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CHAPTER I 

INTRPDUCTIPN 

The director's role and function as the concep

tual source in theatrical productions allows him to bring 

together many elements in order to achieve a unity. The 

use of research, imagination, creativity, and experimen

tation allows him to mold the production into a unified 

whole. In the process, it allows him to work with the con

cept of "director-as-critie" so that elements which support 

the production concept are kept, and those which detract 

from the concept are removed. More than ever, the director 

has the opportunity through his preparation to find the 

means to see his concept realized. 

The best directing is done by directors who allow 

themselves the freedom of experimentation. To decide that 

one directing method is the way is to limit one's self. The 

best approach is one of finding a directing technique that 

is ideally situated to the directing challenge at hand. Pne 

source for the newest in directing techniques is the various 

forms of experimental theatre. History has proven that what 

is new today may be conventional tomorrow. Theatre history 

is full of examples of experimental techniques becoming part 

of the mainstream of theatre practice. 



Upon the demise of Richard Schechner's Performance 

Group in 1980, several of the Group members, including 

Spalding Gray and Elizabeth LeCompte, formed the Wooster 

Group to continue their performance studies. From this 

group came a directing technique known as "scoring." 

Gray and LeCompte used this technique often in the trilogy 

of autoperformanees of Gray's Three Places in Rhode 

Island. According to LeCompte, "the approach is always 
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indicated by the material." The Wooster Group's use 

of scoring includes physical scoring, emotional scoring, 

verbal scoring, and aural scoring. Scoring involves the 

director's choices for pacing, movement, tempo, mood, 

and can include what is physically scored in terms of 

movement or physical space. It can also include these 

elements in relationship to the actual words spoken or 

the sounds used environmentally. The technique approaches 

a type of choreography, but stops short of determining 

every gesture, movement, or sound. Because some of the 

Wooster Group's productions emphasize action taking 

place simultaneously in multiple areas, there are exam

ples of LeCompte, as director, diagramming the scoring 

of scenes in the form of a chart. For the purpose of this 

paper scoring shall be defined as the process of directing 

the progression of a production through scenes to segments 

to acts, using physical and emotional levels to clarify 

character action. 



The laboratory production of They're Playing Pur 

Song benefitted from the chance for the director to work 

through this process. This thesis will be a description of 

that process as it progressed from conception to reality. 

It will be a description of the means by which one director 

utilized the written word, the concept, the performer, and 

the design elements. The document will be organized in the 

order in which the production progressed. 

The process began with the selection of the play 

and the research of available material. This step led to 

two important directorial choices. The choice of a work by 

Neil Simon was thought, by some, to be one that was too 

easy. There seems to be two very determined schools of 

thought regarding Simon's work. Pne is that his material 

is only "lightweight fluff," and the other is that he is an 

underrated genius. While the purpose of this work is not 

to settle that dispute, the awareness of those conflicting 

ideas is one that caused the director to search for a valid

ity in the material and its stageworthiness. This search 

for the play's validity led to the research process which 

provided two real handles upon which the director was able 

to hang his production concept. 

The director agrees with Jack Kroll's assessment of 

the playwright's abilities: "Neil Simon's relentless fer

tility is a real esthetic virtue. Clearly he can write a 
3 

play about anything." Kroll succinctly sums up the value 



of Neil Simon's work. More than just popular appeal, 

which is certainly his, Simon's work has esthetic virtue. 

Perhaps it is that virtue that is responsible for the 

popular appeal. 

They're Playing Pur Song is an old-fashioned musi

cal. At a time when conceptual musicals and dance musicals 

were the "in" form, Simon wrote They're Playing Pur Song in 

the "book musical" mode. It is, after all, the old "boy-

meets-girl; boy-loses-girl; boy-gets-girl" formula. Part 

of what allows this formula to work is that it remains 

esthetically pleasing for audiences to participate in this 

type of happily-ever-after re-telling. Pne reviewer summed 

this idea up by saying, "You go to a musical to laugh and 

nudge your neighbor and clap your hands and that's just 
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what this show will make you do." While it may not be 

another Showboat or PklahomaI in its ground-breaking prow

ess, there is a sense of fulfillment in They're Playing Pur 

Song. Pne of the director's first challenges was to esta

blish and maintain an esthetic virtue. 

There is a tendency for critics to write off Simon's 

work as shallow and trendy. In this writer's opinion, these 

critics have failed to take into account the depth that is 

required by many of Simon's characters if the work is to 

succeed. The most common mistake made by performers of Neil 

Simon's comedy is to play only the character dimensions as 

they appear on the page. In a day when acting is concerned 



with precise techniques of character development, this is 

an unforgivable slight. Too often all of the unstated 

subtleties and subtexts of Simon's characters are ignored, 

an oversight never made in a Henrik Ibsen or Sam Shepard 

play. It is too easy for performers to go strictly for 

laughs in a Neil Simon show. While the laughs are una

voidable, what is never accounted for by these performers 

is what is left when the laughter is over. This director 

thinks that Simon's- sensitivity is cloaked in the laughter, 

and when the laughter falls away, there is still the sensi

tivity of character that must be dealt with by the actor. 

