company have been the 

recipients of national honors as well as national and international 

recognition. In addition to a 1981 Tony Award and the 1969 Margo Jones 

Award, Hall and Trinity Repertory Company were recipients of the 1967 

Rhode Island Governor's Arts Award. 

In 1972, he received the Rhode Island College Alumni Association's 

John F. Kennedy Award. The Ohio Theatre Alliance honored him with its 

Outstanding Achievement Award in Theatre in 1987. Hall's alma mater. East 

Texas State University, honored him as a Distinguished Alumnus and 

recognized his accomplishments as a playwright, producer, and director in 

1992. 

The NBC television station in Providence aired HaU's biography on its 

series, "NBCIO Biographies" on 14 April 2000. Later, on April 30, 2000, John 

Updike, Stephen Sondheim, and Hall were honored at the Pell Awards for 

Excellence in the Arts in Providence. 

Five institutions of higher learning conferred upon Hall honorary 

doctorates—Brown University in 1972, Rhode Island College in 1977, Roger 

Williams College in 1982, Bridgewater State College in 1985, and his own 

alma mater, Texas A&M University at Commerce, in 2001. 

Throughout his career, Adrian Hall adapted works because he needed 

plays that suited his company of actors. As he received more and more 
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recognition for his productions, people from all over the country traveled to 

see what was happening at Trinity Repertory Company. Hall recalled that: 

The more important the name of the company became, the more 
we needed new material. We needed material that had our brand 
on it. The NEA said one time, publicly, that if they dropped eleven 
different productions of (I think it was Hedda Gabler) out of an 
airplane to the country, the only one they would be able to identify 
was Adrian Hall's at Trinity. It was true—what we did was so 
personal always. (27 Sept. 1999) 

Challenged to write material to suit his company. Hall developed his 

skill as a playwright to create new works, which ultimately defined the 

Trinity Style. Yet Hall's skill and method as a playwright remain largely 

undocumented. Chapters IV, V, and VI of this text remedy that deficiency by 

documenting and identifying Hall's method of playwriting in three discrete 

works. 



CHAPTER IV 

ADRIAN HALL'S PLAYWRITING PROCESS IN 

FEASTING WITH PANTHERS 

Adrian Hall wrote Feasting with Panthers by combining multiple 

sources to illustrate a day in the life of Oscar Wilde during Wilde's 

imprisonment in the late nineteenth century. An examination of this play's 

development illustrates Hall's propensity to create a play using all the 

elements of theatre. Feasting with Panthers, one of his most highly acclaimed 

plays, is a prime example of the method Hall used to construct a play through 

research, collaboration, and several revisions. Hall's method diverged 

significantiy from established playwriting practices. To ascertain his 

playwriting approach, this chapter traces the development of Feasting with 

Panthers from its inception to performance. 

The genesis of Feasting with Panthers occurred in 1968 with Hall's 

acquisition of Norman Holland's script entitied Years of the Locusts. 

Holland's New York contact had given Hall and Cumming permission to 

adapt Years of the Locust for the Trinity Repertory Company. Marion Simon, 

Hall's longtime assistant, remembered the drawbacks of Holland's script: 

"The script weighed about eight pounds. So it was the idea, the Oscar Wilde 

idea, that fascinated Adrian and Richard Cumming. You couldn't do a play 

that weighed eight poimds. It took them two days to read it" (16 Dec. 1999). 

92 
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A fairly sentimental piece, Holland's script was linear in structure, 

beginning with the day Wilde entered prison and ending with his release two 

years later. One particular scene captured Hall's interest and was 

instrumental to Hall and Cumming's playwriting approach in Feasting with 

Panthers. In this frolicsome scene, Wilde fantasizes that the prisoners sing 

and dance in the vein of a Gilbert and Sullivan operetta. This whimsical 

interlude in the midst of the drab prison setting inspired Hall with a concept 

to frame his original version of Wilde's story. 

The company performed Years of the Locust at the Edinburgh 

International Theatre Festival in 1968 and a few years later in 1972, Hall 

wanted to develop the piece further. After lengthy contractual disputes with 

Holland, he was unable to obtain the rights. Holland insisted the script be 

produced as he originally wrote it—in its entirety and without the Hall 

additions and the Cumming music. 

Since Hall and Cumming had read a great deal about Wilde in 

preparation of Years of the Locust, they made a decision regarding Holland's 

script. Hall related to Arthur Bartow: "I said to DeeDee [Richard] Cumming, 

'Hell, we can do this better ourselves.' So we did and called it Feasting wjth 

Panthers" (Bartow 144). Hall had additional incentive to write his original 

script, as he confessed: "To be perfectly honest we were also stuck because 

we'd already announced our intention to do a play about Wilde and we had 

to produce" (qtd. in King 22). 
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As Hall and Cumming embarked on their venture of creating Feasting 

with Panthers, they decided to incorporate selections from Wilde's The 

Importance of Being Earnest. Salome. The Picture of Dorian Gray. "The 

Fisherman and His Soul," De Profundis. and The Ballad of Reading Gaol into 

their script. They also made use of Wilde's essays, including lecture material 

from his American tour as well as correspondence from the Marquess of 

Queensberry to his son. Lord Alfred (Bosie) Douglas. Extracting selections 

from these works. Hall blended the various parts into a harmonious whole, 

weaving a thought-provoking depiction of Oscar Wilde. 

One reviewer of Hall's play remarked that the audience for Feasting 

with Panthers should have knowledge of Oscar Wilde and his works to fully 

comprehend the play (Atwood, "Audience Needs"). That admonition merits 

consideration. Therefore, the following synopses of works that Hall and 

Cumming utilized in their play and a brief summary of Wilde's disgrace 

provide essential clarification for Feasting with Panthers. 

Primary Sources of "Feasting with Panthers" 

Source One 

Inasmuch as Trinity Repertory Company had recently produced Thg 

Importance of Being Earnest. Hall was thoroughly conversant with Wilde's 

greatest play. Earnest fits the traditional comic form with its misadventures 
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and final pairing of lovers, lost heir miraculously discovered, mistaken 

identity, and reconciliation. 

Jack Worthing aspires to marry Gwendolen Fairfax, daughter of Lady 

Bracknell. The autocratic Lady Bracknell objects to the match because 

Worthing can lay claim to no ancestors, since as an infant he was found in a 

handbag in Victoria Station. Jack poses as "Ernest" Worthing because 

Gwendolyn will only marry a man whose name is Ernest. Eventually it is 

revealed that Jack "Ernest" Worthing is actually the wealthy son of Lady 

Bracknell's sister and was left in the train station by an absentminded 

governess. Gwendolyn welcomes the match since Jack's real name is Ernest, 

and Lady Bracknell welcomes the match since Jack actually has wealthy 

relatives. 

Hall incorporated much of Lady Bracknell into his script. In Wilde's 

tortured mind, the governor of the prison becomes the domineering Lady 

Bracknell questioning Wilde's antecedents. 

Source Two 

Hall interpolated Wilde's play Salome into the second act of Feasting 

with Panthers. Based on the Biblical story found in the New Testament, 

Salome recounts the story of Herodias's decadent daughter who seeks 

revenge upon John the Baptist for spurning her immoral advances. Herodias 

also desires revenge upon the prophet for his censure of her marriage to her 
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divorced husband's brother. Herod begs Salome to dance for him, but she 

acquiesces only on the condition that he grant her any wish, which he rashly 

agrees to do. Salome dances the "Dance of the Seven Veils" and demands as 

her payment the head of John the Baptist upon a silver charger. Horrified, 

Herod offers Salome every alternative, which she refuses, and Herod must 

execute the prophet. 

Hall uses Salome to reveal the homosexual nature of Wilde's life as 

well as to bridge scenes. Moreover, Hall's play draws parallels between 

Salome's accuser and Wilde's prosecuting attorney. 

Source Three 

In his novel The Picture of Dorian Gray. Wilde weaves a bizarre story 

of a handsome young man—Dorian—who, while having his portrait painted 

by artist friend Basil Hallward, wishes that the portrait would grow old while 

he himself retains his youthful appearance. Hallward reluctantly introduces 

Dorian to Lord Henry Wotton who entices Dorian into a life of debauchery. 

Dorian cruelly uses a young actress, Sibyl Vane, and soon thereafter notices 

that his portrait's appearance has altered. Alarmed, he determines to repent 

and marry Sibyl, who unfortunately kills herself before he can carry out his 

resolution. Dorian then devotes himself to a life of corruption and vice 

under Wotton's evil influence. The portrait reflects his degeneracy, while 

physically Dorian remains young and handsome. One day Dorian reveals the 
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hidden portrait to Hallward, who attempts to dissuade Dorian from his 

dissolute ways. Dorian flies into a rage and murders Hallward. Dorian then 

destroys the hideous painting by stabbing it with a knife because it stands as a 

reminder of his guilt and moral decay. Later, his servants discover the 

portrait of their handsome master restored to its original beauty, and the 

wrinkled body of their master on the floor with a knife in his heart. 

Hall used this novel extensively in Feasting with Panthers since it is 

believed to reveal much about Wilde. "As Wilde himself confessed: 'Basil 

Hallward is what I think I am: Lord Henry what the world thinks me: Dorian 

what I would like to be—in other ages, perhaps'" (Stokes 410). Wilde's 

opponents capitalized upon the book's homosexual themes and alleged that it 

promoted vice and moral decay. 

Spurge f QUr 

To offer a complete picture of Wilde's nature. Hall included segments 

of fairy stories that Wilde invented to entertain his two sons. One volume of 

his tales, A House of Pomegranates, includes "The Fisherman and His Soul," 

which expresses a dark moralization similar to The Picture of Dorian Gray. It 

spins the story of a fisherman who falls in love with a mermaid and 

subsequently rejects his soul in order to win her. The soul begs to stay, since 

away from the fisherman's body, it would be doomed to wander without a 

heart. The fisherman spurns the soul, and it leaves only to return to the 
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fisherman year after year offering sequentially wisdom, then riches, and 

finally beauty. The fisherman repeatedly refuses until the soul offers beauty, 

whereupon the fisherman accepts and deserts the mermaid to go with the 

soul. However, the soul has become evil during its existence without a heart 

and entices the fisherman to steal and kill. The fisherman finally decides to 

return to the mermaid, but after discovering her dead body, dies himself of a 

broken heart. A priest arranges for the fisherman and the mermaid to be 

buried in a barren field, and afterwards beautiful white flowers grow on their 

graves signifying the importance of forgiveness. 

The story reflects Wilde's concern for human suffering caused by 

rejection, a theme pervasive in Hall's dramatic work. The addition of this 

tale poignantly underlines Wilde's loss of his two sons, for he was never 

allowed to see them after his imprisonment. 

Source Five 

Another source Hall wove into Feasting with Panthers was Wilde's D^ 

Profundis. a love letter to Lord Alfred (Bosie) Douglas that Wilde wrote while 

incarcerated. In this kind of dramatic monologue, Wilde struggles to come to 

terms with the loss of his fortunes, his expectations, his family, and his 

reputation without indulging in bitterness and hatred. Wilde confronts 

Douglas with much of the blame for his catastrophe and expresses self-

recrimination that he did not break with Douglas. Although critics often find 
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De Profundis in turn nostalgic, maudlin, despairing, and aggressive, it should 

be remembered Wilde wrote it under the stress of grim prison conditions. 

Along with The Ballad of Reading Gaol. De Profijndis (pubUshed in 1905) was 

an essential source for understanding Wilde's imprisonment. 

Source Six 

The Ballad of Reading Gaol. Wilde's last work written for publication, 

tells the tale of a condemned prisoner in Reading Gaol. The prisoner, 

modeled after an inmate in jail with Wilde, was sentenced to be hanged for 

murder of his wife. When asked why he killed her, he replied, "Because I 

loved her." Reading Gaol explores the desperation of prisoners and protests 

the inhumanity of the prison system. Hall used this source to establish the 

bleak prison atmosphere. 

Wilde's Disgrace 

Although Hall and Cumming primarily used the foregoing works in 

Feasting with Panthers, they also investigated the scandal surrounding 

Wilde's later years. The Marquess of Queensberry determined to bring an end 

to the love affair between his son. Lord Douglas, and Oscar Wilde. Research 

revealed that on opening night of The Importance of Being Earnest in 1895, 

Queensberry left Wilde a note accusing him of being a sodomite. Ignoring 

friends' advice, Wilde foolishly sued Queensberry for libel. Queensberry used 

the court proceedings to his full advantage and was found not guilty. 
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However, so much damaging evidence had been given against Wilde, that he 

was indicted. After two trials, Wilde was found guilty of gross indecency and 

sentenced to two years' imprisonment and hard labor. Hall introduced 

correspondence of Queensberry into the script, thereby revealing 

Queensberry's role in Wilde's disgrace and ruin. 

Feasting with Panthers depicts a day of Oscar Wilde's incarceration in 

Reading Gaol and uses a mixture of fact and fantasy, flashbacks and flash 

forwards, which are filtered through Wilde's imagination, mind, and 

memory. Drawing on pertinent source material by and about Wilde and 

Victorian society. Hall and Cumming created a script that explored the man 

and artist through his own works and through the thoughts of his 

contemporaries. 

Synopsis of the Hall and Cumming Script 

The play opens with Wilde singing Bunthorne's song from the Gilbert 

and Sullivan operetta Patience. Speakers address the audience 

presentationally, explaining that the character Bunthorne is Gilbert and 

Sullivan's caricature of Wilde and that the purpose of the performance is to 

examine the legends and myths surrounding Wilde. Prison warders enter 

explaining that much of what the audience is about to witness is what 

Wilde's friends said about him, what his enemies wrote about him, and what 
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he said and wrote himself. Prison bells ring while the prisoners sing a joyless 

hymn to signal the beginning of a day in prison. 

Warders recite the inhumane prison regulations as well as the bleak 

philosophy of the time that "hostility to divine and human law must be 

subdued" (1.3). During the recitation of the mandates, Wooldridge, a man 

who murdered his wife, enters the prison. From this time forward, the 

warders and prison governor address Wilde exclusively as "C-3-3." 

Wilde's wife, Constance, visits to inform him that as a result of his 

trials and imprisonment, she and his sons were forced to sell their home and 

leave London to live abroad. She also tells him that they have changed their 

name to help protect the boys. 

Reading another Victorian prison rule, the warder informs the 

prisoners that they must not communicate with each other. Breaking the 

rule, a fellow prisoner speaks to Wilde, and Wilde answers. They are both 

escorted into the governor's office whereupon the governor interrogates 

Wilde regarding the violation of prison rules. During the course of this 

inquiry, the audience witnesses Wilde's imaginative thoughts. The governor 

metamorphoses into the overbearing Lady Bracknell, interrogating Jack 

Worthing (Wilde) regarding his origins. Reality returns as the governor 

decrees Wilde's punishment to be solitary confinement. A guard takes Wilde 

to a damp, underground cell that seems like a tomb. 
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In a hallucinatory scene during his underground confinement, Wilde 

converses with his mother. Lady Wilde, about his American lecture tour on 

aesthetics. There follows a tender scene between Wilde and Constance. His 

friend Robbie Ross enters, and the conversation turns to Oscar's propensity 

for wearing green carnations. A choral interlude ushers in an episode from 

Dorian Gray. 

Dorian laments to Basil Hallward and Lord Henry Wotton (Wilde) the 

shame of his portrait staying young while he grows old. The chorus sings 

about acceptance into the best society while Lord Henry and Dorian attend a 

luncheon party, with the other prisoners portraying lords and ladies. 

The next episode reveals Dorian and Sybil Vane rehearsing a love 

scene from Romeo and Tuliet. Dorian tells Basil and Lord Henry about his 

first encounter with Sybil. Sybil runs to Dorian who cruelly rejects her with 

verbal abuse. 

The scene then becomes Wilde's trial, in which Queensberry's attorney 

questions Wilde using excerpts from Dorian Gray. Shifting back suddenly. 

Lord Henry ridicules Dorian's attack of conscience over his treatment of Sybil 

before informing him of Sybil's death. Lord Henry counsels Dorian to forget 

Sybil and experience all that life has in store as he helps Dorian remove his 

clothes. Immediately, Dorian paints himself with red lips and breasts to 

become Salome. Dorian says: "Nothing can cure the soul but the senses... ." 

(1. 22). 
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Salome hears the voice of Jokanaan (John the Baptist) accusing her of 

iniquities and abominations. She requires the guard (who loves her) to bring 

the prophet Jokanaan to her, whereupon she attempts to seduce the prophet, 

who spurns her advances. Her wanton disregard for the guard's love for her 

causes the guard to kill himself. 

Shifting back to Wilde's trial, Queensberry's attorney uses Dorian Gray 

to accuse Wilde of evil influence. The action immediately goes back to 

Salome's effort to corrupt Jokanaan. Wilde, as Herod, begs her to dance for 

him. After Herod promises her anything she desires, Salome begins to dance. 

The lords and ladies from the luncheon enter to recite some of Wilde's 

witticisms while pantomiming some of the seven deadly sins. Salome 

finishes her dance and demands the head of Jokanaan, which is served to her 

on a platter. Salome puts on a dressing gown to become Dorian once again. 

Dorian reveals the painting to Hallward and kills him when he begs Dorian 

to repent. 

The next segment introduces Bosie and discloses some of Wilde's 

thoughts about him. Bosie then corresponds with his father, the Marquess of 

Queensberry. Queensberry threatens to disown Bosie unless he severs his 

relationship with Wilde and accuses Wilde of "posing as a Somdomite [sic]." 

Bosie advises Wilde to sue his father for slander, but Oscar's friends try to 

dissuade him from such a reckless course of action. Wilde sues Lord 

Queensberry who is ultimately found not guilty. However, Queensberry's 
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attorney had brought enough evidence against Wilde for him to be indicted 

on charges of indecency and sodomy. Authorities expect Wilde to leave 

England to avoid prosecution and even wait to serve a warrant. His friends 

counsel him to go abroad, but Wilde stays. He had promised his mother that 

he would behave like an Irish gentleman and face the lawsuit. The first trial 

ends in a hung jury. Subjected to the humiliation of a second trial, Wilde is 

found guilty and sentenced to hard labor for two years. Guards handcuff 

Wilde to take him to prison as Act I ends. 

Act II opens with Constance visiting Oscar. Overjoyed to have a 

visitor, Wilde is soon devastated when he learns that Constance has come 

from Genoa with the news of his mother's death. Constance also brings a 

document for Wilde to sign that grants him one-third of her yearly income 

on the condition that he never attempts to contact Constance or either of his 

children. The document also stipulates that he must avoid scandal. He 

refuses to accept money given grudgingly and pleads to see his children. 

Constance leaves and Wilde sobs uncontrollably. 

When friends visit Wilde, he informs them that he awaits a reply to 

his request to enter a community of Jesuits. The governor of the prison 

enters dressed as a priest and informs him that his request has been denied. 

The warders escort Wilde to chapel accompanied by a dirge-like hymn written 

by Cumming. 
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As the mournful hymn continues, prisoners appear dressed as the 

fantasy sea-folk in The Fisherman and His Soul. The fisherman catches the 

mermaid and refuses to release her unless she will sing to him when he calls. 

