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CHAPTER I 

INTRODUCfiON 

Any artist must ask the following questions about his or her 

work: "What is the purpose in what I am doing? Why do I need a 

reason? How do I balance out my goals--my intentions--with those 

with whom I am working?" These questions becon1e even more 

significant as the artist steps into the different roles of actor, 

director, and playwright. 

The matn purpose of this paper IS to enter into the mind of the 

playwright, the director, and the actor, and to analyze the different 

processes that he or she uses to formulate a plan of action within this 

certain kind of script. How do we go about discussing the processes 

of all three? We start by using one person. The artist must have 

fulfilled each of these particular functions at some time in his or her 

academic career. The first step in the analysis is to define the 

different thought processes used by actor, director, and playwright. 

and to cite specific instances when these modes are working in 

conjunction with one another, and when if at any time they are 

working apart. We then discover the few absolutes about the 

different modes of thinking among playwright. director. and actor 

regarding what elements are common and what elements are unique 

within the different modes. 
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For this artist, the process began with a project entitled 0. \1.0 .. 

an abbreviation of the full title using only the first letters of the 

words: OBJECT. MAN. OBJECT. O.M.O. was created a year ago as a 

class assignment and mushroomed into a full-fledged production. It 

was the culmination of at least two years of study and twenty-four 

years of life experiences, condensed into a one-hour performance 

ptece. This paper will present the evolution of O.M.O. from the initial 

idea to its final realization onstage. It will also examine what n1ade 

this particular event unique; that is, how a performer/playwright/ 

director came up with an idea of creating a one-man show; a show 

that dealt with the abstract ideas of man's inhumanity not only to 

others, but to himself as well. Much of the material will be of a 

personal and subjective nature. 



CHAPTER II 

INTENTIONS OF THE PLAYWRIGHT 

The project entitled O.M.O. was started in the Spring Semester of 

1988 as a ciass assignment. The class involved a study of current 

trends in contemporary theatre. The objective of this assignment 

was to create a performance piece that would not only examine 

current trends in theatre, but also would challenge students as 

performers and playwrights. The class was given options on whether 

we wanted to perform within our own pieces or enlist the aid of 

outside performers. The length of the piece could vary from a few 

minutes to an hour. The only restriction placed on this assignment 

was that it had to be performed within the class during that 

semester. 

The subject matter that I chose to fulfill the assignment dealt 

with the point of view of man as machine, the idea being that n1an 

would function much better as a cold, impartial, logical thinking 

machine. As the project progressed to more advanced stages of 

development, this point of view on the ~ubject changed. My initial 

viewpoint was too narrow and pessimistic. It became necessary to 

rethink the process. This required a re-examination of my owal 

personal viewpoint about people in general. 
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During the process of creative thinking, the darker sides of an 

artist's personality may begin to emerge. The artist-as-playwright 

looks at the concepts of isolation from society, the rules that society 

places on an individual, and some of the more negative attitudes 

attributed to human behavior. At the same time, this artist looked at 

the positive attitudes of human behavior in an attempt to balance 

the bad with the good and hit upon a more universal philosophy of 

life: not to be an automaton but a living, breathing creature that 

society says must give the appearance of the cold, perfect machine. 

Having dealt with creating a project, one then must try to make 

an idea as theatrically feasible as possible--to decide which elements 

to use in the presentation. It was at this point that the thought 

processes of the playwright and of the director began to merge. In 

the case of 0. M. 0., the question arose as to which theatrical elements 

would be eliminated. (Budget considerations played a part in this 

decision.) 

The use of a formal setting was one of the first elements which 

could be safely abandoned. As a matter of fact, the only set pieces 

used in the entire show were four aisles, fifty pieces of white 

posterboard, and a stereo. The second element eliminated was 

dialogue. The message must then be conveyed to the audience by 

means other than dialogue. The means used to convey the message 

were the written word and the use of the posterboard. As the 

thought processes of the playwright and director were again working 

together, I consciously made a decision to do away with the two 



elements given above. My particular view had to be conveyed by 

means of spectacle. 