When this sensitivity is never accounted for, Simon's 

characters become more caricature than human. 

There are acting traps in They're Playing Pur 

Song. Despite its cast list of eight, it is a two-

character musical. The other six characters, Sonia's 

"voices" and Vernon's "voices," are aspects of the two 

leads' personalities. It would be very easy for the 

actress playing Sonia to reduce the role to a stereo

typical "all-looks; no brain" stock character. Simi

larly, an actor playing Vernon could limit the role to 

one of cynical, sarcastic, one-line popping arrogance. 

While both personifications would still provide the ear

lier mentioned laughs, the problem of how to deal with 

the levels found in the characters and especially the 

development of the second act exists. In this area 



the roles become traps. If Sonia and Vernon are allowed 

only one dimension in Act Pne, how can an audience care 

about them when their relationship goes sour in Act Two? 

From the standpoint of a director the answer to 

this question becomes one of utmost importance. The 

esthetic qualities mentioned earlier cannot overcome the 

traps if the director cannot provide a solution for the 

performers. T. E. Kalem's review of They're Playing Pur 

Song, called "Love in Bloom," furnished the director with 

his grip on this crucial aspect of character development. 

Kalem says, " . . . the sharp crackle of humor in They're 

Playing Pur Song seems to emanate from a warming log fire 

of shared humanity." The keyhole phrase which allowed 

the director a logical progression was the term "shared 

humanity." It provided the basis for a part of the 

production concept which was utilized first in auditions, 

then into the rehearsal period and development of both of 

the lead characters and their voices, and finally, into 

the performances. It gave the director a direction to 

offer the performers and gave the characters of Sonia and 

Vernon the extra dimension through which to play character 

subtleties and subtexts. It supplied an answer to the 

question of how an audience can care about a soured 

relationship. The audience cares about the relationship 

if it cares about the people. If the characters establish 

themselves first as people, their humor and personality 



traits become natural revelations, and their relationship 

takes on more meaning. The audience wants them to get 

back together. If the "humanity" of the characters is 

not developed first and early, it is unreasonable to 

expect an audience to care about the characters later. 

The next step of preparation through research led to a 

directing technique that was both compatible with the 

material and allowed performers to explore the humanity 

of the characters. 

Pne of the focal points of scoring is the emphasis 

on action and the action of a scene. Apart from the 

obvious possibilities of using scoring as a directing 

technique for a musical about musicians, it is this 

emphasis on action that led to this director's choice 

of scoring as an important approach for the production 

of They're Playing Pur Song. The play is radically 

different from the Wooster Group's productions, but 

because of its structure, it lends itself to the tech

nique. They're Playing Pur Song is composed of thirteen 

scenes in two acts. None of the scenes is long and each 

has a definite action. Directorially, the scenes are 

easy to clarify through scoring for both director and 

performer. Each scene was scored for action, pacing, 

tempo, movement, build, and climax. The scoring for 

some scenes was very short, pointed, and staccato. 

Pthers were more melodic and languid. Not only were 
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individual scenes scored, but each scene was also scored 

as a part of the whole production. Directing terms were 

very closely tied to the subject matter of the production: 

music. Scoring was not a term that cast members heard 

often. It was used more as a technique for the director's 

preparation for rehearsals and the overall production 

concept. 

Subsequent material will describe the audition 

and rehearsal process within the director's production 

concept, as well as a more detailed account of scoring 

of individual scenes and the scoring of individual scenes 

into the production scheme. 



Notes 

Spalding Gray, "About Three Places in Rhode 
Island," The Drama Review, March 1979, pp. 31-42. 

2 
Lenora Champagne, "Always Starting New: 

Elizabeth LeCompte," The Drama Review, Fall 1981, pp. 
19-28. 

^Jack Kroll, "Simon Sings," Newsweek, 26 
February 1979, p. 76. 

^Joel Siegel, "They're Playing Pur Song," WABC-
TV, 11 February 1979. 

T. E. Kalem, "Love in Bloom," Time, 26 February 
1979, p. 82. 



CHAPTER II 

THE DIRECTPR'S PREPARATIPN 

The Scoring of the Production 

The scoring of the production of They're Playing 

Pur Song began with the director's preparation several 

months before performances. In place of the standard 

director's notebook that diagrams every movement by the 

actors, the director chose to make more general notes 

of placement at strategic moments within scenes. Each 

scene was examined for its place within the whole and 

what it lent to the scoring of the production as a 

whole. The director felt a need for the scoring to 

reflect a sense of the energy level essential to the 

production. Because the play is written in a series of 

scenes, each scene becomes a facet in the many elements 

that compose the scoring. The scenes, for the most 

part, are short and lend themselves to an analogy of the 

use of scoring as it also pertains to music. Individual 

scenes become separate bars within the movement of the 

play and have to be treated according to their notation, 

beat, tempo, mood, and movement. Each is essential to 

the piece as a whole and contribute to its completeness. 

Characteristics such as musical and comedy timing unique 
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to the musical comedy form must be taken into consider

ation and integrated into the scoring process. 