He then reveals that he loves her and wants to marry her; however, she 

cannot marry him because he has a human soul. If he will send the soul 

away, she promises to marry him. The fisherman requests the priest to help 

him rid himself of his soul. The priest admonishes him that nothing is more 

precious than the human soul, which is worth more than rubies. The 

fisherman replies that he has fallen in love with a mermaid and for her love 

will give up heaven. A witch offers to help him by showing him how to cut 

the shadow from around his feet to cut away his soul. The soul begs not to be 

sent forth without a heart, but the fisherman refuses to listen. The soul 

mourns for his loss of a heart and for the fisherman's loss of a soul as the 

fantasy ends. 

Wilde laments to his friend Frank Harris that his soul has been taken 

away. Harris exhorts Wilde to write since his salvation lies in his work. 

Wilde replies that he is allowed no pencils, paper, or books. 

Wilde watches the prisoner who murdered his wife leave the prison to 

be executed. He and Constance then talk about their love for each other. 

Constance dies while Wilde is in prison and, speaking over her grave, he 

repeats words from Reading Gaol: 

Yet each man kills the thing he loves, 
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By each let this be heard. 

Some do it with a bitter look. 

Some with a flattering word 

The coward does it with a kiss. 

The brave man with a sword. (2. 45) 

Harris visits Wilde, bringing him a collection of books. He has also 

arranged for Wilde to receive a supply of paper and pens. Wilde realizes he 

has made his name a synonym for foolishness, but he confesses that his life 

was like feasting with panthers and that the danger was half the excitement. 

Harris counsels Wilde to have nothing more to do with Bosie and informs 

Wilde that a whole society has changed because of Wilde and that even 

prison systems will be altered. Harris leaves and the Warder brings Wilde 

paper and pencils. Wilde composes a letter to Bosie as the play ends. 

Hall's Process of Creation 

Creative Compulsion and Germinal Idea 

The process Hall used in the adaptation of Feasting with Panthers 

reflects many of the traditional steps playwrights employ when crafting an 

original work. Smiley uses the terms "creative compulsion" and "germinal 

idea" to identify the beginning of the process. Many playwriting methods cite 

the writer's inner desire to communicate a truth as the first creative impulse. 

This compulsion to create manifested itself in Hall's interest in Oscar 
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Wilde—an artistic personality outside the accepted social boundaries. Hall 

explained what captured his interest and caused him to explore particular 

characters: 

People who are on the edge interest me. I mean people who are 
under some extraordinary pressure. I don't even have to like the 
people when we start out. It is not necessary to fall in love. But 
before you're finished, there is no way to not be close to the person. 
What interested me so much about Oscar Wilde was [...] the 
surround. I was interested in the Victorian rules. I was interested 
in Victorian reaction—why he was put in prison. I was interested 
in the fact that he was the one who had instigated it, even though 
the Marquess of C^eensberry was a total ass. But he [Wilde] was so 
overblown and so much his own thing by that time that he really 
went after Queensberry, and that was a mistake because 
Queensberry had all the forces on his side. My guide has always 
been things that really touched me emotionally and intellectually. 
(27 Sept. 1999) 

Inextricably linked to his interest in Wilde was Hall's fascination with 

social issues such as man's inhumanity to man in correlation to Wilde's 

plight. Marian Simon explained: "There is a line in Feasting with Panthers in 

which Oscar Wilde says 'if this is how Queen Victoria treats her prisoners, she 

does not deserve to have any'" (16 Dec. 1999). Hall wanted to explore the 

depth of Wilde's suffering brought on by attitudes of the time as well as by 

Wilde himself. Hall examined the society which insisted that Wilde must 

pay his "debt to society, and the end result that society extracted was to cut off 

that fountain" so that Oscar Wilde gave us no more great masterpieces (27 

Sept. 1999). 



108 

Collecting Material 

Paramount to Hall was the depiction of an accurate, non-biased picture 

of Wilde that exposed his weaknesses as well as his strengths. As suggested in 

the "collection step" of the model playwriting process outlined in Chapter II 

of this survey. Hall and Cumming began to research and develop the 

germinal idea. Hall spent an extraordinary amount of time on exploration, 

which emanated from his curiosity about Wilde's surroundings, societal 

norms, and the subject of Wilde himself. For Feasting with Panthers. 

research had begun six years earlier with the production of Years of the 

Locust, had continued, off and on, throughout the ensuing years and on 

through much of the rehearsal process for Feasting with Panthers. 

Hall and Cumming tackled a vast array of studies about Wilde as well 

as writings by Wilde to fully configure their rendering of him in the play. 

Using libraries and bookstores, they collected and explored primary as well as 

secondary source material, which included Wilde's essays, his letters, his 

plays, his short stories, his fairy tales, and his novel. Hall's research collection 

led him to non-fiction books about Wilde, reference books, actual prison rule 

books, correspondence of the Marquess of Queensberry, and accounts of the 

Victorian prison system. He also reviewed period artwork by visual artists 

who were connected to Wilde, such as Aubrey Beardsley who illustrated 

Wilde's play Salome. Simon explained: "All of the artwork of the time is 

extraordinarily important because you see what other artists were depicting at 
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the time and how they were received" (16 Dec. 1999). Hall and his costumer 

later used the Beardsley drawings for some of the costumes. 

While considering the play's milieu. Hall recalled visits he had made 

to penal institutions in Rhode Island. Prior to staging Years of the Locust. 

Hall decided that to realize fully the play's mood and atmosphere he must 

himself witness that atmosphere. So he and set designer Eugene Lee visited 

prisons, where they talked with wardens and inmates. These visits made 

Hall aware of authentic prison sounds made by iron bars and grates and the 

harsh textures of concrete. Hall explained: 

I remember Eugene at one point saying to me—we had spent the 
whole day there—and he said, "What is your impression coming 
out of this?" And I said, "Eugene, I wish I could make some kind of 
profound sense out of it, but all that I'm aware of is people walking 
on metal over my head all the time, just clang, clang, clang." The 
noise was so specific and so grating on your nerves. (27 Sept. 1999) 

Armed with the knowledge of this specific atmosphere, Lee created a stark, 

confining set and Hall created a bleak atmosphere within the text. 

Through the research. Hall gained a thorough knowledge of Wilde and 

the other characters he might incorporate into the play. Real life had already 

provided the character ages, relationships, emotional qualities, motivations, 

and goals. Hall adhered to the belief that if playwrights choose to deal with 

people like Oscar Wilde who are outside society's boundaries, then they 

cannot afford to make judgments since truth often depends upon the point of 

view. He wanted to provide insights into Wilde's story for the audience, but 
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he wanted the audience to make their own discoveries. For Hall, this 

underscored his playwriting philosophy. 

Hall's "Scenario" Phase 

Smiley, in his model playwriting process, enumerates several elements 

that should be organized into the "rough scenario" and then further refines 

these items in his "scenario" step. Those elements include: (1) working title; 

(2) action; (3) form; (4) circumstances; (5) subject; (6) characters; (7) conflict; (8) 

story; (9) thought; (10) dialogue; and (11) schedule. In Smiley's as well as 

other playwriting processes, the scenario is written prior to beginning the first 

draft of the play. While not formally distinguishing his organization as a 

"scenario," Hall investigated several of these same preliminary items, such as 

working title, circumstances of time and place, conflict, story, thought or 

themes, and the basic structure. However, even though Hall considered these 

elements prior to the first draft, he did not finalize most of them until he was 

actually writing the first draft during rehearsals. 

The Working Title 

Although Hall and Cumming's script would eventually bear the name, 

Fpasting with Panthers, they selected two other potential titles, "Oscar" and 

"The Love That Dare Not Speak Its Name." Hall commented in the program 

notes that initially, he was anxious to call the play "Impressions of a 

Sodomite," since it was a label Victorian society had given Wilde (Feasting 
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with Panthers [Program] 1). But faced with the fact that high school students 

in the Project Discovery program would not be allowed to attend a play with 

that tide, and newspapers might not accept the word "Sodomite" in publicity. 

Hall was forced to find another title. 

Robert Friedman in Playwright Power stresses that a title may occur to 

the writer at any time during the writing process and should be "a marvel of 

literary compaction" (21). Friedman further advises one to look within the 

text, since the best title may lie hidden there. Such was the case with Feasting 

with Panthers. Cumming recalled that while reading De Profundis. he and 

Hall came across a sentence that said "people may scorn me because of my 

lifestyle and the people I keep company with, but it was like feasting with 

panthers, the danger was half the excitement" (22 Dec. 1999). Hall 

immediately realized that "Feasting with Panthers" was perfect name for the 

play, encapsulating the edgy essence of Wilde's life. 

Circumstances of Time and Place 

Hall set the play within the framework of the two years Wilde spent in 

prison, using only the single location of Reading Gaol instead of the actual 

three prison locations in which Wilde served his sentence. However, using 

an innovative facet of time and place within that framework (particularly at 

the time he wrote it). Hall called for the play's time to be in "the Late 

Victorian Era, ranging forward and backward between 1880 and 1900," and the 
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place to be "Reading Gaol and the mind, memory, imagination, fantasy and 

work of Oscar Wilde" (Feasting with Panthers iii). He devised an elaborate 

conception in which Wilde's mind slipped from the real time of prison 

backwards and forwards, in and out of his actual memories and the fantasy of 

his works. 

Conflict 

Discovering, developing, and stating the conflict in most playwriting 

processes falls within the confines of the playwright's developing scenario. In 

Feasting with Panthers, when the creative, independent Wilde, who had been 

the courted in society must suddenly become subservient to the strict rules of 

prison life, conflict naturally resulted. For Hall's play, Wilde's internal 

struggle was as important as the conflict between characters in the play's 

action. In fact. Hall planned every episode to be seen through Wilde's eyes 

during his incarceration, which creates further tension. Prior to rehearsals, 

Hall identified particular conflicts he wanted to address in the play. During 

rehearsals. Hall and the actors thoroughly explored these conflicts in the 

material. Hall chose to include segments that clearly defined the conflicts and 

also clearly illustrated Wilde's story and the torment he endured in prison. 

Thought or Themes 

Smiley suggests that playwrights explore themes or central issues in a 

formal, written scenario. Although he did not produce a written scenario as 
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Smiley suggests. Hall often identified central issues and conflicts as they 

surfaced through research and investigation. One issue that Hall embedded 

in Feasting with Panthers is the futility and inhumanity of prison life during 

the Victorian Era. He believed that this meaningless existence debilitated the 

creative Wilde. Cumming remembered information addressing this issue: 

One of his [Wilde's] jobs was to be on the treadmill, which was 
literally like a waterwheel. The prisoners would turn wheels and 
cogs and finally end up just spinning a flag at the top of the prison. 
It was a totally useless endeavor, and they knew it was useless. And 
it is a terrible thing to know that you're doing nothing of any use 
whatsoever. That he didn't go absolutely crazy is amazing; maybe 
in some ways he did. He wrote only The Ballad of Reading Gaol 
after leaving prison. It was an incredibly sentimental piece of 
writing, but the amazing thing is that it was the first time in that 
whole prison experience that he looked out of his own pain, agony, 
terror, shame and saw somebody else who was in a worse position. 
(22 Dec. 1999) 

Knowing the basic structure, having many potential segments to include in 

that structure. Hall and Cumming began to develop the script. 

Hall's Basic Structure—The Clothesline 

Hall's primary concern was to tell the audience a story and to have 

them participate by engaging their intellect and emotions. In order to 

accomplish this goal. Hall's method of organization of the plot did not 

necessitate the use of a chronological, cause and effect structure. In fact. Hall 

believed this type of structure might actually prevent the audience from 

participating in the theatre event. To engage the audience. Hall often 

surprised them by flashing forward in time and interspersing scenes of 
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fantasy or memory, because he believes life does not progress in a 

chronological fashion without current happenings relating to events in the 

past. To this end. Hall devised his own unique organizing principle or 

structural method that he labeled the "clothesline." 

Establishing the Clothesline 

Developing the clothesline demands that one understand the 

emphasis one wants to give the script, since all the episodes hung on the 

clothesline must express this vision. The clothesline is the spine of the piece 

and all of the events in the play must relate to and be a part of that structure. 

Hall decided the clothesline in Feasting with Panthers would be one dismal, 

oppressive day Wilde spent in Reading Gaol. Using documentary sources of 

the Victorian prison system and Wilde's incarceration. Hall pieced together a 

typical day and added historically recorded events such as visits from his wife 

and other friends. Hall then inserted episodes from Wilde's literary works at 

appropriate places throughout the established day. In this way. Hall could use 

segments from Wilde's works and events from his life to tell the story. Using 

the prison clothesUne made it possible to include these works as Wilde 

remembered, imagined, and fantasized in order to retain his sanity and 

endure the cold reality of his fate. Hall worked to "hang" the individual 

episodes in an order that juxtaposed them in the most effective way, clearly 

expressing the conflicts of the story line. 
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This clothesline, on which ideas and scenes are himg, generated mosaic 

and episodic plot structures. Individual story moments were extremely 

important to Hall, but each episode in the play must be pertinent to the 

clothesline. This episodic structure, characteristic of Hall's style, allowed him 

to shift freely from one time and space to another, engaging the audiences' 

imaginations in the transitions. Hall explained: 

I just have never been a George Kaufman type who could be 
interested in writing a play that gets them up the tree in the first act, 
throws rocks at them in the second act, and gets them out of the tree 
in the third act. I mean, what fun to say that. Then you realize 
there's more to it. (27 Sept. 1999) 

Hall's plays always contain story elements, but he rarely used the story 

form of a linear, cause-and-effect plot structure. Hall believed that life was 

never simple, but was "messy," and a true representation of Wilde's whole 

life could not be simple, linear action either. "It runs over sometimes and 

under sometimes. So I think a lot of my work was episodic" (25 July 2000). 

The story events representing a typical day in the life of prisoners in Reading 

Gaol, interwoven with incidents from Wilde's past and his literary works, 

revealed a complex story representing an intricate, often perplexing portrait of 

Oscar Wilde. The real chronological sequence of events from Wilde's life was 

meaningless in the timeless prison environment Hall created. 

Flail established the clothesline in the text by having one of two readers 

announce the Victorian prison regulations while the prisoners began their 
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day. This skeleton structxire underscored the entire action of the play. Hall 

recalled writing within his imposed structure: 

One of the things I found out [while researching] Feasting with 
Panthers was that the prisoners were not allowed to look at each 
other; that just blew me away. So that's why in the beginning when 
they were working, and a new prisoner would come in, everybody 
has to turn their face to the wall. So obviously, those were lines 
that I just made up, "Turn your faces to the wall, turn your faces to 
the waU." (27 Sept. 1999) 

The clothesline determined which episodes Hall used in the script and 

connected them together with a single theme. 

Selecting Events to Include on the Clothesline 

With such a wealth of material on Wilde, one problem Hall faced was 

that of including only the most pertinent material in the script. One incident 

that interested Hall, Cumming recalled, occurred during Wilde's trip to 

America in the 1880s: 

Wilde said, "In the South, everything is dated by the recent 
confrontation between the states. I was in New Orleans and had a 
lovely dinner and stepped out on the balcony of the restaurant to 
have a cigar. There was a beautiful full moon rising over the river, 
and I turned to a young man who was standing further on. I said, 
'What a beautiful moon,' and he said, 'Oh, you should have seen it 
before the war.'" (22 Dec. 1999) 

Cumming lamented that it "was a lovely story, but we could find no way to 

put it in" (22 Dec. 1999). Hall provided further insight into his selection 

process: 

By using actual dialogue and characters from Wilde's literary works 
[. . .] as well as poems and the thousands of witticisms attributed to 
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him, we hoped to better understand what must have been in the 
artist's mind. We wished to investigate the Victorian society that 
surrounded Wilde and why he became its scapegoat, to treat his 
successful marriage simultaneously with his successful 
homosexuality, and eventually, to show his destruction by both. 
We tried to find fresh images that would allow us to hear once 
again some of the most brilliant and witty lines ever written. 
("Television" 50) 

When asked which specific parts of Wilde's work would be included in 

the script and which would be discarded. Hall replied from his own 

prospective as a playwright that one should select those episodes that best 

"work" for the writer. He included material that helped him to tell the story 

according to his point of view. The material that did not touch him 

emotionally, he discarded. 

Developing the Script 

Hall did not finalize his script before the rehearsal process as most 

playwriting texts recommend; he used his company to develop the script 

further. Additionally, the script was modified during rehearsals with his 

company and its talent in mind. Some playwriting processes suggest that a 

group of actors might be helpful in reading and developing or revising a play. 

In essence, this was the case with Hall's Feasting with Panthers. He had a 

company of actors who were included in the rehearsal and revision process. 

Hall remarked that when one is in the process of "crafting a play and 

additionally is going into rehearsal every day, one must try to stay ahead of 

the company" (11 July 2000). For the script, he wove together his own 



118 

transitional lines with excerpts from Wilde's works and Wilde's trials. Hall 

and Cumming met daily to discuss script development and music. Cumming 

recalled: "I read everything of Oscar's. And what I thought was important, I 

would underline or Xerox and think this might be usable" (22 Dec. 1999). Hall 

continued to experiment with which excerpts to marry into the script and in 

what order. 

With the company. Hall solved the problems of how to intertwine the 

material together. He developed extraordinary methods to keep the scenes 

flowing fluidly from one to the next. For example, the Feasting with Panthers 

script calls for Dorian to appear in a scene from Dorian Gray, and from there 

he becomes Salome by simple means of undressing and painting red lips, 

breasts and a navel on himself. The scene with Salome freezes for a fraction 

of time for the prosecuting attorney to ask Wilde about the evil influence in 

his plays. Then Salome continues her dance, attended not only by Herod but 

also by the lords and ladies at Lord Wotton's luncheon. Salome demands 

John the Baptist's head and then dons a dressing gown to return to the 

original scene in Dorian Gray. (1. 22-26) 

Hall commented on developing the script: "It was not written in the 

style of naturalism. It was actually Oscar Wilde's words from whole sections 

taken from his plays" (27 Apr. 1999). He amalgamated the separate works into 

the script in fantasy or imaginary sequences. He elaborated on his process: 
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As he [Wilde] stayed in jail, he began more and more to see the 
warder as hating him. The prison warden was really very cruel to 
him and kept him in solitary confinement and shredding oakum 
most of the time that he was there. So finally, toward the end, 
Wilde's mind began to fail him and [in the play] he'll be talking to 
the prison warden, and the prison warden will turn into autocratic 
characters out of his past such as Lady Bracknell [...]. I worked in an 
episodic, very fluid manner and the language was Oscar Wilde. (27 
Apr. 1999) 

Hall and Cumming continued to develop the script during rehearsals, putting 

the story together as they rehearsed. Often the team worked at night to write 

parts of the script for the next day's rehearsal. 

Collaboration of Other Theatre Artists—Composer 

Hall requested Cumming to "bring in music and open up areas of 

Oscar's life" (22 Dec. 1999). Cumming suggested the operetta Patience, in 

which Gilbert and Sullivan parodied Wilde and the Aesthetic Movement. 

Cumming planned to use Patience in addition to composing original works 

in the manner of the Gilbert and Sullivan operetta. 

While Hall was in rehearsal with the actors, Cumming wrote music to 

further illuminate facets of Wilde's life. The music also helped to make the 

transitions from one scene to another progress more fluidly which was 

important to Hall since he did not like the use of blackouts. 