Melody also became an important element in shaping my ptece. 
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I selected different musical scores to play during certain portions of 

the performance, the scores being carefully selected to reflect themes 

within the piece. The music served to create atmosphere within the 

piece, as well as to convey a message to the audience. Sometimes a 

particular phrase of music would be emphasized by the action 

onstage. At other times, the music would serve strictly as a mood

enhancing element. Other elements, such as costume and lights, were 

not designed into the original production until the week before its 

presentation to the class. 

After the first presentation of 0. M. 0., the original script was 

expanded by the addition of six more characters, and the playwright 

began exploring the idea of relationships between the sexes. Again a 

combination of elements was used to bring about the creation of the 

second part of 0. M. 0. Spectacle and melody were again primary 

means of conveying the message to the audience, while the other 

elements took secondary status. A key decision made by the artist 

as director during the creative process was that Part I of 0. M. 0. 

would involve a great deal of audience participation, but Part II 

would not. Part II was designed to tell a story, while Part I tended 

to emphasize the message. 

Both pieces represented different points of view about two 

different subjects. The main thing that connected these two pieces 

together was that they shared a common character, O.M.O. himself. 
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Second, they both shared a common representational style involving 

the use of spectacle. Both Part I and the first section of Part I I 

incorporated the use of the written word in the form of the 

posterboard. Some of the ritual performed in Part I, such as the 

donning of the mask in front of the audience, was again incorporated 

in Part II. Although Part II was written on a more subjective le\'el 

than Part I, Part II had an objective goal of conveytng a message. 

Both Parts I and II were deliberately left open at their conclusions. 

This was done to emphasize that no part of living is ever truly 

resolved and left open the option of continuing the future 

development of O.M.O. 

The most difficult thing about writing a script of this nature is 

not so much the form as the content. Dealing in abstract concepts as 

a playwright is risky. An actor needs strong, concrete ideas or values 

with which to identify when onstage. The actors and the director 

must find new ways of dealing with the text or the lack thereof. As a 

playwright I try to write in such a way that my ideas are easily 

understandable. Hopefully they are universal enough for all people 

to gather a sense of meaning from the actions played out onstage. 

The main reason for writing this script was a need for artistic 

expression. I wished to show that there is a way other than dialogue 

to convey a message. This process is how and why the script for 

0. M. 0. was created. 



CHAPTER III 

INTENTIONS OF THE DIRECfOR 

Once the written project is created, the next logical step is to see 

it realized onstage. This usually entails finding a person willing to 

look at the piece, read it, conceptualize it, get the approval to produce 

the show, find actors who can be rehearsed and scheduled without 

great difficulty, decide which elements to use in his or her concept. 

dictate the pace of the show, decide which direction to take the 

characters' actions and motivations, and put together the show 

within a five-week period. 

The first part, that of finding a director, was relatively simple. I 

chose to direct O.M.O. myself during both productions of the project: 

the class presentation and the second presentation which took place 

on 13 November 1989. On both occasions, I considered the question: 

What made my perceptions any better than anyone else's? 

My decision to direct the first production was made in order to 

minimize the need for outside assistance. Naturally, a director 

cannot undertake a solo project without some help; if the only person 

a director relies on is himself, then the chances of someone missing a 

cue or disturbing focus while onstage are, for all practical purposes. 

eliminated. 
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When I directed this project a second time, it was to serve a 

twofold purpose. First, it would satisfy the requirements of another 

class that I was taking; and secondly, it would give me the chance to 

test the second part of O.M.O., paired with Part I as a single presen

tation, to see whether both parts could hold together, while at the 

same time giving them a separate identity. 

Upon being persuaded to recreate the performance ptece 0. M. 0 .. 

I had every intention of repeating my solo performance. Then can1e 

an assignment in my directing class to present a project of my own 

choosing, dealing with a specific problem of directing that I wanted 

to explore. I realized that I could fulfill the requirements of my dir

ecting class and at the same time have the second part of 0. M. 0. be 

viewed by an audience. I asked: "Would the faculty allow me to 

present my piece as part of the fledgling Alternative Theatre pro

gram?" When I learned that would be possible, I went to the pro

fessor of my directing class and asked: "Would you allow that same 

piece to be used as my project in your class?" She answered, "Yes." 