Collaboration of Other Theatre Artists—Actors 

Hall's collaborative method of constructing a play differed in the 

extreme from most recommended playwriting methods. He knew the issues 



120 

or conflicts he wanted to illustrate and began the rehearsal process by 

exploring with the actors these selected sources gleaned during his and 

Cumming's research. He included the actors in his exploratory process by 

encouraging them to undertake and contribute their own research. While 

researching his character, Richard Kneeland, the actor in the Trinity 

Repertory Company who played Wilde, found additional information about 

Wilde's lectures in America. Although Hall did not use Kneeland's research 

in the original Trinity Rep playscript, he incorporated some of it in the 

teleplay that was made for PBS and first aired in 1974. 

Another actor discovered a prison rule book dating from the Victorian 

period. Hall used these rules in the filmed version to help establish the grim 

atmosphere that prisoners of the time endured. 

For Hall, working on new material in rehearsals was a very creative 

time. He commented about the creation of works that have yet to be 

performed. "I'll tell you, it is really very good [...] for everybody because what 

you have to do is constantly define what the event is" (27 Sept. 1999). If the 

collaborators focus constantly on the event and its relevance to the audience, 

they have a better chance of fulfilling that goal. 

Placing himself in the role of an audience member. Hall continually 

defined the event he wanted to communicate to the audience while 

ruthlessly discarding any impediment to that communication. He chose 
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episodes that clearly related to his concept and would flow and overlap 

smoothly without scene divisions or blackouts. 

Exploding the Text with the Actors 

Hall's research and groundwork prepared him to lead the cast in an 

exploration of the material. He decided which episodes would best capture 

the Wildean spirit while allowing the audience to witness the degradation 

and destruction of that spirit. Privately, he spent hours breaking the material 

into units of action, deciding when the action changed, and then determining 

what objective he wanted from each unit of action. Hall used his own unique 

procedure with the actors, which he called "exploding the text." During this 

intense process. Hall and the actors explicated the text, line by line, examining 

their reactions in an effort to make the text individually personal. He 

underscored this belief: 

The problem that every artist faces all the time is how to get in 
touch with yourself and tie what you're working with to you. 
Because it's only then [that you are able to tie it to your audience]. 
You never have enough technical skill to just make something 
happen. Or if you do it will happen in a very uninspired way. (27 
Sept. 1999) 

He believed that when the actors connected the text to their 

emotions—found out what the material meant to them—then could they 

prepare the way for the audience to connect to it as well. In rehearsal, the 

actors were encouraged to explore all the possibilities in the dialogue by 

investigating their meaning beyond the surface implication. Hall also 
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insisted that the actors set aside preconceived, stereotypical reactions to the 

text in order to delve into its contemporary reality so that the production 

would communicate with its audience. 

Consequently, Hall was not a searching for traditional sub-textual 

significance, but for fresh meaning for this particular audience. Because of his 

respect for the audience, he relentlessly searched for honest, truthful dialogue 

that would cause them to participate in the event. For Panthers, he also used 

this process to cull the material that best fit his concept of Wilde. Hall spent 

weeks at the table tearing apart and analyzing each line of dialogue. 

"Exploding the text" led to discussions and revisions during and after 

rehearsals. 

Rehearsals and Revisions 

When Hall went into rehearsal with one of his adaptations, he rarely 

took a finished script. He constantly worked and re-worked the text both 

inside and outside the rehearsal process to present the conflicts clearly. As 

Romulus Linney explained in The Playwright's Process: "There comes a time 

when you have to cut into the work, when you have to decide—the way a 

surgeon decides where to cut into the patient—that you've got to cut into the 

dramatic construction and shape it structurally" (116). 

One example of condensation in Panthers was the work Hall took into 

rehearsal from his earlier adaptation of Dorian Gray. Cumming says this 
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section lasted "slightly over two hours and was supposed to be Act I and 

started halfway through Act I. So we realized we had to get the essence of 

Dorian Gray. I think all in all, there is about ten to twelve minutes of Dorian 

Gray in the whole play" (22 Dec. 1999). They realized that although the 

Dorian Gray episode would help the audience better understand Wilde, it was 

much too long in the first draft. As the script developed, he was obliged to 

condense the episode into its more succinct essence. 

During rehearsals, the episodes on the clothesline were subject to 

rearrangement. Hall rarely decided on a fixed order of episodes in the play 

text until that point in the rehearsal process when he put himself into the 

role of an audience member. Hall used this creative composition process 

during rehearsals. He explained: "You place it [the dialogue] in the wrong 

place, then you redo it. Then you find, no, the scene can't be as written; that's 

not what we need. So, you see it's all push and pull and grunt" (27 Sept. 

1999). 

The task of actually typing the first draft of Feasting with Panthers fell 

to Cumming, since he was a very fast typist. Cumming did lament the 

absence of computers in those days because, as he explained in an interview, 

"In those days computers would have been wonderful because Adrian is a 

great one for saying, 'Oh, let's take that sentence out and put it down here.' 

So that means the whole page had to be retyped" (22 Dec. 1999). 
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Performance 

Feasting with Panthers premiered at Trinity Repertory Company in 

Providence, Rhode Island and was performed 18 April through 19 May 1973. 

Hall said that the reviews for this production were "less enthusiastic than the 

earlier, sentimental piece [Years of the Locust]. Many of the new images were 

considered shocking" ("Television" 50). 

Reviewers often commented on the fragmented style. Marilyn Spear 

observed in her review of the Trinity production that the complicated, often 

philosophical drama "tries to dig deep into both Wilde and Victorian life" 

and succeeds if the viewer followed "closely to understand all the messages." 

She further stated: 

Although extremely complicated in dramatic structure, with 
elaborate costumes and staging as a bonus, "Feasting with Panthers" 
is done with good taste and delicacy as well as with enough light 
moments to lift the heavy burden of scandal, if not from Wilde, 
from Trinity audiences. ("Play Based") 

In spite of the fact that the unique concept received mixed reviews, it was 

successful in many ways, and it was generally conceded that this was Hall and 

Trinity Repertory Company doing "the sort of original work it does best" 

(Lehman). 

Post-Production Revisions 

In the theatre, often a new play fails before it can be revised sufficiently. 

Hall defended the theatre's right to revision: 
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It's interesting, because in other fields, such as medicine or science, 
we understand that research is imperative. [...]. And not having the 
time to develop a work properly leads to slick mediocrity. There is 
intolerance toward experimentation built into our system. We look 
at it as "self-indulgent." Of course I can do it the way everyone else 
does it, but that's not advancing the cause of theatre. If we are to 
know more about our craft, then we simply have to get out there 
and dig and find and stop and start and throw away. And you can't 
expect to show a finished work every time. (Bartow 146-47) 

Fortunately, Hall, Cumming, and the Trinity Repertory Company had 

the opportunity to revise this play into a finished work. They further refined 

those sections that did not satisfy Hall in the original production in 

Providence and were able to tour the revised production to other theatres 

including the Walnut Street Theatre in Philadelphia. Hall discussed the 

audience reaction: 

The Philadelphia experience was amazing because of the instant 
and almost violent reaction to the material. Many audience 
members walked angrily out. The 'pro' critics wrote with as much 
fire and enthusiasm as those who did not like the production. I 
know that we were on the right track, that the material had been 
broken into, exploded. The very essence of the 
drama—conflict—was there: naked to be experienced, felt by an 
audience. ("Television" 50) 

Feasting with Panthers is a representative example of the way Hall 

evolved a text through repeated productions. This process allowed further 

examination of the script to extract all its richness and fullness. He 

additionally revised the script into a teleplay for a PBS series, "Theater in 

America." Jac Venza, Executive Producer of PBS's Great Performances, 

recalled of the production: 
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We were stunned by its extraordinary style and format. It was 
extremely distinctive, and we wanted to film it. [.. .] His images 
struck me as adapted from literature, but it was the atmosphere that 
was so wonderful. He was able to get inside the subject, into 
Wilde's stream of consciousness with people popping in and out of 
his memories amid the textually grim surroundings of his prison. 
In terms of theater performed on and for television. Feasting with 
Panthers became a groundbreaking classic. (44) 

Reviewers gave the television version of the production rave reviews and 

proclaimed Hall's Feasting with Panthers teleplay the best in the series. 

Publication 

Publication is a final step identified in playwriting processes. However, 

because of his continued work on other projects. Hall never published the 

Feasting with Panthers script. He explained: 

Lord knows I've thought about this after I have retired [ . . . ] . If 
anywhere along the line I had really nailed it into one thing and 
tried to live off of that, I might have been able to succeed both as a 
director and a writer. But I was just so fxill of my need to keep this 
company of actors working. (27 Sept. 1999) 

When one production closed, the company immediately began rehearsal on 

another one, which allowed little time to think about revisions and 

publication. 

Conclusion 

Adrian Hall prepared the way for writing Feasting with Panthers by 

reading and researching every available source on Oscar Wilde. His approach 

mirrored many traditional playwriting steps, including the germinal idea, 
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collection, and scenario. Although Hall did not develop the scenario into a 

formal document, he nevertheless completed many of the preparatory steps 

and wrote what might be considered parts of the scenario in the form of notes 

prior to and during rehearsal. 

At this juncture in the process. Hall's method diverged sharply from 

any traditional process. During the drafting phase, he continued to develop 

the script with other theatre artists iintil it was honed for performance. Their 

creative reaction to the material helped him to decide which segments to use 

and where to use them. His writing and staging technique fluidly connected 

the segments from different sources; He was fortunate with this script in that 

he had opportunities to revise it on later occasions. Its final incarnation 

resulted in the highly acclaimed teleplay in 1973 that is now available on 

video cassette to the public. 



CHAPTER V 

ADRL\N HALL'S PLAYWRITING PROCESS IN 

A CHRISTMAS CAROL 

Adrian Hall and Richard Cumming adapted Charles Dickens's novella 

A Christmas Carol into a script for Trinity Repertory Company's 1977 season. 

This enduring crowd-pleaser continues to be produced by the Trinity 

Repertory Company in Providence yearly to sell-out audiences. The audience 

has grown every year since its first performance, and in 1999, topped 55,000. 

Hall announced the production of A Christmas Carol in the fall of 1977 

before he and Cumming drafted the script. Several people, including 

Trinity's Board of Directors, had previously encouraged Hall to produce the 

Christmas favorite because other versions had proven lucrative for many 

companies. When Hall suggested A Christmas Carol as the holiday show, the 

company was less than enthusiastic. However, Trinity Repertory Company 

needed the revenue and Cumming related that: 

Suddenly it just seemed that we had the perfect company, and we 
had this great old house stage set from Rosmersholm [a then-
current Trinity Rep production by Henrik Ibsen]. It could be easily 
adapted to be used for Scrooge's office and lodgings and street scenes 
and stuff. It would mean we would have spent nothing on set. (22 
Dec. 1999). 

Hall had looked at other available script adaptations, but in true Trinity 

fashion, decided to go back to the source—the Dickens novella. 

128 
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Source of Adaptation—A Christmas Carol 

Written in 1843, Dickens's novella relates a tale of the spiritual 

transformation of its central character, Ebenezer Scrooge. Scrooge evolves 

from a greedy, covetous miser to a benevolent, generous benefactor. The 

story opens with the pronouncement that Marley, Scrooge's partner, was dead 

and had left Scrooge all his worldly goods. Now sole owner of the counting-

house, penny pincher Scrooge allows only the smallest fire in even the 

bitterest weather, much to the discomfort of his clerk. Bob Cratchit. On 

Christmas Eve, Scrooge's only relative—his nephew Fred—visits the 

counting-house to wish his uncle a Merry Christmas and to extend a holiday 

invitation, but Scrooge only sneers at Fred's holiday spirit. Upon the 

nephew's departure, two gentlemen seeking donations for the destitute enter, 

but Scrooge admonishes them to send the poor to prisons or workhouses, 

which he supports with his taxes. He grudgingly allows his clerk to have 

Christmas Day off from work with the stipulation that Cratchit be at work 

even earlier the day after Christmas. 

As Scrooge approaches his home that evening, he sees the horrible 

sight of the deceased Marley's face reflected in the door knocker. The 

aberration gradually fades, leaving Scrooge shaken by the vision. As Scrooge 

prepares for bed, the bells in his house begin to ring, and the clanking sound 

of chains frightens him. Marley's ghost appears, weighted down by heav\^ 

chains, cash boxes, and padlocks. Marley laments that since he had never 
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done anything good for mankind during his lifetime, he had been 

condemned to wander throughout eternity, tortured by remorse. He 

admonishes Scrooge to change lest he too be condemned to this fate. Marley 

then forewarns Scrooge of the impending visits of three spirits. Scrooge 

ignores Marley's warnings and blames his vision on bad food and 

indigestion. 

Later that evening, Scrooge sleeps only to be awakened by the Ghost of 

Christmas Past who takes Scrooge on a journey into the past. In this vision, 

Scrooge sees himself as a lonely child and remembers his love for his sister. 

He then sees a young woman, to whom he was betrothed, crying because she 

realized Scrooge loved money more than he loved her. The ghost shows 

Scrooge the same woman grown older, but happy with her husband and 

children—a life that could have been Scrooge's—before returning Scrooge to 

his home. 

Next, the Ghost of Christmas Present appears and takes Scrooge to visit 

the humble home of his clerk. Bob Cratchit. Scrooge witnesses the crippled 

Tiny Tim and the Cratchit family partaking of their meager Christmas meal 

as if it were a banquet. The ghost then transports Scrooge to Scrooge's 

nephew's house where he witnesses their gay celebration and their toast to 

Scrooge's health. 

The Ghost of Christmas Yet to Come, shrouded in black, then forces 

Scrooge to witness a group of scavengers selling and buying the belongings of 
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an unidentified man who has died alone, with no mourners. Scrooge 

questions whether any person feels emotion over the man's death. The ghost 

shows Scrooge a couple rejoicing that they now have more time to pay their 

debt. Scrooge begs to see some tenderness connected with a death, 

whereupon the ghost reveals the inconsolable Cratchit family mourning the 

deceased Tiny Tim. After finding his own grave overgrown and neglected, 

Scrooge realizes that the unidentified dead man whose belongings were 

stolen was none other than himself. Terrified by the bleak prospect of his 

future, Scrooge begs the specter that it be not so and vows to change his life. 

He grabs the ghost's hand, which turns into his bedpost. 

Awaking, Scrooge bounds out of bed, dashes into the street, and learns 

that today is Christmas Day. He deduces that the visions transpired during a 

single night. Ecstatic, he orders the largest turkey available to be delivered to 

the Cratchit's home. He then gives a large donation to the committee for the 

poor before going to his nephew's house for Christmas dinner. 

Scrooge never reverts to his miserly ways. He raises Cratchit's salary, 

contributes generously to charities, becomes a second father to Tiny Tim, and 

causes all to proclaim thereafter that he truly knows how to keep Christmas. 

Beginning with Dickens's succinct novella. Hall and Cumming 

fashioned a play that would become an annual Trinity tradition. 
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Comparison of Original Source with Hall's Adaptation 

Hall and Cumming organized their script in "Staves" just as Dickens 

had organized his book. The staves represent chapters or stamzas for Dickens 

and scenes for Hall. He took much of the script directly from the book, 

making changes only when necessary to clarify, condense, or elaborate. 

Hall enlarged the charwoman's role by writing her character into three 

additional scenes. As in Dickens's version, she appears in the Christmas Yet 

to Come pawn shop scene selling items stolen from the dead man. In Hall's 

version, she also appears as Scrooge's charwoman when he returns from 

work on Christmas Eve and on Christmas morning after his transformation. 

Additionally, in the first scene of their play. Hall and Cumming introduced 

the charwoman who, along with other scavengers, robs dead Marley's body. 

In another departure from Dickens's novella. Hall invented a plausible 

reason for Scrooge to treat his nephew, Fred, so shabbily. Hall writes in the 

Christmas Past sequence that Scrooge's beloved sister, Fanny, had died giving 

birth to Fred. Hall also explains that Scrooge's mother had died giving birth 

to Scrooge. Neither of these deaths is explained or discussed in Dickens's 

novella other than Scrooge telling the Ghost of Christmas Past that his sister 

died and had one son. Hall's inventions give the audience an explanation for 

Scrooge's father leaving the young Scrooge at school during Christmas 

Holidays, as well as for Scrooge's vile treatment of his nephew Fred. Not 
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only does this further the story, but it also reveals to the audience a tender 

facet of Scrooge's personality that had been dormant through the years. 

Hall changed the identity of Scrooge's fellow apprentice from Dick 

Wilkins to Jacob Marley in the Christmas Past Stave. The change from 

Wilkins to Marley produces a continuity of characters for the audience thus 

avoiding the confusion of yet another character to remember. In the same 

stave of Dickens's original, Scrooge's fiancee. Belle, tells Scrooge that she has 

"seen his nobler aspirations fall off one by one, until the master passion. 

Gain, engrosses" him (50). In Hall's script. Belle accuses Scrooge and Jacob 

Marley of driving "poor Fezziwig to bankruptcy and ruin" so that they could 

take over his business (44). One may re-read a novel for clarity, but must 

grasp character development quickly in a performance. Belle's comment in 

Hall's script explains the beginning of the Marley and Scrooge partnership as 

well as its foundation of greed. 

In the Christmas Present Stave, Hall added more dialogue for the 

Cratchit family before their Christmas dinner. The addition develops the 

characters of the Cratchit children and illustrates the love within the Cratchit 

family. Each of the children participates in the pretense that daughter Martha 

will be unable to come home from her job for Christmas. Bob Cratchit cannot 

beheve it and is devastated at the news until Martha jumps out to reveal 

herself, much to Cratchit's delight. The addition also contrasts Cratchit's 

concern and love for his family with Scrooge's concern for his money. 
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Another important difference between the novella and the stage play is 

the addition of original music by Richard Cumming. Hall and Cumming 

established, through music, moods that Dickens had revealed in narration. 

At the beginning, shrouded monks chant the requiem for Marley's funeral at 

the beginning, which anticipates the eerie mood suggested by the ghosts to 

come. During this chant. Hall's play also shows the undertaker, laundress, 

and charwoman scavenging the belongings of dead Marley while singing 

Cumming's original music. Hall wrote this first segment in which the 

scavengers circling the dead body based on an image he recalled of Greek 

women, like birds of prey, circling a dead body as they stripped it of its clothes. 

Just as in the Dickens novella, in Hall's script the three take the stolen articles 

to the pawn shop in the Christmas Yet to Come stave. This early 

foreshadowing warns the audience of things to come. 

Hall's Process of Adaptation 

germjn^ii Ide^ 

No potential box office revenue alone could have motivated Hall to 

undertake the adaptation if he had not identified a theme or idea in the book 

which interested him. "For me, getting the emotional hook is what is really 

always necessary" (27 Sept. 1999). Hall firmly believed that in order for 

anyone to successfully write and stage any play, they had to find within that 

play elements to which they could be firmly committed. A Christmas Carol 
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contained elements that grabbed Hall's attention as he related, "It had 

psychology turned into behavior" and he could highlight the conflicts of that 

behavior (19 Mar. 2001). Hall had always liked to work with another element 

he saw in the book: "People say A Christmas Carol is fantasy, but it is really 

not fantasy. It is nightmares and dreams, all the things that I am really 

interested in" (19 Mar. 2001). 

Additionally, the novella provided an important look into the 

redemption of one man with the surround of the "haves" and "have-nots" of 

Victorian society. That striking chasm between affluence and poverty also 

interested Hall. Marion Simon gave this assessment of Hall's initial 

undertaking of the project: "It's not that he's preaching, it's just that he is 

interested in mirroring society in some way. What is that famous saying 

about having 'the goal of comforting the disturbed?' Well, theatre's goal is 

disturbing the comfortable" (19 Dec. 1999). Simon went on to admit: 

This sounds like a preacher, but I think in a way, there is a lot of 
preaching in [theatre]. . . . it's the idea and it's the person or the 
situation that interests him [Hall]. And in order for him to say why 
it interests him, he has to put it in a framework that he feels will 
work to engage the audience. (19 Dec. 1999) 

Hall found a truth in Scrooge's transformation that he wanted to 

communicate to the audience. This is the first step suggested in any 

playwriting process. Dickens's novella dealt with the plight of the poor and 

ignorant as well as with the spirit of Christmas. Hall often worked on an idea 

to help amplify his own understanding of a situation that could then be 
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communicated and staged to enlighten an audience, causing them to 

understand an issue in a fresh way while entertaining them at the same time. 

Collecting the Background Material 

True to his usual procedure. Hall read books and articles regarding the 

milieu of the play: Victorian England during the time of Dickens. He also 

researched information on Dickens himself. One might consider this 

unnecessary since the novella is short and fairly self-explanatory. 

Nevertheless, Hall did not attempt any script without trying to grasp an 

understanding of events and society surrounding the story in his effort to tell 

the story. 

Hall's "Scenario" Phase 

Hall covered several scenario steps in the evolution of his script, 

including title, characters, conflict, and central issues. He omitted other steps 

from traditional scenario models, such as drafting circumstances of time and 

place, dialogue style, sequence of events, action statement, and basic structure, 

because he chose to follow Dickens's book regarding these elements. 

Cumming commented that their script followed the Dickens novella closely 

"because Mr. Dickens has given us a very good framework" (22 Dec. 1999). 
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Title 

The tide, of course, would be that of the novel since name recognition 

was important for potential box office appeal. The theatre needed the 

revenue not only for the current year, but also as a potential yearly, money-

making production. 

Characters 

As mentioned previously. Hall augmented the nameless charwoman's 

role thus giving her a more fully developed character. He and Cumming not 

only supplied her with specific employment as Scrooge's charwoman but also 

furnished her with a name, Mrs. Partlet. They adopted the name from 

Shakespeare's Henry TV. Part I. In Act EI, Scene 3 of that play, Falstaff 

addresses the hostess of the Boar's Head Tavern as Dame Partlet the hen. 

Falstaff accuses her of harboring pickpockets and of being one herself. Since 

Hall's charwoman stole the dead man's belongings to take to a pawnshop, 

this appears to be an apt appellation. 

Of additional benefit, these scenes reveal to the audience facets of 

Scrooge's nature that Dickens imparted through narrative passages. Since the 

playwright is continually admonished to show an audience about a character 

rather than tell an audience about the character, the addition of the two 

scenes expanding the charwoman's role shows the audience a miserly 

Scrooge before the ghostly visits and his transformation after the visits. 
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In the Christmas Morning transformation scene. Hall's added dialogue 

occurs as Mrs. Partiet grudgingly brings in Scrooge's tea. Celebrating his 

change of heart and return to the real world, Scrooge grabs her around the 

waist, kisses her cheek, and assures her it will be the most wonderful cup of 

tea in the world. She throws the tray down in shock and scrambles to get 

away from him until he gives her a Christmas present of several coins 

wishing her a Merry Christmas. Awed, she thanks him and wishes him a 

Merry Christmas as well. In this scene, a different aspect of Mrs. Partlet's 

personality reveals a more humane nature than is seen in the pawn shop 

where she sells goods stolen from a dead man. Both characters, Scrooge and 

Mrs. Partlet, are transformed by the Christmas Spirit. 

Conflict 

Hall perceived the conflict in A Christmas Carol to be more than the 

redemption of one covetous, miserly, mean old man. This transformation 

does not invalidate the underlying struggle of the poor, the have-nots, which 

is substantive in the Dickens text. The conflict between the haves and have-

nots is further juxtaposed in the Christmas Present stave. Scrooge views the 

poverty of the Cratchit Christmas just prior to viewing the affluence of 

Scrooge's relatives. Hall discussed one tactic he used to define the conflicts: 

"Scrooge is out at that time watching [Fred's party] and they are affluent, so 

you can't see the poverty and bravery of Christmas. You have to see the joy of 
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Christmastime" (19 Mar. 2001). He furtiier described another conflict in the 

script: "Singing carols and playing games was something that was never in 

Scrooge's life. So you see the conflict there was between this dried-up old 

man and these juicy young people celebrating. There really has got to be 

conflict" (19 Mar. 2001). 

Smiley recommends that one describe or explain the conflicts in the 

scenario step. Hall devoted much of his time clarifying and illuminating the 

conflicts. He stated: "If the theatre is about conflict, and all dramatists agree 

that is what playwriting is about—conflict, then the sharper and the more 

defined you make the conflict, the more it hits the audience between the 

eyes" (25 July 2000). 

Central Issues 

Hall and Cumming realized that Dickens did not merely write a 

charming Christmas story. Cumming related this conviction in A Christmas 

Carol Program: "With A Christmas Carol. Mr. Charles Dickens is to be 

compared with Dr. Johnson in his sympathy for human suffering—not for 

imaginary and fictitious distresses but for the real grinding sorrows of life." 

Cumming continued to describe Dickens's speech in 1843 deploring the 

chilling sights he witnessed in the London slums and the lack of education 

for the poor. Dickens's concern with the plight of poor children resulted in 

his novella A Christmas Carol. Marion Simon agreed that Hall's play should 
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unsettie an audience and make them think about the real meaning of the 

Christmas season (19 Dec. 1999). 

Hall and Cumming gleaned from the book the central issue of the 

haves and have-nots. Hall ensured the prominence of this theme in his 

adaptation of Dickens's well-known Christmas story. This conflict had often 

been obscured or sweetened in other adaptations for theatre and film. 

Hall was also interested in the idea of redemption. To follow the 

nightmare of one covetous old man who was transformed into a generous 

friend and uncle captured Hall's imagination. 

The Clothesline 

Although Dickens set forth the sequential story happenings in his 

novella. Hall employed his unique clothesline technique to keep the central 

issues prominent during the adaptation process of creating the script. Hall 

decided that Scrooge himself would be the clothesline or spine of the play. He 

related: 

The clothesline was Scrooge himself, and that's why his conversion 
was so important. If there weren't redemption at the end of that 
play, nobody would participate. All the events are hung on 
Scrooge's life and the turning points of Scrooge's life. The story is 
relatively insignificant—a man who, for whatever reason, decided 
to be nice to his nephew. (19 Mar. 2001) 

Therefore any events or episodes he chose to hang on the clothesline 

would have to be related to Scrooge. For instance. Hall embellished the scene 

in Christmas Present with the Cratchit family enjoying their meal to 
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juxtapose it with Scrooge's joyless meal of gruel. Scrooge had the money for a 

happy feast but was too miserly to enjoy one while Cratchit had only a meager 

budget but was jubilantiy enjoying the sparse meal. Hall also contrasted 

Scrooge's niggardly insistence on work on Christmas Day with Fred's robust 

enjoyment of a Christmas party with friends. He crafted each episode on the 

clothesline to underscore the conflict and contrast between Scrooge and the 

other characters. 

Hall insisted that one must not lose sight of the clothesline during 

adaptation. He commented that the "story was pretty much in concrete and 

the through-line was in concrete. [. . .] The theatre needed the money and I 

knew that I wouldn't continue to direct it every year, so I wanted to set up 

certain boundaries that would allow directors to bring themselves to it" (17 

July 2000). Because the script adheres so faithful to the book, the clothesline 

or spine undergirds every production of the script. 

First Draft and Rehearsals 

During this drafting and rehearsal stage, the company received new 

pages of the re-written script almost daily. Often Hall would decide during 

rehearsals that some sequence or line of dialogue appeared incongruous in 

the particular place as written. After work with the actors, experimenting 

with the placement. Hall instructed the company to move it to another place 



142 

in the script, much as one might rearrange clothes on a clothesline. As 

Cumming noted: 

The great difficulty of the adapting of novels, so much of the 
difficulty with Mr. Dickens [...] is that much of it is to be read and 
the eye can comprehend so much that the ear can't—like 
compound clauses. So you have to do an awful lot of inverting, 
putting the clause in the proper place as if you were speaking. (22 
Dec. 1999) 

First Draft—Condensations and Deletions 

In order to keep the play within Hall's desired ninety-minute time 

frame, Cumming recalled that they "trimmed down a lot in the beginning of 

Stave Three" (22 Dec. 1999). Hall included some of the narration in stage 

directions. For instance, Dickens writes of the Ghost of Christmas Present: 

"From the foldings of its robe, it brought two children, wretched, abject, 

frightful, hideous, miserable. They knelt down at its feet, and clung upon the 

outside of its garment" (90). Hall turned that narrative passage into the stage 

directions: 

(SPIRIT #2 sweeps aside the skirts of the robe.) 

(Two ragged and dirty CHILDREN huddle underneath) (81). 

Cumming included other narration trimmed from Stave Three in an 

original Christmas song. 

In the beginning of Stave Four, Dickens relates two different 

encounters between men on the street discussing Scrooge. Hall condensed 

these encounters into one meeting of the gentlemen of the Royal Exchange. 
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Cuttings such as these allowed Hall to formulate the script to be performed 

without an intermission. 

First Draft—Additions 

Hall and the company read and worked with the script during the 

rehearsal process. Hall decided to include several original scenes that were 

not in the Dickens's novel. One instance involved scenes for the 

aforementioned minor charwoman, Scrooge's unappreciated servant. Hall 

drafted two new scenes for her, since her character contributed significantly in 

the Christmas Yet to Come stave (the pawn shop incident in which the 

charwoman sells linens belonging to the deceased Scrooge). 

Because the action of a play must show and not tell, much of Fred's 

party had to be invented. Dickens mentions a parlor game played at the party 

and narrates portions of the game: 

It was a game called Yes and No, where Scrooge's nephew had to 
think of something, and the rest must find out what, he only 
answering to their questions yes or no, as the case was. The brisk 
fire of questioning to which he was exposed, elicited from him that 
he was thinking of an animal, a live animal, rather a disagreeable 
animal, a savage animal, an animal that growled and grunted 
sometimes, and talked sometimes, and lived in London, and 
walked about the streets, and wasn't made a show of, and wasn't led 
by anybody, and didn't live in a menagerie, and was never killed in 
a market, and was not a horse, or an ass, or a cow, or a bull, or a 
tiger, or a dog, or a pig, or a cat, or a bear. At every fresh question 
that was put to him, this nephew burst into a fresh roar of laughter 
and was so inexpressibly tickled, that he was obliged to get up off the 
sofa and stamp. At last the plump sister, falling into a similar state, 
cried out: 

"I have found it out! I know what it is, Fred! I know what it is!" 
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"What is it?" cried Fred. 
"It's your Uncle Scro-o-o-oge!" 
Which it certainly was. Admiration was the universal 

sentiment, though some objected that the reply to "Is it a bear?" 
ought to have been "Yes," inasmuch as the answer in the negative 
was sufficient to have diverted their thoughts from Mr. Scrooge, 
supposing they had ever had any tendency that way. (87-8) 

Hall wrote dialogue for the game so that the actors could show it to the 

audience as Dickens described it: 

FRED. I have a game for us. 

TOPPER. What is your game? 

FRED. "Yes-and-No." 

LUCY. "Yes-and-No"? How do we play that? 

FRED. I have something in mind and you ask me questions that 

can be answered by "Yes" and "No." 

LUCY. Is it vegetable? 

FRED. No. 

SISTER-IN-LAW. Is it mineral? 

FRED. No. 

TOPPER. Aha! Could it be animal? 

FRED. Yes. 

TOPPER. Is it a human animal? 

FRED. No. 

SISTER-IN-LAW. Is it alive? 

FRED. Oh, yes. 

SISTER-IN-LAW. Is it a dangerous animal? 

FRED. Umm...no. 
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LUCY. A disagreeable animal? 

FRED. Yes, very disagreeable. 

SISTER-IN-LAW. Is it savage? 

FRED. Yes. 

TOPPER. Does it grunt? 

FRED. Yes. Sometimes. 

LUCY. Does it growl? 

FRED. Yes. Most of the time. 

SISTER-IN-LAW. Is it a talking animal? 

FRED. Yes. But not often. 

TOPPER. Does it live in London? 

FRED. Yes. 

LUCY. Would I meet it in the streets? 

FRED. Yes. 

SISTER-IN-LAW. Does it perform? Like a trained monkey? 

FRED. No. 

LUCZY. Is it butchered in a market? 

FRED. No. 

TOPPER. Is it a horse? 

FRED. No. 

LUCY. An ass? 

FRED. No. 

SISTER-IN-LAW. A cow? 

FRED. No. 

TOPPER. A bull? 
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FRED. No. 

LUCY. A tiger? 

FRED. No. 

SISTER-IN-LAW. A dog? 

FRED. No. 

TOPPER. A pig? 

FRED. No. 

LUCY. A bear? 

FRED. No. 

SISTER-IN-LAW. Oh! I know what it is, Fred—I know what it is. . ! 

FRED. What is it? 

SISTER-IN-LAW. It's your Uncle Scro-o-o-o-o-o-o-ooge. ..! 

FRED. Right! Uncle Scrooge! 

(Laughter) 

LUCY. But I asked if it were a bear? 

(More laughter). (70-78) 

In addition to the problems of identifying the units on the clothesline, 

deciding which passages to cut and which to keep. Hall often had to clarify 

Dickens's dialogue for a contemporary audience's comprehension. One such 

instance occurs in the novella with the Spirit of Christmas Present. The text 

reads: 

"You have never seen the like of me before!" exclaimed the 
Spirit. 

"Never," Scrooge made answer to it. 
"Have never walked forth with the younger members of my 

family, meaning (for I am very young) my elder brothers born in 
these later years?" pursued the Phantom. 
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"I don't think I have," said Scrooge. "I am afraid I have not. 
Have you had many brothers. Spirit?" 

"More than eighteen hundred," said the Ghost. 
"A tremendous family to provide for," muttered Scrooge. (61) 

Hall streamlined the interchange to read: 

SPIRIT #2. You have never seen the like of me before? 

SCROOGE. Never 

SPIRIT #2. You have never walked forth with any of my older 

brothers and sisters—for I am very young— 

SCROOGE. I don't think I have. I am afraid I have not. Have you 

had many brothers and sisters. Spirit? 

SPIRIT #2. More than eighteen hundred. One for each season of 

Christmas. 

SCROOGE. A tremendous family to provide for! (53) 

The addition of the line, "One for each season of Christmas," clarifies that 

"eighteen hundred" actually signifies years. 

In another instance, Dickens's narration reads: 

They scarcely seemed to enter the City, for the City rather seemed 
to spring up about them, and encompass them of its own act. But 
there they were, in the heart of it, on 'Change, among the 
merchants, who hurried up and down, and chinked the money in 
their pockets, and conversed in groups, and looked at their watches, 
and trifled thoughtfully with their gold seals, and so forth, as 
Scrooge had seen them often. [.. .] 

Speakers and listeners strolled away, and mixed with other 
groups. Scrooge knew the men, and looked toward the Spirit for an 
explanation. (94-5) 

In an effort to make this more comprehensible. Hall condensed the narrative 

to the following: 
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(Three MEN, all richly dressed, appear) 

SCROOGE. I know this place. It is the Royal Exchange. And those 

men—I am acquainted with them all. (83) 

One scene Hall added concerned the Christmas turkey. Dickens tells 

the reader that the large turkey Scrooge buys on Christmas morning will go to 

the Cratchit home; therefore, the reader knows that it will be delivered but is 

not privy to the actual delivery. HaU wrote and included the scene near the 

end of his play. None of the Cratchit family can imagine who sent the huge 

bird except Tiny Tim who insists: "Mr. Scrooge sent it. God bless Mr. Scrooge" 

(123). Hall allows the audience to enjoy the Cratchit family's happiness before 

witnessing Scrooge's celebration at his nephew's home. 

Collaboration on the Script 

In rehearsal. Hall and Cumming, along with the Trinity Repertory 

Company ensemble, fine-tuned the script. Hall commented on other theatre 

artists during the collaborative process: 

DeeDee [Cumming] started A Christmas Carol out in a kind of 
operatic form and that has always set the tone for it. And then 
Eugene [Lee] who was so (Lord, I sometimes think he is the 
industrial revolution) determined that it couldn't be a kind of Walt 
Disney pretty, pretty—that it had to reflect the industrial revolution. 
So DeeDee and Eugene were very influential in setting the tone for 
lA Christmas Caroll, (27 Sept. 1999) 
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MuM£ 

Hall utilized music in his scripts, and frequently Richard Cumming 

composed the original music. Both Hall and Cumming preferred live music, 

even if only of one musician, rather than recorded music of an ensemble or 

orchestra. Cumming explained the value of music to his and Hall's scripts: 

We would boil down twenty pages of dialogue into one song. [...] 
Of course, we learned so much from Brecht. He used to do that. 
People are used to being spoken to, and when all of a sudden, 
they're sung to, they start listening in an entirely different way. So 
much narrative can be told in song and comprehended [in song] 
that pages of script will not accomplish. The first thing Adrian and I 
worked on was Mother Courage [by Brecht] in which so much of the 
narrative or the character growth came through song. Well, we 
learned so much from that. [...] Song can help so much condensing 
narrative. (22 Dec. 1999) 

When Hall needed to condense the pages of narration in the beginning 

of Stave Three, he suggested using music. Cumming recalled that "Christmas 

Present talks about the wonderful foods that are consumed at Christmas time, 

and so Adrian said, 'Try a song about all the goodies and the wonderful over

eating quaUties of the season'" (22 Dec. 1999). Consequently Cumming wrote 

the song, "Noel, Noel, What a Wonderful Day," which was later published 

separately and sung by choruses across the United States. This song allowed 

the company to celebrate, with the audience, the abundant, delectable foods of 

Christmas that Dickens describes in his narration. Cumming also composed 

the somber, beginning song, "The Requiem," which sets the mood for 

Marley's death and gives insight to Scrooge's character as he continues to 
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count his money while Marley lies dying. Hall used another of Cumming's 

original songs, "Christmas Comes but Once a Year," to establish a joyous, 

celebratory mood at nephew Fred's Christmas party. 

Performance 

The reviews and audience approval were overwhelmingly positive 

that first season in 1977, and judging from current reviews, this yearly event 

continues to delight audiences. Hall and Cumming's additions and deletions 

shaped the adaptation of Dickens's text into a script. Denise Perrault 

commented on this in her review: 

To its credit, the Trinity Square musical adaptation by Repertory 
Company Director Adrian Hall and Richard Cumming adds 
significant touches to make the story a better vehicle for the theater, 
but—down to the dialogue—is fundamentally faithful to the 
original time-honored tale (who could improve on Dickens?) 