8 

Once approval had been granted, the next step was to find actors 

to perform the parts. The script required seven performers. six of 

them women. Particular things that I, as director. was interested tn 

were how well the actors moved; their facial expression: and. of 

course, their general appearance. After a week, I finally was able to 

fill all casting needs. Rehearsals started shortly thereafter. 

My process as a director was immediately to introduce the actor~ 

to the sound and movement aspects of the piece. Since these two 

elements were the primary means of communication to the audience. 
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it seemed a logical first step. I decided to hold rehearsals every day, 

to teach my actors the specific actions required within the p1ece and 

to reinforce those actions with repetition. The idea behind the 

rehearsal process was to get the actors to a point where they did not 

have to think about the movement itself, but rather how each 

movement furthered the action of the play. 

The ideal situation would have been to have all actors available 

at the same times during the rehearsal process. However, as they 

say, "the best laid plans of mice and men often go astray." The 

solution to having everyone present was to schedule rehearsals at a 

specific time every day, in this case, from 5:00 P.M. to 6:30 P.M. I 

also decided to plan special rehearsal times outside of the regular 

rehearsal schedule. 

At times, it seemed that I was working on two separate shows. 

In essence, I was. Part I was primarily a solo piece, where the 

director had to work with an actor on a one-to-one basis. The 

director was able to focus solely on that particular actor and make 

suggestions about his performance. With Part II, it was considerably 

more difficult to do this. An important problem was that not only 

was the director's focus split seven ways, but also the director had to 

find meaningful actions for all seven actors. As director, I was not 

trying to invent things for the actors to do. (The script dictated 

specific actions well enough.) Rather, it was necessary to connect the 

images that I had put on paper to see whether they made any 

theatrical sense. Fortunately, they did. The images were such that 

they held the attention of the audience. The images made sense to 



me as the playwright, but that did not automatically mean that the 

actors understood what a particular image meant. 
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The director must instill within his actors the idea that the p1ece 

IS somehow also theirs. It is one thing to write a piece which con

veys one's own ideas and images; but when seven other people are 

involved, the director must take into consideration that they are 

bringing their own perceptions of the piece to the work, as well as 

what they think will work to heighten the structure of the piece. The 

director soon finds that the talents of a diplomat will become essen

tial. The director has to say to the actors: "That will work within the 

context of the play," or, "This will not work," and he must word it in 

such a way that egos are not bruised and the piece's integrity is not 

jeopardized. 

As the director of my own ptece, I felt that I was constantly in 

danger of losing my own objectivity about the whole project. This is 

always a danger when an artist is both playwright and director. At 

times, others would be present during the rehearsal process. When 

this occurred, I tried to solicit their opinions. This feedback, like 

anything else, can be regarded or disregarded, depending on the 

mind of the director. I was glad that my voice was not the only one 

saying what communicated or did not. The critical feedback of actors 

should be allowed into the process along with the director's own 

ideas. Certainly, not everything they suggest will work, but there 

will be that one suggestion that might work. The director must 

never let his vision become so narrow as to restrict the creative 

input of the other artists. 



CHAPTER IV 

THE ACfOR IN SPACE 

Going from playwright to director is not an easy task. The artist 

ts constantly switching from one mode of thinking, which deals with 

the why of a subject, to another mode of thinking, which deals 

mainly with the how. What happens when one person wears three 

hats, simulataneously serving as playwright, director and actor? Do 

the demands change at any point? This chapter will deal with this 

particular subject in more detail; that is, balancing the needs of 

playwright, director and actor. 

Some of the events cited in this chapter are from my own 

experiences in performing O.M.O. as a solo piece in 1988. I would not 

presume that I was sensitive enough to know what went through the 

minds of my actors during the days preceding 13 November 1989. 

This section is mainly about what happened during the Spring 

Semester of 1988. 