As Perrault mentioned, even with the additions. Hall's adaptation 

adheres extremely closely to Dickens's novella. Bill Kutik reported that "The 

play opens with a wonderful production number on the death of Scrooge's 

partner Marley, an important event left out of even my favorite movie 

version" ("Getting Out"). 

Publication 

Sam Smiley, in his playwriting model process, recommends that 

publication take place after the play has been produced and revised. Hall and 

Cumming copyrighted their script and music in 1980, three years after the 
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premiere performance. Trinity Repertory Company publishes the script and 

one applies directly to them for permission and royalty information. 

Post-Production Revisions 

Hall returned to Providence in 1990 to direct his version of A 

Christmas Carol. Not having directed it for several years, he decided to 

return to the novella "to see if there was still blood in the old turnip," as he 

told Kevin Kelly of the Boston Globe ("Back"). He found much in it that still 

held his interest, so much so that he added to his script. Hall revealed that 

his revised script was "'radically different in style and rhythm and much 

closer to Dickens'" (Kelly, "Back"). In this version. Hall added a "Reader" 

who speaks much of the information the narrator gave in Dickens's novel 

but was omitted in Hall's early versions of the script. 

Hall added the reader because he wanted to connect the events of the 

story in a way that would make it flow more fluidly from scene to scene, and 

also because he wanted to connect the audience to that story. During the 

rehearsal process. Hall viewed the proceedings as an audience member might. 

He needed a way to "hook" a contemporary audience into Dickens's Victorian 

England. Cumming reported: "Adrian came up with the reader as a way of 

binding fA Christmas Carol] together. A way of 'Let me tell you a story,' the 

'Once upon a time' quality" (22 Dec. 1999). In this way, I lall devised a method 
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to include the audience of today in a participatory experience instead of a 

passive one. 

Hall strives to discover from a script, even his own script in subsequent 

productions, the meaning it holds for contemporary viewers. In his revivals 

of A Christmas Carol observed by this author in 1998 and 1999 in his Van, 

Texas theatre. Hall was not interested in what worked for an audience in 

Providence or Dallas; he was interested in what would reach audiences in 

rural East Texas who might be attending their first theatre production. When 

Hall decided in 1998 to produce A Christmas Carol at his "Barn" in Van, he 

was anxious that the script speak to this new audience. In 1999, Hall changed 

the "Reader" to several readers in the form of a Christmas choir in 

contemporary robes who, having completed their task of bringing the 

audience into the story, fade out of the story when faced by the poor children 

of the Victorian past and return to celebrate with Scrooge and Cratchit in the 

end. 

Many theatre companies across America perform Hall and Cumming's 

version of A Christmas Carol, and Hall encourages every company to adapt 

the script to fit their particular situation. Hall himself pledges to revise it as 

needed and continues to return to his script to "explode" the text for the 

purpose of extracting nuggets of truth which will communicate uniquely 

with each audience. 
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Conclusion 

Adrian Hall chose to adapt A Christmas Carol only after discovering 

within its pages issues that spoke to his own personal convictions which, 

when adapted into a script, would be worth an audience's time to watch it 

performed year after year. Determined to follow Dickens's own framework 

closely. Hall used methods included many traditional playwriting processes 

although he did not follow a traditional, formal process. Hall followed his 

own unique playwriting method by working with other theatre artists to 

condense, amplify, and clarify Dickens's text into script form. The resultant 

script continues to be successfully performed throughout the nation because 

as Cumming said: "It turned out that we managed to touch it with some 

magic" (22 Dec. 1999). 



CHAPTER VI 

ADRIAN HALL'S PLAYWRITING PROCESS IN 

ALL THE KING'S MEN 

Adrian Hall adapted his stage play All the King's Men from Robert 

Penn Warren's 438-page, epic American novel of the same name. Warren, 

invested as the first Poet Laureate of the United States in 1986, won three 

Pulitzer Prizes—one in fiction for this novel and two in poetry. The poet 

(1905-1989) had long desired to see a successful adaptation of his novel. 

Warren often urged Hall to undertake the project following Hall's critically 

acclaimed adaptation of Warren's poem Brother to Dragons. The evolution 

of his stage version of All the King's Men is characteristic of Hall's unique 

method of adapting fiction for the stage. 

Summary of Robert Penn Warren's "All The King's Men" 

Warren developed his novel from his verse play entitled Proud Flesh. 

which he began writing in 1939. He completed the play in 1941 and hoped for 

its stage premiere. However, since drama teacher and critic Francis Fergusson 

doubted that it was ready for production, Warren shelved the play. Shortly 

thereafter, he began to adapt his play into the critically acclaimed novel 

entitied All the King's Men, which was published in 1946. 

Warren's complex novel relates the parallel stories of two 

men—Louisiana Governor Willie Stark and journalist Jack Burden. Warren 
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based the Stark character on legendary Louisiana Governor Huey P. Long. 

Although the saga chronicles the rise and fall of demagogue Willie Stark, the 

real issue concerns the deterioration and reclamation of the moral fiber of 

narrator Jack Burden. 

The novel begins in 1936 when Burden and Stark discover that 

Burden's old friend. Judge Irwin, has endorsed Stark's political opponent. 

Although Governor Stark tries to intimidate Irwin into giving in and 

rescinding his endorsement, Irwin resolutely refuses. An angry Stark orders 

Burden to uncover scandal in the judge's past to use as leverage to force his 

capitulation. 

Shifting back in time, newspaper reporter Burden recalls his first 

meeting in 1922 with the idealistic Stark, who was then fighting against local 

county graft. Stark loses his job in the ensuing political struggle, but is 

vindicated two years later and becomes a popular hero. 

From these humble, populist beginnings. Stark earns his law degree 

and practices law before campaigning successfully for governor in 1930. By 

this time, he has lost much of his naive political idealism and has acquired a 

lust for absolute power, which turns him into a thoroughly corrupt, despotic 

governor. As governor. Stark hires Burden as his confidential assistant. 

In a time shift forward to 1933, Burden visits his boyhood home. 

Reared by a mother who remarried three times after his father deserted them, 

Burden, cynical from an early age, became a journalist who cares little for his 
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career. Judge Irwin has been like a father to him since Burden's own father 

left. Jack remembers the times during his youth that he spent with friends 

Adam Stanton and Adam's sister, Anne. Burden had loved Anne, but his 

cynicism caused her to turn from him. After his visit. Burden returns to the 

capital, where Stark faces impeachment. Through coercion and blackmail. 

Stark manages to stop the impeachment proceedings and gains re-election in 

1934. 

Chapter Four is an anomaly that many critics view as a bewildering 

interruption to the primary story of the novel. In this chapter. Jack Burden 

recalls his life as a graduate student in 1918. He is writing his doctoral 

dissertation based upon a Civil War journal written in 1855 by his great-

uncle, Cass Mastern. Mastern relates in the journal the details of his affair 

with his best friend's wife and the complications that ensue. Burden grows 

disenchanted with his studies, quits graduate school, and becomes a reporter. 

In the novel's next chapter, Warren moves the story forward in time to 

1937 as Burden discovers an unsavory episode in Judge Irwin's past that had 

resulted in an innocent man's suicide. Burden becomes more disillusioned 

when he discovers that his childhood sweetheart, Anne Stanton, is having an 

affair with Stark. 

Next, Stark orders Burden to use his knowledge of Judge Irwin's past to 

coerce the judge into using his influence to stop a blackmail attempt by 

Stark's political opponents. The judge refuses even when Burden confronts 
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him with proof of the judge's past guilt. Shortly thereafter, the judge kills 

himself, and Burden's mother confesses that Judge Irwin was Burden's real 

father. 

Stark's lieutenant governor maliciously informs Adam Stanton of his 

sister's affair with Governor Stark, hoping Stanton will seek revenge. 

Infuriated, Stanton assassinates Stark in the state capitol building, whereupon 

Stark's bodyguard immediately shoots and kills Stanton. 

Burden knows who informed Stanton of Anne's affair. But he also 

realizes that if he reveals this knowledge to Stark's bodyguard, the bodyguard 

will kill the lieutenant governor who caused Stark's death. Burden keeps 

silent to end the killing, realizing that he will soon "go into the convulsion of 

the world, out of history into history and the awful responsibility of Time" 

(438). 

Comparison of the Novel with Hall's Play 

One major difference between the novel and the play resulted from 

Hall's decision to delete Warren's Chapter Four of the novel from the script. 

This historical interlude in the novel connects Jack Burden's ancestral past to 

the present. Most critics agree that inclusion of this chapter emphasizes 

Warren's primary concern—the development of Burden's character. 

Another difference was Hall's addition of music to establish the gritty, 

Southern political atmosphere. Whereas Warren's precise narrative power 
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imparted the worlds of Stark and Burden, Hall was obliged to convey those 

complex worlds by methods other than narration. 

Genesis of Hall's - All the King's Men" 

The seeds of Hall's adaptation of All the King's Men were planted 

during his adaptation and production of Robert Penn Warren's poem Brother 

to Dragons. Hall and Warren became friends in 1969 when the two 

collaborated on that Trinity Repertory Company production. Their 

relationship flourished and benefited Hall during his preparation for All the 

King'? M n̂-

Warren himself had penned a stage version of the novel, which was 

produced by the Dramatic Workshop at the President Theatre in New York, 

directed by Erwin Piscator in 1948. Piscator also directed the play's first 

professional production at the President Theatre two years later in 1950. 

Another of Warren's dramatizations of the work appeared in 1959 at the East 

Seventy-fourth Street Theatre. Earlier, in 1949, the Robert Rossen film 

version of the play was successful, winning three Oscars; however, all the 

stage versions met with indifferent reviews and were considered failures. 

Carlisle Floyd composed an opera, Willie Stark, but it, too, had an 

undistinguished premiere in Houston in 1981. Warren still awaited the 

successful staging of the work he had begun as a play in 1939 and continued to 

prompt Hall to undertake the adaptation. 
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Hall's Process of Adaptation 

Creative Compulsion and Germinal Idea 

Because of his fascination with people under stress, his knowledge of 

All the King's Men's great dramatic conflict, and his friendship with Robert 

Penn Warren, Hall often had considered adapting Warren's epic novel. All 

the King's Men challenged and excited Hall as he commented to Susan 

Edwards: "People on the edge have always interested me. [...] Extraordinary 

people who lived on the edge and took us all into their chaotic visions of the 

future. Willie Stark is just a natural for me. I mean, who wouldn't be 

interested in that?" (6). 

Several times Hall had announced the adaptation of All the King's 

Men for a particular Trinity Repertory season only to have to postpone the 

production. He acknowledged that his hospitalization resulting from an 

automobile accident was one catalyst for his decision to finally undertake the 

formidable task. Hall said that "after a near-fatal auto accident," he decided 

"'the time had come to lay it on the line'" (qtd. in Weeks, "Drama"). But 

Marion Simon reasoned that Hall had always been interested in novels for 

the stage because "it is another medium that tells a story; you just have to tell 

it differently" (19 Dec. 1999). Hall also credited the British adaptation of 

Nicholas Nickleby as weU as a Russian adaptation of Crime and Punishment 

with being factors in the decision. He considered "these productions a 
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gauntlet thrown down, a challenge to define a 'classically American style' and 

realize the 1947 [sic] masterwork" (Hulbert. American Theatre 4). 

Hall announced the premiere of his adaptation of All the King's Men 

for the 1986 season at the Dallas Theater Center. He recalled: "Even though 

Red had asked me to do this years before, we had just never gotten around to 

it. [...] So we announced it. Then Red got sick and couldn't come [to Dallas] 

and so I just panicked. I thought, 'I can't postpone this again'" (27 Sept. 1999). 

Consequently, with Warren's blessing. Hall plunged into the monumental 

task of adapting Warren's celebrated novel. 

Collecting the Background Material 

The research for this play began years before the script reached fruition 

on the Dallas Theater Center stage. Hall frequently read and re-read Warren's 

other books and poetry, which gave him further understanding of Warren's 

work. He was also intimately familiar with Warren's other works from his 

adaptation of Brother to Dragons. 

After the play was announced. Hall and his production team began 

researching all aspects of the novel. One major area involved locating 

information on Huey Pierce Long. Biographies as well as documentary 

material on Long helped formulate Hall's ideas about the political 

demagogue. The collection included photographs of Governor Long and his 
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entourage, as well as the Louisiana Statehouse completed during Long's term 

of office. 

Hall theorized that once an idea has taken root, everything around an 

author echoes that idea including newspaper articles, conversations, and 

television programs. For All the King's Men, one such reverberation 

surfaced in the form of a documentary chronicling the life of Huey Long that 

Hall watched on public television. 

Long, known as the "Kingfish," began his career as an idealistic state 

railroad commissioner. He later held the offices of Louisiana Governor and 

U. S. Senator simultaneously. Before his assassination in 1935, he managed 

astounding improvements in underdeveloped areas of Louisiana while he 

bribed or discredited anyone who opposed him. He even enlisted the police 

as his private army. "'It is the quintessential American political story,'" said 

Hall (qtd. in Weeks, "Drama"). 

Hall amassed considerable material during his investigation. He 

discovered a newsreel made from a montage of footage recording Huey 

Long's rise in power that included many of his campaign speeches. This item 

proved invaluable as background material to understand the novel's milieu 

as well as for potential use in the actual production. Hall and his dramaturgs 

also read commentaries on Warren's work to ascertain critical interpretations 

of the novel. However, all these critiques were tempered by Hall's own direct 

discussions with the novelist. Another source was Warren's own adaptation 



162 

of All the King's Men. But Hall abandoned that version as he became 

convinced that Warren had made the same critical error as all the other 

versions—he neglected the enigmatic persona of narrator Burden. 

Hall's research also included possible music choices to utilize in the 

production. Hall knew of Randy Newman's music album entitied "Good Old 

Boys" and obtained a copy of it. While living in Louisiana, Newman had 

written songs about Huey P. Long such as "Kingfish" and "Every Man a 

King." This album proved to have just the type of music Hall had 

envisioned. 

Hall's "Scenario" Phase 

Hall did not draft a formal scenario according to Smiley's prescription; 

nevertheless, he and his assistants tirelessly researched and examined the 

elements of form and structure, time and place, character, conflict, sequential 

list of happenings, and central issues. He made notes regarding these 

elements and discussed them with his collaborative team. Additionally, he 

added to the list items such as music and his clothesline. Playwriting models 

suggest developing and completing scenarios prior to and in preparation for 

the first draft. Unique to Hall's method is his practice of sustaining this 

examination throughout the rehearsal and adaptation process. 
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Structure 

Hall structured the play's events paralleling Warren's method of 

organization in the novel. Time, in Warren's book, does not move in a 

linear fashion, but flashes backward and jumps forward. For instance, 

Warren reveals in the first chapter that several of the main characters are no 

longer living, including Stark. The following chapter journeys back to the 

inception of the Stark and Burden relationship. Warren then, in Chapter 

Four, conveys the reader to the Civil War events surrounding Burden's 

great-uncle. Through this time-shift method, Warren reinforces his premise 

that all existence is on a continuum and all events from the past affect and 

shape events of the present and future. Such structural organization adapted 

well to Hall's clothesline technique. The episodes or events on the 

clothesline could be moved around as necessary to tell the story on stage. 

Although Hall has been well-known for his conceptual rearrangement of 

scripts, he organized the events in All the King's Men in a way that closely 

mirrors Warren's novel and faithfully represents Warren's intent. 

Character 

Cognizant of Piscator's disappointing New York stage productions of 

All the King's Men during the 40s and 50s, Hall determined to avoid what he 

considered a crucial mistake. He concluded that the journey of the Jack 

Burden character must be the center of the production. Interestingly, as 
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Warren developed Proud Flesh into the novel genre, the character of Jack 

Burden became more than just a narrator. It is Burden's search for truth that 

constitutes the heart of the novel. But other stage versions, including 

Warren's own, as well as the celebrated film version concentrated on Stark's 

story of political intrigue. 

Hall believed that the Burden character was essentially Warren himself 

and he wanted to re-establish that viewpoint in his adaptation. He gained 

insight into the character of Burden through his association with the 

novelist. With Warren as his friend and mentor. Hall was in an 

advantageous position to study the character of Jack Burden personified in 

Warren. Hall recently commented on his relationship with Warren: 

Well, you see I was in a good place there because Red had been my 
mentor. I used to spend days with him and I would go up to 
Connecticut and we would just walk and talk. I just listened to him 
because I just adored him. He was really a wonderful man and he 
kind of taught me all kinds of things. (27 Sept. 1999) 

Hall's research had disclosed rich character information on politician 

Huey P. Long, a model for the fictitious Stark. Long, by no means destitute, 

perpetuated the myth of his poverty-stricken backgroimd as a method to 

garner the support of the back-woods Louisiana populace. He studied law and 

became the state governor who paved thousands of miles of dirt roads, built 

new bridges and gave free school books to children as did the fictitious Stark. 

Numerous stories related Long's infamous abuse of power and his legendary 
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ability to twist the laws of the state to serve the common people and his 

ambition. Hall reflected on Stark: 

What's fascinated me is how one goes from a country bumpkin, a 
buffoon, to being a true social threat. I just felt that the movie and 
Red's stage version didn't get at that question. What is it in the 
American system that makes such a frightening transformation 
possible? (qtd. in Hulbert, "DTC's" E5) 

Having explored characters Burden and Stark prior to the rehearsal 

process. Hall led the actors through a similar exploration when rehearsals 

began. In Smiley's model playwriting process, the exploration of character 

traits begins in the collection step to be further developed in the scenario 

prior to writing the first draft. Hall collaborated with his actors in the 

rehearsal process, and together they grappled to give shape to the characters. 

Maciej Karpinski, a Polish director and author of several theatre texts, 

observed in early rehearsals: 

Adrian Hall and the Company search for ways to 
answer—theatrically, without the help of the first-person 
commentary of the prose—such questions as: is Jack Burden an 
idealist or an opportunist; is he a victim of his own sentimentality 
or a cold-blooded manipulator? And above all: what makes people 
as widely different as Jack, Sadie Burke or Anne Stanton, want to 
stay in the orbit of, work for, even love Willie Stark? And who is 
he—in the deepest, human sense? Is it possible to explore and 
answer these questions—effectively and successfully—from the 
brilliant prose of Penn Warren to the Dallas stage? (31) 

Hall's method of developing the novel's characters into multi

dimensional stage characters utilized his notion of the collaborative effort. 

He frequently posed prepared and impromptu questions, giving the company 
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the chance to contribute creative answers. However, Karpinski discovered 

that although Hall built the atmosphere for creative involvement, "when the 

time comes to make choices, [Hall] makes them, but the material was 

submitted by many, making the process truly collaborative" (31). 

Central Issues 

Hall identified several issues embedded in Warren's text which he 

considered must be made evident in the script. Hall dealt with a primary 

issue of corrupting power in such a way that it became a contemporary 

dilemma as pertinent today as the day Warren's novel was written. 

Another issue crystallized for Hall as he viewed the public television 

documentary entitled "Huey." He related in an interview: 

As I watched this wonderfully aristocratic woman, a widow of one 
of Long's leading opponents, who sat there in a yellow damask 
chair discussing their country club set saying, "Not a Saturday 
evening went by that someone in our circle didn't seriously 
consider killing Huey Long." Well, the radical differences in the 
social class became so obvious to me. (19 Mar. 2001) 

Hall highlighted, in the play, the class divisions Warren illustrates in the 

novel. He noted in rehearsal at the time: 

One of the discussions that I had with Robert Penn Warren years 
ago on another project I had done with him, led to an idea that 
startled me. It was the simple thought that the world is divided 
between the "haves" and the "have-nots." And most stories are 
about the conflict between those two factions, (qtd. in Jacoby) 

This concept of haves and have-nots was one theme Hall extracted from the 

novel and employed in the writing and staging of the play. 
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The theme of past events connecting with the present is recurrent in 

much of Warren's work and was one that Hall frequently explored in his 

playwriting. In his effort to "hook" this historical play to contemporary 

audiences. Hall drew parallels between figures during Willie Stark's reign 

and later political figures such as John Kennedy, Ronald Reagan, Richard 

Nixon, Adolph Hitler, and Jacqueline Kennedy. These notables, whose 

photographs Hall used in the program, provided a continuum of those who 

use positions in politics for good or bad. 

Dan Hulbert of the Dallas Times Herald praised Hall's ability to detect 

and weave the issues found in Warren's novel fluidly into the play: "Hall 

pulls all of Warren's thematic tributaries into a single, baptismal image, the 

timeless river of humanity." Hulbert further commented: "When the 

company returned in the finale, to sing the reprise with a melancholy majesty 

that somehow contained an undertone of hope, there were some in the 

audience who wept through their cheers" ("'All the King's Men'" E12). 

Conflict 

Hall meticulously investigated the conflicts represented in the novel. 

He said: "When the conflict becomes really clear to you, that's when the 

audience really gets it. [.. .] But the truth of the matter is that as an audience 

member, you can participate on both sides of the conflict" (25 July 2000). To 

fully illustrate the conflicts. Hall sought to rid the audience of preconceived 
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notions that despotic Willie Stark was merely a one-dimensional being. To 

accomplish this, he proffered evidence of Stark's bounteous deeds for the 

Louisiana populous. Since the novel's size forced Hall's deep incisions into 

the material, he hit upon a method to elucidate the conflicts clearly. He 

commented recently on the Stark and Long characters: 

The conflicts were so flowery, I just put the arguments up on a 
platform, podiums, two on opposing sides. The other night on the 
presidential [Bush and Gore] debate I thought, "Gee, I did that 20 
years ago." I just wanted to keep it political and yet to make sure 
that we understood that Huey Long had done some really 
worthwhile things—roads and bridges and education and hospitals. 
I felt if we could get those things in a real debate—a political 
thing—then when we saw his own personal trauma as well as Jack 
Burden's confusions, that it would be a very rich piece. It wouldn't 
be all over the place, it would be focused nice and tight. (11 Oct. 
2000) 

Hall emphasized the importance of defining the conflicts when 

transferring material from one genre into another. To illustrate this point, 

he recalled his experience as an audience member attending a recent 

production. While trying to understand the story, he realized the producers 

had obscured the conflicts because "the thing was so embroidered that you 

never knew where you were" (11 Oct. 2000). Many of the events of the play 

he witnessed had nothing to do with the conflicts in the script and merely 

befuddled the audience. He cautioned that an adaptor must keep the 

audience in mind when translating the conflicts of the novel into the script: 

"You can't embroidery the wrong thing or you just confuse me. It's not that 
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my mind won't go wherever you tell me. It's that you can't throw everything 

at me because I can't edit and participate at the same time" (11 Oct. 2000). 

Since critics agree that the novel All the King's Men contains complex 

interweavings of characters' existence on the time continuum, discovering 

and focusing the conflicts inherent in the novel constituted one of Hall's 

most arduous tasks. Hall worked on this problem prior to rehearsals. Then, 

using a collaborative process, he discussed the conflicts and posed questions to 

the actors to illustrate clearly the conflicts he envisioned would convey 

Warren's text most faithfully. 

Discovering the Clothesline 

Hall's structuring method involved his clothesline or the spine that 

held the episodes of the play. Hall commented on his discoveries when he 

re-read the novel: 

It was a journey. I began to realize what [the book] was about. Just 
making Huey Long a demagogue was not going to do it. Yet, to go 
back and look at the newsreel of that time, he was such a character. 
But my whole thing in that book, working with it over years, was to 
get Jack Burden at the spine of the story. (27 Sept. 1999) 

Using Burden as his clothesline. Hall's script revealed Burden's story as 

well as Stark's. Development of Burden's character became the successful key 

to Hall's adaptation of All the King's Men as he related to Arthur Bartow: 

Red's own stage adaptation took only one strand of the tapestry: 
Willie Stark (Huey Long). What I wanted to do was go back to the 
central character of Jack Burden and let it be his story. There is a 
wonderful thing he says in the book about life being a kind of 
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spiderweb, and you can't touch it without it shattering and opening 
to reveal a spider. That's what Jack Burden feels about life and what 
he's found. I wanted that at the center of the play. Jack Burden is 
very contemporary. (147) 

Hall believed that the heart of the play had to be anchored in a 

contemporary man. He told Susan Edwards, "If you were inside [Willie 

Stark], it seems to me that your shock and dismay and joy would not be nearly 

as great as it is if you're riding along with a person [Jack Burden] whom you 

understand totally" (6). His philosophy of the essentiality of connecting his 

work to the audience, coupled with his research, engendered one of the most 

important decisions in his adaptation process. 

First Draft. Rehearsal and Final Draft 

Smiley's playwriting text briefly mentions drafting a final script during 

rehearsals: "Some ensembles work with a partially developed script and help 

expand it by having the actors explore the possibilities by joining their 

imaginations with those of the playwright and the director" (31). Although 

this vague description bears a significant resemblance to Hall's process during 

rehearsals, it refrains from speculating on the steps such a process might 

include. 

Simultaneously drafting the script while executing rehearsal duties, 

Hall routinely tailored his techniques to the specific individual script. He 

devised two techniques that were unique to this production. He charged his 

assistant with typing into a computer all of the novel's dialogue, and he 
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drafted nim\erous charts to help keep track of the novel's characters. Other 

techniques, which he had often adopted, included a method for condensing 

the narrative, improvisation during rehearsal, the interweaving of music, 

and the addition of Brechtian techniques. 

Computer Print-out of Dialogue 

As in all of his adaptations. Hall attacked the material first through 

research. On this project, investigation continued during the rehearsal 

process since actors, or others in the company, often contributed material they 

had discovered, which Hall could incorporate into the script. Everyone in the 

company had a copy of Warren's novel and used it as resource material. 

Returning to the source, Warren's novel. Hall happened upon the idea to 

utilize computer technology: 

I had an assistant, Kimberly Cole, who was a whiz at the computer, 
and at that time, that was a very unusual thing. The novel is full of 
direct quotes. It doesn't even say 'he said, she said.' I said to her, 
'Can you type all of the direct quotes out of that book for me?' She 
said, 'Yes.' So, I started out with 400 or 500 pages of dialogue. (27 
Sept. 1999) 

Cole's original dialogue printout actually numbers 437 pages. She 

extracted every line of dialogue from the novel and cross-referenced them on 

computer. Dramaturgs Marsue Cumming MacNicol and Oren Jacoby were 

also assisting with the project. With this 437-page computer printout as a 

beginning. Hall developed his original script. 
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Organization thrnugh Charts 

Hall formulated charts to organize the considerable, sometimes 

overwhelming amount of information. One such chart was titled a 

"Sequence of Events" chart in which Hall configured the play into segments 

of action, or sequences of events, drawn from Warren's book. This process 

paralleled Smiley's "sequential list of happenings" in the final scenario. 

Hall's chart noted the proposed sequence of events in the play that were 

subject to deletion, combination, or rearrangement. Hall used another 

"Sequence of Events" chart to help finalize the chronology of each act of the 

play into individual scenes. 

The script's sequence of events depicted on the charts evolved through 

several versions, all documented by new charts indicating acts, scenes, page 

numbers, scene's action, and characters involved. The first script draft 

arranged the play's action in chronological order. Later versions reflected the 

flashback and jump-forward technique Warren had used in the novel. The 

charts mirrored the changes, deletions, and additions made to the various 

script versions during the rehearsal process. Hall remarked in an interview: 

"I made charts and graphs about what the book was about and where each 

event occurred, where certain images came in—three hundred pages later the 

image would recur. I chased the lives of everybody" (Bartow 147). 

Another set of computer-generated charts traced events in each 

character's life chronologically. These character events charts cited the page 
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number from the novel and included a brief description of the action by each 

date, thus giving a life history of the characters from their appearance in the 

book to their death. Willie Stark's history was not in chronological order in 

the novel and therefore, although the events are sequential, the page 

numbers on the chart are not. This delineation of events from the book fully 

documented Stark's rise and fall. Jack Burden's life was similarly charted 

sequentially-

Distinct from the characters' events charts was another group of charts 

that isolated each major character from the book. These character charts were 

entitled with the individual character names. In addition to the particular 

character name, each chart listed that character's appearance in the book by 

page number, names of other characters present, a brief synopsis of the each 

particular scene, and if known, the page number of the script where the scene 

would appear. For example, a portion of the chart for the character Sadie 

appears below in Table 1. 
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All the King's Men. Sadie 

174 

BOOK PLAY WITH RE: 
31 

73 

81 

140 

267 

12 

23 

25 

40 

Sadie/Willie 

Sadie 

Sadie 

Jack 

Sadie tells Willie that Irwin is backing 
Callahan for the Senate race. (In the play, 
Irwin is endorsing the impeachment 
proceedings.) 

Sadie tells Jack that Willie is being set up 
to split the MacMurfee vote. 

Willie/Sadie Sadie tells Willie that he's been set up. 

Sadie, angry about Willie's fling with 
Swedish ice capades, talks about her affair 
with him and her pock-marked face. 

Sadie tells Jack about Willie's affair with 
Anne. 

Hall also charted the acts into scenes. This chart listed the act number. 

page numbers for each segment of action, summary of action, and character 

names in the scene. This chart helped Hall to track the characters in each 

scene and to know the feasibility of rearranging particular scenes on the 

developing clothesline. During the drafting and rehearsal process. Hall's 

scene-by-scene charts were subject to sequence change. He shuffled episodes, 

not only juxtaposing them to create dramatic tension, but also arranging 

them to elucidate the play's action. A portion of the Act I Index follows below 

in Table 2. 
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Table 2 

All the King's Men. Act I Index, Scene 1 

P1-P2 PROLOGUE 

Pgs. 1-8 Slatternly Apartment 

Pgs. 9-12 Newspaper Archives 

Pgs. 13-14 Ballad of My Mother's Husbands 

Pgs. 15-16 The Restored Trice House 

Pgs. 17-19 Doug in Bed/Annabelle meets 
Cass/Sex/Charles comes home 

Pgs. 20-23 Memory of Youth 

Pgs. 24-27 Funeral/Summerhouse 

COMPANY 

Jack, Doug, Chas., 
Mother, E. Burden, 
Judge, Adam, Anne 

Jack, Clerk, Duncan 
Trice 

Company, Jack, Mother, 
Singer, Musicians 

Mrs. Miller, Jack 

Doug, Annabelle, Cass 
Duncan Trice, Phoebe, 
Charles 

Jack, Anne 

Company, Doug, Charles, 
Cass, Annabelle, Phoebe 

Other graphs divided the play into acts and scenes with page numbers 

of each scene across the top of the graph. Down the side of the graph were the 

names of each character appearing in that act and scene. Using an "X," Hall 

indicated the presence of characters in particular scenes. This system enabled 

Hall to ascertain, at a glance, the appearance of characters on stage. A portion 

of this graph follows in Table 3. 
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Table 3 

Act I, Prologue 

PAGES 

SCENE 

Tack 

Charles 

Doug 

Mother 

Ellis 

Anne 

1-4 

1 

X 

X 

X 

4-7 

2 

X 

X 

X 

X 

X 

X 

7-8 

3 

X 

8-11 

4 

X 

11-13 13-16 16-19 19-28 

5 6 7 8 

X X 

X X 

X X 

X 

28-29 20-32 

9 10 

X X 

X 

X 

Maintaining control of the masses of material necessitated the devising 

of a management technique. Hall created a methodical approach with his 

charts. Hall's schematic design arranged the events in an orderly, readily 

available manner. 

Condensing the Novel's Narration 

To condense narrative information into succinct, informative 

dialogue. Hall employed the technique of presentational self-introduction of 

the major characters. For instance, in the prologue, one character sings a 

chorus of "Louisiana 1927" to introduce the place and time of the action. 

Immediately following, all the major characters—Anne, Adam, Tom, Ellis, 

Lucy, Willie, Mother, Judge Irwin, and Jack—through direct address. 
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presentationally inform the audience about themselves. In the Dallas 

version of the script. Judge Irwin says this: 

JUDGE IRWIN. I taught him to shoot and taught him to ride and 

read history from the leather-bound books in the big study in my 

house. When I took him hunting, I'd say, "You ought to have 

led that duck more. Jack. You got to lead a duck, son. I'll make a 

hunter out of you yet." (ii) 

Hall had extracted Judge Irwin's opening dialogue from two paragraphs of the 

novel: 

And Judge Irwin, who lived in the last house, and who had been a 
friend of my family and who used to take me hunting with him 
and taught me to shoot and taught me to ride and read history to 
me from leather-bound books in the big study in his house. After 
Ellis Burden went away he was more of a father to me than those 
men who had married my mother and come to live in Ellis 
Burden's house. And the Judge was a man. (40) 

And Judge Irwin is dead, who leaned toward me among the 
stems of the tall gray marsh grass, in the gray damp wintry dawn, 
and said, "You ought to have led that duck more. Jack. You got to 
lead a duck, son." (49-50) 

This dialogue not only introduced the characters, but also revealed important 

character personality information. 

Rehearsal and Exploding the Script 

Rehearsals began in October, and the play opened for previews on 

November 18,1986, giving Hall approximately six weeks of rehearsal time. 

He and the cast began drafting the final script as they rehearsed the play. The 
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first rehearsals consisted of exploding the text. He emphasized that rehearsals 

are an extremely creative time when the material is still fluid and malleable. 

During this time. Hall's creativity flourished amidst the collaborative 

atmosphere. He noted: "I guess thaf s why I love Shakespeare in Love so 

much. I love the idea of everybody playing in the pot" (27 Sept. 1999). 

Nonetheless, Hall alone determined the ultimate shape of the final script. 

Using the dialogue script as a basis. Hall began honing the script 

episodes, always making sure they would hang on the clothesline. During 

the course of rehearsing a scene, actors might improvise a speech. But Hall 

declared that "I am terribly true to what material I use. I don't try to insert 

myself" (27 Sept. 1999). Likewise, he refused to allow actors to insert 

themselves, as he noted to Susan Edwards: 

Sometimes during the adaptation process an actor who was 
improvising part of a scene would come up with a line of dialogue 
that might go into the script. But with this book, which I respect so 
much, I tended to go back to the original and find that line's 
equivalent. (6) 

As a result, about ninety-five percent of Hall's adaptation was composed from 

Warren's own words from the novel. 

Incorporation of Music 

For many of his scripts. Hall enlisted the aid of a composer to write 

original music or he amalgamated music from different sources. In All the 

King's Men. Hall incorporated existing music into the adaptation. He knew 
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of Randy Newman's 1974 Good Old Boys album and decided that Newman's 

music could be used to established "a gritty Southern mood and to suggest 

'that feel of great crowds and tides of energy changing'" (Weeks, "Drama"). 

Hall obtained permission from Newman to use the songs, as well as 

permission to incorporate lyrics from the album for the script. He used on

stage musicians—playing at times a piano, saxophone, flute, banjo, 

harmonica, or trombone—to reinforce and enrich the powerful dialogue. 

The album featured several songs germane to Louisiana and Huey 

Long. One song on the album, "Every Man a King," was originally written by 

gubernatorial candidate Huey Long and Castro Carazo for Long's campaign. 

Another, entitled "Kingfish," referred to a sobriquet given to Huey Long. 

"Rednecks," written from the perspective of poor Southerners, satirizes 

attitudes toward African Americans in both the north and the south. 

Hall made use of "Louisiana" to establish the mood and setting for the 

play in the opening number. This piece recounted the disastrous Mississippi 

floods of 1927 and the working man's struggle and endurance when faced 

with the crippling forces of nature. It also introduced the theme of the "have-

nots." 

Since the album contained no correlative song representative of the 

"haves," Hall turned to Newman for advice. Newman suggested his earlier 

song entitled "The Debutantes' Ball." Hall found this appropriate for the 

play's wealthy characters in a dinner party scene. 
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Using music allowed Hall to bridge scenes fluidly. He also used the 

music as a dramatic device to establish an atmosphere and bring out the 

emotional intensity built into the narrative novel that could not be conveyed 

in dialogue alone. 

Incorporation of Brechtian Techniques 

Hall often employed techniques that have become synonymous with 

playwright Bertolt Brecht, such as presentational singing, banners, and other 

visual media. In addition to establishing mood and theme. Hall condensed 

many pages of dialogue or narration through the use of music. He used the 

music to help tell the story, a convention he adopted from Brecht. Hall 

succinctly conveyed information in All the King's Men through the 

Brechtian technique of singing directly to the audience. He recalled: 

I had found metaphors for things, like Randy Newman's song, 
"Rednecks." I was able to be very Brechtian [...] you'd see a black 
servant come in, and then the whole cast would jump up and sing 
directly to the audience, "We're so and so but we're keeping the 
niggers down." You see, what I was constantly doing was finding 
out how you adapt a long novel without adding wording. (27 Sept. 
1999) 

Another technique Hall borrowed from Brecht was the use of graphics 

on banners and signs in his All the King's Men script. To condense pages of 

dialogue and to help the audience keep abreast of the action. Hall unfurled 

banners with concise information. As a prelude to Stark's battle with 

impeachment, the script reads: 
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BANNER: THE IMPEACHMENT OF WILLIE STARK (Hall, DaUas 

1.66) 

To further set the mood and inform the audience. Hall decided to 

include film footage for a multi-media technique during a scene in which 

Stark's son is injured in a football game. He also took this opportunity to use 

football cheers to explain the origin of the novel's title. The script reads: 

(Crowd noise, film, actors run on) 

CROWD. (Chanting three times) 

Humpty Dumpty sat on the wall 

Humpty Dimipty had a great fall 

All the King's Horses 

And all the King's Men 

Couldn't put Humpty together again 

(Chanting three times) 

Stark, Stark, he's our man, if he can't do it, nobody can. 

ANNOUNCER. And the pass is complete to number 17, Tom Stark. 

Stark is downfield to the 40—to the 35—to the—Oh, he's hit 

hard and there's a pile-up on the play. (Hall, Dallas 2. 35) 

Knowing he would be unable to actually stage a football game and yet 

needing to put this information from the novel into the script, he used a 

black and white film recording of an early football game during portions of 

this scene. 
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Setting and Place 

Although the consideration of time and place fall in the "Scenario" 

step of Smiley's model process. Hall dealt with this issue prior to and during 

the rehearsal process. Because the novel takes place in many locations 

spanning approximately eighty-seven years. Hall was faced with the 

impossibility of writing scenes for all the locations. Therefore in the early 

drafting of the play he recognized that he must either place all the action in 

two or three locations that could be represented on stage or he would have to 

free the script from the strictures of traditional realistic theatre conventions. 