At that time, I was ready to experiment with new forms of 

acting. I had mostly stayed with more traditional forms of presen

tation. That is to say, I had performed pieces which consisted mainly 

of dialogue. The subject matter may have been updated. but the 

form of presentation had not. I wanted to do something unique. not 

in the sense that it had never been done before, but that I had never 

1 1 
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done it before. Out of this desire came the choice to create a per

formance style for 0. M. 0. As an actor, I began to formulate ideas of 

what images I wanted to portray onstage. 

The next step was to train myself how to make the images work 

onstage. One might think that, because he or she is the creator of a 

performance piece, it would be easy to step onto a stage and perforrn 

the piece immediately. The specific images that I had in mind were 

such that a casual approach to the process might have seriously 

damaged the performance. One specific image that was the written 

basis of the entire piece, the automaton O.M.O., had to be practiced 

for several days in order to develop the rigidness of the character. 

was not an expert in mime or the physical mechanics of working 

machines. What I did was combine what I, as an actor, knew of the 

two techniques and form my performance version of a human 

machine. I spent hours working on the stop-start motions of the 

character, thinking how I would move the character from point A to 

point B onstage. After creating the initial movements for the 

character, it was about three weeks before I started using the props 

I had made. The thought processes of director and actor were 

working together at that point. 

The rehearsal spaces went through what I would call a logical 

progression. Most of the initial rehearsals took place in my living 

room. As the performance date approached, the rehearsals moved to 

the front lobby of the University Theater. The front lobby offered 

more space for me truly to rehearse the piece, as it would take place 

in the Laboratory Theater. It is curious to note that both times I 
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rehearsed for this ptece, I never practiced in the actual performance 

space until shortly before the performance date. In fact, when I 

performed 0. M. 0. as a solo piece, I did not work in the Laboratory 

Theater until the actual date of performance. When 0. M. 0. was 

performed a second time on 13 November 1989, I and my actors 

occupied the Laboratory Theater for two days. 

The day of my solo performance, I looked at the stage, trying to 

figure out where everything was going to be placed, and how I was 

going to travel on a raised stage with four rocking chairs tn different 

parts of the stage. Actually the rocking chairs proved to be valuable 

in the sense that I had a place to put the posterboard. What 

surprised me was the fact that everything that I had created and 

rehearsed was easily transferred to this stage. I realized just how 

adaptable this piece and myself were when the professor tn my 

contemporary theatre class consciously decided to participate in n1y 

piece by holding up one of my posterboard signs near the end of my 

performance. 

As a performer, I had to prove a great many things. One thino 
0 

that I realized after the piece was done was that I could perforn1 solo 

projects and that I could take the images created by the play and 

make them work both for myself and the audience. 



CHAPTER V 

CONCLUSION 

As a socially uplifting work, O.M.O. touches only on a few maJor 

points. I believe that it is significant only to those who saw it or 

were somehow connected with it during either of the two 

presentations. It was, however, a piece that offered me, as an artist. 

several opportunities. 

As an actor, O.M.O. presented me with a unique opportunity to 

present material in a whole new style. It also allowed me to explore 

new possibilities within myself. 

As a director, O.M.O. challenged me to view my own work with 

more objectivity. It gave me a chance to try those things which 1 

learned in my directing class and to put those things to practical use. 

As a playwright, O.M.O. was special inasmuch as it was 

completely without dialogue. It allowed me to express my point of 

view and to experiment with an audience, as well as helping me to 

expand my original ideas. 

O.M.O. also allowed me the opportunity to expenence all of the 

different modes of thinking used by playwright, director, and actor. 

Not only did I use these different media as separate entities within 

themselves, but also in conjunction with one another. 

0. M. 0. was a piece that offered me an opportunity to test n1v 

theory of doing a performance, this theory being that, if an artist has 

1 4 



a specific image tn mind, he should work with it. Take the time to 

study what that image means, and whether that image can be 

portrayed on a stage. 