He commented to Dan Hulbert on the problem: 

It annoys me that the great novels have been so much bolder and 
freer to move in time and space than the theater. It's only lack of 
vision that's kept us back in our traditional boxes. I'm trying, once 
and for all, to break down the walls, the literalness that has limited 
our approach to theater. We must be free as the novel itself. 
("DTC's" E5) 

With this freedom in mind. Hall envisioned his performance space as 

he drafted this script. Playwriting procedures do not address technical aspects 

since these problems normally fall under the province of the director and 

designers in the modern theatre. During the rehearsal process. Hall and his 

set designer, Eugene Lee, devised an ingenious setting that freely allowed 

depiction of different locations necessary to the plot. 

Hall and Lee devised an "alley" stage scenic design that emphasized the 

distance between the two different economic worlds. At one end of the space. 
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Lee built a tall, narrow country shack and at the other end, an impressive, 

grandiose structure that resembled the statehouse in Baton Rouge. Bleachers 

lined the opposing walls and the audience sat facing one another as if at a 

political rally or a football game while the play unfolded on the stage between 

them. 

With the exception of the two designated spaces at either end of the 

performance space for the haves and have-nots, respectively. Hall banished 

the conventional walls of literal places. The statehouse—with its 

chandelier—could serve as the outside statehouse, the statehouse inner lobby, 

and (with the addition of furniture) the inside of a Burden's Landing 

mansion. Hall used the have-not, shanty end of the space for the scenes of 

Stark's rise from obscurity as well as trips back to his father's home. Hall then 

transformed the alley space between the polar extremes into all the other 

locations using single set pieces to define locale. 

Hall borrowed from Shakespeare a method to orient the audience to 

the play's location as he told Frank Magiera: 

Shakespeare did it just by saying "this is Dyria, Lady" and we knew 
where we were. So that's the way I did it. If it's important to know 
that this is a sanitarium, even though its the very same floor we've 
been moving around on all night, then we say, "This is a 
sanitarium." 

The novel describes the Millett Sanatorium at length before Sadie says: 

"I didn't come out here because there was anything wrong with me. I came 

because I was tired" (408). Using Shakespeare's technique. Flail wrote: "I 
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didn't come to this sanitarium because there was anything wrong with me. I 

came because I wanted a rest" (Hall, Dallas 2. 46). With the addition of the 

word "sanitarium," the playwright informs the audience just where the 

action takes place. 

Audience 

At the center of all Hall's decisions regarding revisions was his 

consideration of the audience. He emphasized that artists—adaptors, actors, 

director—must delve deeply into the material or "explode" the material, 

leaving behind preconceived notions as well as stereotypical assumptions to 

unearth significance in the text for themselves. Only then can artists 

communicate that which they know meaningfully to the audience. He tried 

to observe rehearsals as if he were an audience member viewing it for the 

first time. 

Hall tried to uncover the script's meaning for him personally before 

leading the actors in finding its meaning for them. Only then would the 

actors be able to truthfully communicate those truths to the audience. One 

reviewer commented on the end result of this process: "Hall's production 

blasts these moral issues from actors to audience" (Chiarello). 

The play's basic conflict, themes, and action were thoroughly, often 

gruelingly, examined, redefined, and refined during the "exploding" of the 

text in the writing and rehearsal step—always with the audience in mind. 
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For Hall, rehearsal time spent digging into the text always superseded the 

traditional rehearsals for memorization of lines and blocking movements. It 

involved hours with the text (437 pages of dialogue and the novel itself) 

ascertaining its relevance for today's audience. Hall discussed this 

painstaking, cathartic process: 

But you see, you really have to be in touch with your little 
irritations, the little things that go dead. So, directing, or what I do 
as far as adapting, is very hard because it means an awful lot of self-
examination and listening and sometimes saying, because 
everybody always wants the end result. [They ask] "Is this right, do 
you like this, do you want it?" And you see it's infuriating to be 
told, "I don't know." [They reply] "Well, if you don't know, who 
does know these things, because I've got to know what you're 
saying." (27 Sept. 1999) 

Only after immersion in the text, when he was satisfied that the 

dialogue gripped and held his attention, could it be edited, re-written, 

rehearsed, and honed into the final script. Hall often did not know the end 

result himself until well into the rehearsal process. 

Performance and Revisions 

The original script that the Dallas Theater Center cast performed on 

the first preview night numbered seventy-eight pages for Act I, seventy-three 

pages for Act n, and forty-nine pages for Act IE for a total of two hundred 

pages with a running time close to four hours. Hall remembered that night: 

"At about 11 o'clock, the audience began to leave in droves. We still had the 

last act to do. I said to the business manager, 'Why are they going?' He said, 
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'Adrian, it is 11 o'clock and these people all work'" (27 Sept. 1999). Hall told 

Susan Edwards of the Boston Phoenix: "Well, it just about broke my heart! I 

wanted to run out there and scream at them, 'No, wait! Don't go—you're not 

going to know what happened!'" (6). 

Only twenty-five to thirty out of approximately five hundred audience 

members remained in the theatre at the end of the performance. This exodus 

precipitated a major revision of All the King's Men. Hall spent the rest of the 

night revising by radically cutting the script and ultimately trimmed almost 

one hour and one intermission from the play. Later that day. Hall gave the 

cast a script slashed by fifty-nine pages. 

Intimately acquainted with the work. Hall realized the major incision 

must come from his prologue. He had previously moved Warren's Chapter 

Four, the 1860 flashback of Cass Mastern, to the prologue of his script. He also 

incorporated moments of Jack Burden's love affair with Anne into the 

dialogue to establish the correlation between Burden and Mastern. Since the 

prologue related the history of Cass Mastern, it could be omitted without 

disturbing the integrity of the remaining script. 

When asked how he decided what to cut. Hall answered: 

I had been working with the piece for weeks. I knew every line in it 
by that time. And it had never been a frozen thing, I had not gotten 
it far enough along. I kept moving this and that, and what would 
be played first and what we played second, and on and on. You see, 
that is just the trauma of putting on a play anyway. (27 Sept. 1999) 
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During the play development, the events remained fluid with Hall 

rearranging them on his clothesline several times. The pressures of 

performance dates did not permit setting the finished script aside for 

reflection prior to revisions, as Smiley suggests in the playwriting model. 

Hall added further insight to the problem of adapting and revising such a 

long novel: 

A piece like All the King's Men, because of the scope of it and the 
epic nature of it, is not built in one eight-hour day, and it is not built 
all the way through. It is built block by block. And sometimes 
when it is loose and creative as [the All the King's Men script], there 
would be a block over here that you have to shove aside because 
you don't know where it is going to go. (19 Mar. 2001) 

Up until the day of the first performance, pages were revised daily. 

Revisions took place during the rehearsal period as the full company was 

rehearsing, drafting, and re-drafting and continued in the evenings as Hall 

toiled over the script. However, even with the pressure of opening night 

looming before him, HaU routinely listened for dialogue that failed to 

communicate and adjusted such failures as Smiley suggests. 

Post-Performance Revisions 

In All the King's Men's second preview performance in 1986, the night 

following Hall's drastic script cut, the play and performers received a standing 

ovation, and All the King's Men went on to achieve outstanding success in 

Dallas. Dallas reviewers hailed the play as "the adaptation for which 

Warren's masterwork has waited and deserved for 40 years" (Hulbert, "All 
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the King's" E12). Variety's reviewer reported that "Hall has succeeded in 

fashioning a stage work with so much power, with such emotional impact 

and epic force, and containing so many electrifying performances, that the 

rough edges serve as only minor distractions" ("All the King's" 64). 

However, Hall viewed the Dallas performances with an eye toward 

future revisions and continued to revise the play before its production at 

Trinity Repertory Company the following spring. His revisions resulted in a 

Providence script of 115 pages, reflecting his work to condense and cut an 

additional twenty-six pages. 

Hall commented on the Trinity revisions: 

The production has changed a lot and continues to change. Those 
are changes brought on by not having a precedent and not knowing 
how to adapt a novel to the stage. It's a huge novel. It's an epic 
novel. It spans many years and hundreds of people. (Magiera) 

Hall reflected on the validity of this revision process and lamented the 

fact that, in a capitalist society, a script must have instantaneous approval. 

New works are expected to return investments quickly, but they often fail due 

to lack of time to locate and solve the problems. He cited the practices of the 

nationally supported Royal Shakespeare Company: "They do that in England. 

The RSC takes a play to Stratford one season, and then the next season one 

sees that play again in the Barbican [London] after they have worked out all 

the bugs" (27 Sept. 1999). For new works of epic scope like this project to 

evolve and survive, the revision process is not a luxury, but a necessity. By 
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the end of the Providence run, Broadway producers were hovering on the 

fringes, eager to mount a commercial New York production. Hall decided 

instead to permit Zelda Fichandler to produce the work. 

The play's portrayal of the Southern political struggle interested 

Fichandler and her Associate Director, Douglas C. Wager. After its 

Providence premiere in March 1987, Hall allowed All the King's Men to be 

produced in October of that year at Washington's Arena Stage because of his 

trust in long-time friend Fichandler, the Arena's Artistic Director. Hall 

explained to David Richards of the Washington Post: 

It was a very deliberate choice on my part. It's where the play 
belongs in a very real sense. It's about confrontation and politics 
and morality—all those things Washington is very big on. And 
now is certainly the time to do it there. But I was also very eager to 
find an environment that would allow the play to continue to 
grow. That sounds esoteric. But the one thing I'm not interested in 
right now is putting the play into a proscenium house on 
Broadway—not when it's still at such a tender state of 
development. ("All the 'King's' Stages") 

Working in collaboration with Hall, Wager directed the play, which 

had an extraordinarily successful five-week run in the nation's capital. He 

and Wager believed that the play would continue to evolve and change and 

be transformed to accommodate different companies. But because Hall still 

had two regional theatres to run. Hall had little opportunity at that time to 

revise the play further. 

However in 1990, after his contract had not been renewed by Dallas 

Theater Center, Hall was still slated to direct another show for that theatre. 
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He opted to rework the Prologue section that he had cut from the Dallas script 

in 1986. He entitied the work Prologue to "All the King's Men" and 

presented it at the Dallas Theater Center's smaller theatre in workshop 

format. From this workshop script and with additions from Warren's 

revised version of his poem Brother to Dragons. Hall further developed his 

work into another full-length script, Hope of the Heart, which premiered to 

rave reviews at the Mark Taper Forum in 1990. 

Publication and Subsequent Production Plans 

All the King's Men was copyrighted and published by Dramatists Play 

Services, Inc. However, Hall has instructed Dramatists to withhold licensing 

permission until he assesses the commercial possibilities. In addition, a 

detailed production script that explains how to stage it would be of benefit. 

He explained that All the King's Men was considered very radical theatre in 

its day. To keep the scenes of many different places moving without 

blackouts and scene changes. Hall often used one piece of furniture to 

represent other things. For instance, a pool table becomes a parade float and 

several women jump onto it and are whirled around before it is moved 

offstage. He admitted that it is "not a practical way of working because there is 

nothing neat about it. If anybody wanted to do these kind of plays they really 

would have to work at it" (27 Sept. 1999). 
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Hall's belief in the necessity of a detailed production script to stage All 

th? King'? M^n differed from his attitude toward his adaptation of A 

Christmas Carol, in which he continues to urge directors to "do their own 

thing." This reluctance is due in part to the complexity of the script and the 

fluidity of staging necessary to realize the production. Hall has also long 

cherished (and discussed with the Lincoln Center personnel) the desire to 

continue to refine the script for a production involving two sequential 

evenings. For this proposed production. Hall would be able to restore many 

of the cuts that were necessary for a single evening's performance, including 

the Cass Mastern chapter. 

Conclusion 

Hall's method of adapting All the King's Men began in a traditional 

way with what Smiley calls the "creative compulsion." Hall undertook the 

daunting task of adapting Robert Penn Warren's epic novel with a deep 

emotional commitment to the material. He explained in the Providence 

Program: "You face the fact that you're attracted emotionally—a cathartic 

experience with Red Warren's novel" ("From a Conversation" 33). Most of 

his adaptation process then diverged from traditional recommendations for 

creating an original work. Hall often made use of some traditional 

playwriting steps, though not necessarily in traditional order. I lis research 

process was not completed prior to the drafting of the script but continued 
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throughout the rehearsal process. Similarly, Hall began working with 

scenario components before the first draft and continued throughout the 

rehearsal and drafting process instead of completing them prior to the first 

draft. He tackled this project in a methodical way with dialogue from the text 

and then detailed charts to keep track of the events. 

In an effort to condense the novel into a manageable, producible script. 

Hall borrowed methods from Shakespeare and Brecht. He used banners to 

introduce scenes and characters often told the audience the setting. Involving 

his company in the collaborative process. Hall condensed and cut the novel 

without sacrificing the rich, complex layers of the story. 

During rehearsals, he led the actors in exploration of the characters and 

invited their contributions, but always returned to the novel in an effort to 

preserve Warren's vivid language and intent. Throughout the process. Hall 

determined to remain true to the novel, even more so than Robert Penn 

Warren had in his own version of the script. Hall commented on the process 

in the Providence Program: 

You see, you've got to get to the essence of the action. It finally 
becomes a question of deciding what kind of atmosphere you are 
going to put the event into. That's the thing. 

If we really dig into the richness and complexity of this story, we 
can find a way to make the audience hear. (35-36) 

In order to help the audience understand. Hall knew he had to make 

the play accessible and relevant to a contemporary audience. Douglas Wager 

identified this as one reason for the adaptation's success when the 1948 and 



193 

1950 stage versions had failed: "Those earlier efforts were constrained by the 

period. They were historical works tied to the times they portrayed. This [the 

Hall creation] is as relevant to today as the novel" (Kilian 12). 

Hall envisioned regional theatre companies adapting epic American 

novels like All the King's Men to the stage instead of Hollywood adapting 

them to movies and television. Often regional theatres confine themselves 

to time-tested, classic, easy-to-produce works. Hall had long believed that the 

theatre could successfully transfer great American novels to the stage and 

pioneered the way to do so. 



CHAPTER VII 

A PLAYWRITING MODEL AND CONCLUSION 

This study began with the premise that the adaptation process 

developed and practiced by Adrian Hall could constitute a methodology for 

other playwrights. The investigation of Hall's process in distinctly different 

adaptations, corroborated by nimierous personal interviews with Hall 

regarding his work, resulted in this study's documentation of his style and 

identification of his playwriting model. Although he drew material from 

varied and diverse sources and approached each play as a unique entity. Hall 

followed a similar pattern in each case study. Much of his success can be 

attributed to his passion for and dedication to "this ancient craft of the 

theatre." But additionally, he has developed intuitively, from his intimate 

knowledge of the theatre, a distinct approach to drafting a script that can be 

emulated in part or as a whole. 

Hall began his foray into playwriting out of necessity. He had to find a 

way to capture his Project Discovery student's attention and he had to find 

material that fit his company of actors. Forced to re-define his idea of theatre, 

he realized that he must tell the audience a story, but that story must be 

relevant to the audience. He discussed playwriting in 1987 with Hilary 

DeVries of the Christian Science Monitor: 

194 
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Playwriting, as we know it, is going to be a thing of the past. It has 
got to be much more spontaneous, with a reliance on the actors 
directly confronting an audience, leading them into the story. If the 
[theatre] craft is to do anything other than be frozen in time, we 
have to get out of the old rules. ("Theater's Crucible") 

Hall discovered that audiences change and the theatre artists must 

evolve as well. He wrote in the Inherit the Wind Program that plays could 

not be like museum art pieces because "The elements that constitute the 

theater experience: the text, the production values and the audience are all 

altered by time." Hall set about finding ways, through adapting texts, to reach 

contemporary audiences in fluid, spontaneous, often cinematic ways. 

Hall's steps in adapting material from novels or documentary sources 

into the dramatic form can be utilized by writers who seek to employ research 

and collaboration as primary components in the adaptation process. As with 

any technique suggested in playwriting texts, other writers will make use of 

particular elements in this process that suit their individual style. Since most 

playwriting books only address writers endeavoring to create an original play 

and rarely even mention the adaptive process, the presentation of this model 

derived from Hall's practice attempts to improve this deficiency in the 

playwriting field. 
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Trail's Plavwriting Process Viewed as a Model 

Hall developed during his career a flexible method of adaptation with 

discernible steps. In his early efforts in playwriting, he searched for a specific 

formula for his art that would work every time, as he related in an interview: 

In some funny way, I think I believed all the way through my early 
years that eventually I would have a formula.. . . I never got it. Oh, 
I got a little closer and a little closer and little closer. Then, I guess 
by accident or by something else, I began to realize that the closer I 
was able to buy it myself and believe it myself and connect it to my 
own emotional response [the more the audience would buy it]. (27 
Sept. 1999) 

With this in mind. Hall began each project with a desire to understand a 

selected subject and to find ways to connect the action in the story to his own 

emotions. 

John Howard Lawson related in Theory and Technique of Playwriting. 

"The purpose of drama is communication: The audience plays not a passive, 

but an active part, in the life of a play. Dramatic technique is designed to 

achieve a maximum response" (229). To achieve the maximum response 

from the audience. Hall not only connected the play to his own emotions but 

also endeavored to communicate with the audience and often that 

communication took the form of confrontation. But, for him, it was 

important to jolt, surprise, or coerce the audience into responding. Hall 

wanted the audience to connect emotionally to the play. To accomplish this. 

Hall created his own working process. 
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Guidelines emerge from the study of this process that may be grouped 

into six major steps: (1) subject selection; (2) research and collection; (3) 

preliminary preparation; (4) drafting; (5) evolution of script through rehearsal 

and collaboration; and (6) presentation and revisions. Hall's steps are similar 

to those offered in the comparative model used in this study which was 

derived from Sam Smiley in that all processes—for original works or 

adaptations—must begin with an idea and end with a play. However, within 

the individual categories. Hall's steps differ greatly from Smiley's method of 

creating an original script. 

gt^p Number I - "Finding the UQQV 

The first step in Hall's process identifies a subject that grabs the writer's 

interest. He was drawn to subjects that captured his interest both emotionally 

and intellectually. He stated, "You see, things that have always interested me 

are things that have to do with the world around me. What is the political 

situation, the social situation, what are the prejudices, the strengths?" (27 

Sept. 1999) 

When he decided to adapt Melville's Billy Budd. it was because he was 

enamored of Melville's work and had intended to adapt Moby Dick, but 

decided that Billy Budd really interested him. Hall always "dug at things" and 

found "little nuggets" within a work that sparked his imagination (27 Sept. 
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1999). One sentence or idea in a literary work might stir a writer into adapting 

the work for the stage. 

Hall was drawn to Jack Henry Abbott and his book In the Belly of the 

Beast not because the New York literati had been instrumental in bringing 

about Abbott's release from prison, but because of Abbotf s choices or lack of 

choices in society. He explained: 

People who are not under some extraordinary pressure, all that you 
can say is, "That's a very interesting person," or "That is a very 
smart person or very talented person." So consequently, they don't 
interest me nearly as much as people on the edge. (27 Sept. 1999) 

Hall often embarked upon an adaptation to explore a personality, not out of 

admiration for that individual, but to elucidate the conflicts in the life of a 

person under pressure. 

Hall approached a project in an effort to understand a particular 

phenomenon, but he kept an open mind. When writers become interested in 

characters "on the edge" such as Jack Henry Abbott, Charles Manson, or Oscar 

Wilde, they must be careful to refrain from making judgments, since often 

the truth depends upon one's viewpoint. For Hall, those judgments were the 

province of the audience. 

In Robert Penn Warren's novel. All the King's Men. Hall found a 

gripping story of American politics that had interested him for years. He 

discovered themes and conflicts that he wanted to bring to life on the stage. 
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He was intrigued not only by the Willie Stark character, but also by the more 

complex Jack Burden character. 

Hall suggested choosing "larger than life" people or those "outside the 

norm" about whom much has been written (27 Sept. 1999). Selecting such 

individuals—Willie Stark, Jack Burden, Oscar Wilde, Ebenezer Scrooge—as 

the subjects for scripts may save writers countless headaches since there will 

be more information for research. 

Many playwriting processes urge the writer to choose subjects and time 

periods familiar to the writer, in other words, write about what you know. In 

contrast to this advice. Hall often chose to adapt subject matter that was 

unfamiliar to him. He considered it an opportunity to delve into some aspect 

of human nature or some previous time period in order to understand, and 

ultimately, to make it relevant to a contemporary audience. 

So, it behooves writers to identify their personal beliefs and special 

interest areas. Then, when beginning an adaptation, an emotional interest in 

the subject matter not only attracts the writer to the material at the outset, but 

also supplies the drive and commitment to complete the project. "For me, 

getting the emotional hook always is necessary," explained Hall (27 Sept. 

1999). Once committed to material. Hall began his investigation to discover 

everything concerning his chosen subject and its milieu through research. 
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Step Number Two - "Casting a Wide Net" 

The second step in Hall's process involves research and the collection 

of information concerning his subject and its surround. Unlike most 

traditional playwriting processes, for Hall, the research, discovery and 

collection period was ongoing and extended from inception of the idea 

through the rehearsal of the script. Frequently Hall incorporated newly 

discovered material into the script even during the final stages of the 

rehearsal process. For instance, he wove the Victorian Prison Rules into 

Feasting with Panthers during rehearsals. 

During this investigation period. Hall found material in libraries, 

newspapers, magazines, photographs, books, docimientary sources, and more 

recently, on the Internet. He was always open to using material from any 

reputable source and encouraged his company of actors to undertake their 

own research as they developed their characters. 

Hall's research process encompassed both fictional as well as non-

fictional sources. While preparing for Feasting with Panthers. Hall 

commenced an intense period of research into every possible facet of Wilde's 

life and works. While he prepared to adapt All the King's Men. Hall read 

other works by Warren as well as critical commentaries on his works. He also 

read the script Warren adapted from All the King's Men and viewed the 

movie version of the book. He researched Huey P. Long, read available 

biographies, and discovered newsreels depicting Long during his political 



201 

career in Louisiana. To understand the people during this time. Hall 

gathered histories, photographs, and other information on historical figures 

of the era. These sources contributed to his knowledge of the subject and 

added depth and texture to his scripts. Often, discoveries resolved issues for 

him. 

Another valuable research tool was visitation of physical sites 

pertaining to his subject. Hall toured prisons for Feasting with Panthers and a 

historical ship for Billy Budd. He visited the U.S.S. Constitution (Old 

Ironsides) in Boston Harbor to help find a physical approach to the play. 

Knowing the atmosphere of his setting helped to further define elements of 

the script. 

Taking nothing for granted. Hall examined and searched beyond 

surface explanations. While discussing a current project. Hall explained that 

once an idea grips the writer, that same idea begins to surface from various 

sources: "Your life is bound by the perimeters of the theater. I can't read a 

newspaper article or look up a word in the dictionary or anything without it 

reverberating for me" (11 July 2000). This discovery time may well be the 

widest ranging period in Hall's process. "You stumble on material and it 

becomes important for you and then you make another discovery" (25 July 

2000). Each new discovery may lead to further research. Hall threw "a wide 

net to bring in everything" that remotely related to the subject (27 Sept. 1999). 
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Armed with knowledge of his source material. Hall began his preliminary 

script or episodes for his actors. 

Step Three - Preliminary Preparation 

In contrast to Smiley's model for an original work. Hall did not prepare 

a formal scenario in the representative plays included in this study. In his 

third step, he did, however, begin to resolve various structural aspects of the 

play during the research period and prior to the first draft. He ascertained the 

conflicts that would best tell the story, determined the "voice" of the work, 

and established the clothesline. 

Hall considered one of the most important tasks to be determining the 

voice, since for him, every story contains a voice or viewpoint. "The trick is 

to find that voice, and once you find the voice, writing the dialogue is 

nothing" (1 Nov. 2000). Once Hall discovered that the voice in All the King's 

Men must be Jack Burden, instead of Willie Stark as others had determined, 

he knew his approach to the script. 

Hall created his own unique clothesline method of organization. With 

this method, events of the play were strung together and were subject to 

rearrangement in an episodic plot. He deliberately left the arrangement of 

episodes on the clothesline in a plastic state so that he could move, delete, 

add, or rearrange as needed, selecting events that best tell the story and best 

express the conflict. He was unwilling to make final decisions until he 
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witnessed the actors' reactions to his material and until he, as a proxy 

audience member, heard the words spoken. 

He commented about the conflict in his adaptations said: 

I had wonderful people who unknowingly, perhaps knowingly, 
reassured me that the neatness of the plot line was not what 
mattered. What mattered was the definition of the conflicts and if 
they were clear enough for one to just be sucked right into it. (25 
July 2000) 

Hall used the rehearsal time to bring the conflicts of the play into sharp focus 

by juxtaposing events on the clothesline. 

Hall might also decide upon other structural issues before writing his 

draft. In 2001, while researching and preparing to work on his latest and yet 

unnamed play. Hall related that he was always interested in how the 

characters arrive on the stage. Therefore, in this project, prior to writing any 

dialogue. Hall decided how the story would unfold before the audience from 

the very first event hung on the clothesline. 

Step Four - Compiling Events and Developing the 
First Draft 

As the script develops, the problem of condensing narration of the 

novel into drama often plagues the adaptor. Hall utilized several methods in 

his scripts. He condensed narrative information into a banner in All the 

King's Men. He and Richard Cumming often condensed pages of material 

into song. While drafting the script for A Christmas Carol. Hall abbreviated 

some of the narration into stage directions. He also turned other narration 
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into simple lines of dialogue for the characters. He devised different methods 

for addressing the problem of condensing long passages into script form. 

Hall often went into rehearsal with a working draft of a script that 

might be loosely compared to Smiley's "first draft." It was this preliminary 

script or collection of episodes with which the company began to work. 

When drafting this beginning script. Hall employed an individual approach 

for each play. For All the King's Men, he extracted the dialogue from the 

novel for a beginning script. He also used charts to better handle the vast 

amount of material. With Feasting with Panthers, he utilized several sources 

on a single theme to interweave events into a story. He condensed several of 

Wilde's works into short episodes to be interspersed with dialogue from 

other sources. Hall closely followed Dickens's novel when drafting A 

Christmas Carol and found ways for turning narration into dialogue. 

When Hall considered adapting In the Belly of the Beast, the book 

written by convicted murderer Jack Henry Abbott, he used yet another 

approach. He began by asking an actor to read the first chapter of Abbott's 

book and then asked the actor to memorize the chapter. At this point. Hall 

was unsure of the method he should use to adapt the book to the stage. Hall 

read parts of the chapter with the actor and together they improvised the 

action. For a week. Hall worked with the single actor to ascertain that 

Abbott's book could be told on stage. Recognizing that the story would 
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translate to the stage. Hall then knew he could expand the work to add court 

records from Abbotf s case as well as add other characters to the script. 

Each work he has adapted or written presented its own set of problems. 

Hall did not approach his source material with a preconceived, prescribed 

method to use for script development, but instead approached each with 

flexibility in order to find the best way to tell the story. 

Despite the various ways Hall might approach a work, he always strove 

to tell the audience a story. But it was not necessary that the story begin and 

end in a sequential manner. Hall commented: "You see, I never thought of 

plays as having beginnings and middles and ends" (27 Sept. 1999). Critic 

Julius Novick, writing for the New York Times, described this propensity of 

Hall's: 

Unlike the hallucinatory fantasies of other directors . . . Hall's are 
firmly rooted in specific external realities—often in historical facts. 
Discernible within each of them, for all the time-shifts and 
fragmentations, is a story. As somebody once said about something 
else. Hall's productions always have a beginning, a middle, and an 
end, though not necessarily in that order. (16 Feb, 1975) 

Hall explained this predilection on the title page of his and Richard 

Cumming's script. Life Among the Lowly, in a quote from Marcel Proust 

which said: "Life is composed of a series of isolated moments given meaning 

by their arrangement in the memory of the man who experienced them." 

Hall's playwriting method mirrors the Proust quote. Using this maxim freed 
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Hall to orchestrate events in ways other than in a linear fashion as he 

developed the drafts into scripts. 

Step Five - Evolution of the Script through 
Rehearsal and Collaboration 

With his clothesline events in a fluid state. Hall entered rehearsals 

with his first draft or potential episodes to be used in the story. When asked 

how he decided which episodes to include and where one would place them 

on the clothesline. Hall replied: 

That again is your own personal choice—what works for you. 
That's why I had to keep raking it open. Some days I'd think, 
"Okay, now that's going to go there." And I'd go on with the work. 
Then three or four days later, I'd realize that's what stopping the 
thing being completed, this nailing down the end result too soon. It 
is a very creative time in a rehearsal hall when you've got material 
that has not been [formed into a play]. (27 Sept. 1999) 

For Hall, much of the fifth step of his playwriting process—evolution 

of the script—occurred during rehearsals. It is this evolution and 

collaboration that most distinguishes his method from conventional 

playwriting processes. He may have occasionally looked like an unprepared 

playwright since he seldom provided answers to questions about the final 

production. But in fact, he was extremely prepared, having spent countless 

hours, days, and even months researching the background material. Hall 

expressed: 

When working on a new play and you have to go into rehearsal 
every day, what you do is try to stay ahead of the game, of the 
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company. I used to say that we would work to a certain section and 
fill in the rest later. (17 July 2000) 

For example, in early rehearsals of All the King's Men. Hall took the 

print-out of the novel's dialogue and carefully created an atmosphere that 

allowed his collaborators freedom to explore the material. However, he 

refused to take easy, tried solutions to the problem of adapting the epic novel 

to an evening's stage play. He wanted, instead, to explore new and creative 

options for bringing the novel to life on the stage. 

Hall often used designers to help define, in visual ways, the conflicts of 

a production. The actual stage setting in All the King's Men helped to clarify 

for the audience, through visual means, ideas from the novel such as the 

socio-economic conflict. With his set designer, Eugene Lee, Hall explained 

his concept of conflict between the haves and have-nots. Lee developed the 

alley-type setting with a palatial space at one end and a tumbled-down space at 

the other to visually express an important theme in the book. 

During rehearsals. Hall involved his collaborators in the process. With 

the company around the table. Hall led them in exploration of the text. In 

addition to the preliminary script he had written, he often provided his 

collaborators with a copy of the source novel as well. To guide the actors. Hall 

often began rehearsals with the intense process he termed "exploding the 

text." In this technique, the actors considered, line-by-line, whatever episodes 

or script pages with which Hall elected to begin. They then took elements of 
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the text and explored different possible meanings of the dialogue and its 

contemporary significance, all the while holding onto the roots of the 

situation. It was important to keep the actors on track "to make them aware 

of what has got to come out of this" (11 July 2000). Hall insisted that one must 

refrain from making psychological choices early in the process while the 

material is being formed. "When you are trying to write something, you 

don't want what we call the end result; that will come in the rehearsal 

process" (11 July 2000). 

Hall often combined narrative and dramatic techniques in his 

adaptations. In addition to interchanges of dramatic dialogue, the actors often 

functioned as a chorus or storytellers. Hall frequently retained the narrative 

voice of the literary source by giving the actors inner monologues, which 

conveyed their thoughts, or they might converse directly with the audience, 

telling them where a scene takes place. 

As the draft evolved into the final script. Hall used the actors to help 

ensure that the conflicts were sharply defined. The more specific the 

information and the more rigid the writer's methods, the less likely the actors 

are to explore alternative possibilities. One method of exploration involved 

improvisation. For example. Hall might set up situations for actors to enter 

as a character in the script that involved opposites. The protagonist might be 

required to take the antagonist's point of view to understand different facets 

of the characters and different aspects of the conflicts. Using improvisational 
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methods to explore served several functions: it gave the actors a deeper 

understanding of the play beyond surface memorization of lines; it helped 

Hall to write dialogue that richly explored the "human endeavor"; and it also 

helped him to determine which episodes were pertinent to telling the story. 

Crafting a play during the rehearsal process requires writers to trust 

their own emotional reactions. In some of Hall's productions, dialogue was 

inspired through improvisation with his vision shaping the events and 

controlling the outcome. He might write the dialogue incorporating 

improvised lines or he might go back to the original source for equivalent 

lines. Hall commented on the actors' reaction to the editing process: 

That's why I keep saying to actors, "What do you think?" They ask, 
"Is this right? Is this wrong?" I can't tell you if it's right or wrong. 
Then sometimes, after the actors have taken hold and the thing is 
really working, in the editing process you have to say, "No, we're 
not going to have that." And they tell you how they arrived at that 
and it's all very heartbreaking but you just have to stick to your 
guns. (25 July 2000) 

A writer who trusts his or her own reactions to the dialogue will have the 

confidence to allow the collaborators to experiment, but will also have the 

courage to edit as needed. 

During rehearsals. Hall often scratched out a line in the script as well as 

added lines to the script. He never finalized his scripts prior to rehearsals but 

continued to hone them throughout the rehearsal process. Collaborative by 

nature, I lall brainstormed ideas with other artists, combining their 

imaginations with his, to more clearly define his own focus for a particular 
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play. He sometimes inserted dialogue only to find out that it did not work 

well where it was placed. Later, he often decided that the scene did not need 

that particular bit of dialogue at all. Holes in the story often developed as the 

script evolved, necessitating more rewriting or rearranging of the text. The 

rehearsal time for Hall was a time to create and adjust and work to make the 

piece communicate to the audience. He finalized his decision on the 

clothesline, selected the events to hang on the clothesline, arranged and often 

rearranged the events, worked with the actors and other theatre artists, 

explored ways to use the immediacy of theatre, and always viewed the 

progress with an eye toward enticing the audience into participating in the 

world of the play. 

Step Number Six - Presentation and Revisions 

In the final step of presentation. Hall tested his scripts before the 

audience. He often revised up until opening night and, if possible, revised 

again prior to opening the play in another venue. 

Hall's staged play may be about an event that occurred many years ago, 

but he maintained that the theatre event is "now," and the theatre's material 

and methods must change as society changes. He stressed that the power of 

the theatre is in its ability to pull the audience into the event and it always 

has to happen now with contemporary meaning. Flail charged the artist with 

the responsibihty of finding ways to make the events alive, since, as he said: 
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"Ours is an art that is a reflection of the life around us" (6 Nov. 2000). If the 

production fails to engage the audience, revisions are in order even at this 

late date. 

With this in mind. Hall's works were never frozen with the final script 

or the first performance. He extensively revised and reworked All the King's 

Men after its first preview performance and again after its Dallas run. 

Feasting with Panthers underwent several incarnations in Hall's effort to 

refine his work. 

The Auteur as Model 

Hall often approached his adaptations much like a movie 

director—not as a mere interpreter—but as the primary creator. Reviewers 

frequently commented on the cinematic qualities of his productions. In A 

Short History of the Movies. Gerald Mast states that most film historians 

believe the best films resulted from "a clear vision and unifying intelligence 

of a single, controlling mind with responsibility for the whole film" (3). 

Frangois Truffaut in France and Andrew Sarris in America defined this 

Auteur theory, which identifies the director as author and "dominant 

creator" (3). Hall's theatre playwriting clearly fits the Auteur model. Mast 

goes on to comment that "Whether the Auteur improvises the whole film as 

it goes along or works according to a preconceived or scripted plan, a single 

mind shapes and controls the work of film art" (3). More than a director 
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staging a play. Hall as Auteur was responsible for the creative process of his 

adaptations from inception to final performance. However, like the Auteur 

method Mast discusses. Hall's playwriting represents an "immensely 

collaborative venture" (3). For Hall, the collaborative venture helped to 

develop the material, but it was his vision that emerged as the performance 

piece. 

Hall pioneered a unique way of adapting novels for the stage using a 

company as collaborators to help develop the material for the stage according 

to his concept. Milly Barranger in Theatre: A Way of Seeing discusses the 

adaptation process that often results from the director's concept and the 

actors' work: 

The Steppenwolf production of John Steinbeck's novel. The Grapes 
of Wrath, was a collaboration among director/writer Frank Galati 
and the acting company. Sometimes a theatre's artistic director, 
who is also a writer, is the primary creator, as in Emily Mann's 
adaptation of a popular memoir by Sadie and Bessie Delany called 
Having Our say: The Delany Sisters' First 100 Years. (118) 

Galati was commissioned to adapt the novel for the stage in 1988 and 

Emily Mann adapted her play in 1995. Although they used a process similar 

to Hall's, both adapted their respective works many years after Adrian Hall 

first began his innovative process with the advent of Project Discovery. 

The Auteur method may not be possible for all playwrights wishing to 

adapt a work. However, most parts of the steps employed in Hall's process are 
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reproducible, and as with all playwriting processes, the writer must select 

those steps which most agree with his own writing style. 

The most obvious step that the solitary playwright might find difficult 

to reproduce is that of working collaboratively with a company of actors. 

While possible in most communities, the collaborative efforts may not equal 

those of an established company. Yet many communities with civic or 

collegiate theatre actors could yield positive collaborative results. Hall, 

himself, adapted Hope of the Heart outside his Trinity or Dallas companies 

and is currently creating a play with a group of college actors. Therefore, even 

if the adaptor finds actors who are only willing to read parts of the play, give 

their reactions, or improvise sections, this collaboration will prove valuable 

to the writer. 

When asked if he thought anyone else could use his process for 

adapting or writing a play. Hall replied, "I think the rough outlines of it. 

Because it's not a cookie cutter situation where you follow steps one, two, and 

three" (25 July 2000). Adrian Hall did not consciously intend to develop a 

playwriting process during his career. He consciously set out to use the 

theatre, this ancient craft as he calls it, to tell a story to the audience. 

He has been called a trailblazer and pioneer who paved the way for 

others in the regional theatre movement to create new works. Mayor 

Vincent Cianci of Providence hailed Trinity Square Repertory Company as a 

beacon of light. He further stated that: "At the center of the light was a tall, 
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intense, expressive Texas named Adrian Hall, a dynamic force who created 

unforgettable moments of magic and intrigue on the Trinity stage, who 

touched our lives and hearts" (118). In creating his most dynamic theatre 

productions. Hall did formulate and follow an adaptation technique in 

creating a significant body of works. His process has been ordered into a series 

of illustrative steps in this study that playwrights can employ in whole or in 

part, according to their own individual approach. 
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