I 5 

In addition, a director should work with his actors to cement 

those things that he wants to stay with them. Apply this principle to 

your own work when the situation IS a solo performance. Never let 

your vision be the sole source of ideas. Allow input from all sides 

and use it or choose not to with discretion. 

I do not profess to know all the answers about how the three 

different roles of playwright, director and actor can function 

together, nor am I certain that the experiences stated here wi 11 1 n 

any way be useful to other artists now or in the near future, but this 

process is a manner in which I approached a particular project. 

Different projects require different means to address the challenges. 

The key lies in whether one is committed to fulfilling the vision that 

one has set for himself and is willing to work to realize the dream. 



CAST: 

OMO. 

APPENDIX A 

O.M.O. 
(OBJECf, MAN, OBJECf) 

PART I 
OBJECf. MAN. OBJECf. 

APERFORMANCEPlliCE 
WRITIEN AND DIRECIED 

BY B. ELLIOT GRIFFIN 

SCENE ONE: BIRTH/1'0 BE HUMAN 
SCENE TWO: GROWTH/I'HE PRICE OF HUMANITY 
SCENE THREE: STAGNATION/ISOLATION 
SCENEFOUR: CHANG~MffiRGENCE 
SCENE FIVE: UNDERSTANDING/MESSAGE TO MAN 
SCENE SIX: CONCLUSION 

SCENE ONE: BIRTH/fO BE HUMAN 
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(An actor is seated onstage with his 
or her back to the audience. A mask 
is by their side. When the audience 
is seated in their chairs. the actor 
may begin. First he or she puts on 
the mask. which completely covers 
their head. Their costume is basic 
black. The mask may be white or 
metallic colored to match the 
blackness of the costume. Once the 
mask is placed on. the movements of 
the actor become robotic. In 
robotic fashion. O.M.O. moves to a 
tape player somewhere near the 



SCENE 1WO: THE PRICE OF HUMANITY 

SCENE THREE: STAGNATION/ISOLATION 
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with a different poster on it. O.M.O. 
stage and turns it on. There are 
four aisles set up on stage, each 
then moves on. O.M.O. gets to the 
poster entitled TO BE HUMAN. O.M.O. 
looks at it for a long period of time. 
O.M.O. looks downstage center, drops 
the poster, and proceeds to attempt 
to remove his/her mask. After 
several attempts, the mask slowly 
slips off and drops to the floor. For 
the first time, we see the face of 
humanity behind the "machine." 
The man/woman revels in their 
newfound humanity.) 

(O.M.O. spies upon another poster. 
This one is entitled THE PRICE OF 
HUMANITY. Behind this poster arc 
several more posters, each with 
some human personality trait 
written upon it, such as love, hate, 
joy, sadness, greed, fear, etc. O.M.O. 
takes these posters and forms a 
"wall" around himself/herself. At 
first he/she is happy with what 
they have done, but then they 
realize that they are trapped in 
within a wall of their own making.) 

(O.M.O. tries to escape the prison 
he/she has made for themselves. 
They push upon the "wall." They 
kick and scream. They cry out for 
help. To no avail. O.M.O. goes to the 
floor, pounding it with his/her fist. 
He/she sees the PRICE OF 
HUMANITY poster near them. In an 
act of defiance and brute 
animalistic fury, O.M.O. tears the 
poster apart.) 



SCENEFOUR: CHANG~MERGENCE 
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(O.M.O. claws one of the posters 
from the "wall." There is a 
noticeable strain from this effort. 
Once this is done, O.M.O. begins 
furiously to rip the "wall" apart. 
With the wall gone, he/she starts to 
rip the pieces of the wall. 
Destroying all the negative traits, 
O.M.O. almost destroys a positive 
trait, but stops himself/herself. 
They look at it, study it, then gives 
the character trait to someone in 
the audience.) 

SCENE FIVE: UNO ERST ANDING/MESSAGE TO MAN 

SCENE SIX: CONCLUSION 

(After distributing the positive 
traits to the audience, O.M.O. 
ponders a moment, then moves to 
another set of posters, the first 
beginning with MESSAGE TO MAN. 
The next series of posters is the 
message given to the audience in 
pictionary form.) 

(Once the message is given, O.M.O. 
must go back to the machine. 
He/she puts on the mask and 
resumes their robotic motions. 
O.M.O. sees the TO BE HUMAN poster 
on the floor. He/she looks at it and 
begins to walk away. He/she stops, 
looks at the audience, lifts the mask, 
smiles, puts mask back on, and exits 
off the stage.) 



CAST: 

O.MO. 
SIX WOMEN 

SCENE ONE: REBIRTH 

APPENDIXB 

O.M.O. 
PART II: MAN AT RISK 

APERFORMANCEPlliCE 
CREATED AND WRITTEN 

BY B. ELLIOT GRIFFIN 

SCENE TWO: THE PURSUIT OF HAPPINESS? 
SCENE THREE: HEARTBREAK 
SCENE FOUR: HEALING THE WOUND 
SCENE FIVE: MOMENTS OF INDECISION 
SCENE SIX: CONCLUSION 

SCENE ONE: REBIRTH 
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(The scene begins with the actor 
sitting onstage, mask on, facing the 
audience this time. After waiting 
for approximately one minute, the 
actor, in robotic fashion, moves to a 
jambox situated somewhere in close 
proximity of the stage. As the actor 
makes his way to center stage, five 
women, one at a time, will appear 
onstage, moving past O.M.O. and 
taking a position in five different 
areas of the stage. From these five 



SCENE TWO: THE PURSUIT OF HAPPINESS? 

SCENE THREE: HEARTBREAK 

SCENE FOUR: HEALING THE WOUND 

20 

areas, the women will converge on 
the actor in center stage. From this 
group, a human O.M.O. will emerge. 
The women will then separate and 
move back to their own areas of the 
stage. O.M.O. takes a moment to 
survey his surroundings. O.M.O. 
notices the five women and goes to 
the nearest one.) 

(O.M.O. studies her and she strikes a 
seductive pose. O.M.O. is fascinated 
with this. He goes to another girl. 
Again the same thing. At this point, 
all the women begin to move in 
unison. They first move toward the 
audience, then toward O.M.O., their 
hands moving over his body. O.M.O. 
is very much enjoying this.) 

(The acting of the women becomes 
more animalistic, as if they had 
developed claws. They begin 
"ripping" at O.M.O. He feels this, 
and the audience sees the 
expression of pain on his face. The 
actions of the women, plus his own 
inexperience at dealing with this 
type of thing, causes a personality 
change in him. He becomes more 
cruel, hateful. The women respond 
to this by symbolically crucifying 
him on an imaginary cross. The 
women leave the stage, leaving him 
there in anguish and pain.) 

(Another woman comes out and sees 
him. She helps him from the cross. 



SCENE AVE: MOMENTS OF INDECISION 

SCENE SIX: CONCLUSION 

Their eyes lock. O.M.O. has found 
the woman of his dreams. They 
begin to mirror each other's 

2 I 

actions. They are happy. Suddenly 
the other women return to the stage 
and separate the two. One of them 
presents the mask to O.M.O., as if to 
say "You must return." 

(O.M.O. tries to reach his soulmate 
but cannot, as she tries to do the 
same. The other women do an 
intricate hand dance as if they arc 
weaving a spell around O.M.O. He 
reverts back to his previous robotic 
state. His soulmate senses she has 
lost him. and sits onstage and weeps 
for him.) 

(O.M.O. has begun to leave the stage. 
As he does. he engages the women 
in a mirror exercise. Realizing that 
this is not what he wants at all. 
O.M.O. goes center stage and 
completely rips away his mask. The 
other women begin to close in on 
him. but. in a defiant gesture, he 
repels them offstage. O.M.O. goes to 
his soulmate. and takes her up in 
his arms. They are both happy 
again. They both are about to exit 
the stage when they pass by a 
poster that states, THE END. They 
look at it for a while. O.M.O. flips 
the other side of the poster. which 
reads UNTIL NEXT TIME.) 
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