The director felt that the movement of the play 

depends greatly on the scoring that leads to Act Two, 

scene four in which Sonia's and Vernon's relationship 

disintegrates. If the physical scoring of characters 

does not sufficiently establish the believable dimensions 

of their humanity and their relationship, there is no 

reason to expect an audience to care about them or their 

relationship's demise. If the production had failed at 

the level of evoking the audience's concern for Sonia 

and Vernon as people rather than just caricatures on 

the stage, it would have failed on every level except 

for Simon's ability to cause laughter through witty 

lines. The witty lines must come as a result of the 

establishment of a believable character and not the 

other way around. 

The scoring of the play must build to that scene. 

All of the elements used on the stage, including movement, 

rhythm, pacing, tempo, and mood, must build through the 

play to that point. In They're Playing Pur Song all of 

these elements are used to contribute to the fun of the 

show, but their use must be driven to that important 

scene which can determine whether or not the play is a 

success. The resolution and denouement is clearly 

written into the play, but it is only mechanical if no 
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one cares about the reunion of the characters. Such was 

the chief task of the production team. 

Physical scoring demands accountability, and, 

while the performers were not directed to establish a 

physical scoring, their scoring patterns became an out

growth of the script itself and the establishment of 

each character as they found themselves through the 

scoring of the play. Without being told by the direc

tor, the actress playing Sonia found her physical scoring 

through Sonia's frenetic energy, machine-gun speech, 

habitual lateness, drive, and passion for her work rather 

than simply allowing Sonia's surface "kookiness" to 

delineate the character. 

Similarly, the actor playing Vernon, rather than 

allowing Simon's snappy, sometimes cynical, and sarcastic 

one-liners serve as his sole source for the development 

of Vernon's character, found Vernon's personality in his 

frustration, ability to care, appreciation of Sonia's 

talent, and sensitivity. The end result were two well-

rounded, believable people whose relationship an audience 

could care about. Much of the director's scoring process 

depended on this aspect of the physical scoring by these 

two characters. 

The physical scoring of the performers playing 

Vernon's and Sonia's "voices" posed a different directing 

problem. The six performers playing these roles never 
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have a spoken word. They serve as the leading characters' 

subconscious alter-egos who appear in random parts of the 

play and are used as backup voices in musical numbers. 

These performers were brought into the rehearsal process 

early because, although the play is essentially a two-

character show, the director felt that, if the voices 

were aspects of the leads' personalities, there was a 

need to incorporate those aspects into the process early. 

Pne way that the voices were incorporated physi

cally was to use them for the set-change personnel. The 

voices were also always dressed very similarly to Vernon 

and Sonia. Physical scoring was enhanced by the choice 

of costumes. Sonia's bright theatrical clothes were also 

worn by her voices. Costumes were selected for Sonia and 

her voices that reflected her flamboyance. Vernon and his 

voices wore clothes with a conservative cut in shades that 

were mellow and muted. As a result of these physical 

considerations, the production became, in many ways, an 

ensemble piece which worked to help the director's scoring 

process move in a continual flow rather than a scoring of 

Vernon's and Sonia's play interrupted by their voices' 

entrances and exits. 

Development by Sonia's voices was aided by the 

script itself. In scene two of Act Pne, Sonia, in des

cribing her voices to Vernon says, "They're the other 

sides of my personality. We all have them. None of us 
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is just one person. We have--ego. We have passion. We 

have skepticism. "•'• From this line, each of Sonia's voices 

became one of those personality traits and made their 

entrance on the line pertaining to them. It provided a 

specific point of character development for each of the 

girls playing Sonia's voices. As each girl became either 

Ego, Passion, or Skepticism, it gave them something off 

which to play. It colored the choices made in selecting 

costumes so that Passion's Pippin dress was red, and her 

dress for moving into Vernon's apartment was a low-cut, 

sequined fishtail. Sonia's voices became more clearly 

defined, serving as a device used to strengthen the 

director's desire for an ensemble approach. The result 

was three-fold: Sonia's voices became more clearly 

defined, the ensemble strengthened, and the process 

reinforced the director's emphasis on the humanity of 

all the characters. 

The script does not provide Vernon's voices with 

the same device. In an early rehearsal, the director 

took Vernon's voices aside and instructed them to deter

mine what aspect of Vernon's personality each one of them 

represented. They were also told to feel free to exper

iment with different parts of Vernon's personality. The 

director asked not to be informed initially of their 

choices so that he might be able, from their stage 

personas, to determine what choices they made. After 
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several experimentation rehearsals, the actors settled on 

Joviality, Indecision, and Masculinity, as the character 

traits they would play. Again, the experiment more 

clearly defined their roles; it strengthened ensemble 

work; and it reinforced the approach to Vernon's h\jman-

ity. Much of the physical character development scoring 

process occurred simultaneously with the beginning of 

the rehearsal process, but it was a result of the direc

tor's pre-rehearsal preparation and was an integral part 

of the scoring of the production as a whole. 

The Scoring of Individual Scenes 

After the director's preparation for character 

development and concept for the scoring process for the 

production, each scene was scored as if it was an entity. 

By having an overall idea of this scoring process for 

the entire production, the director could determine how 

each individual scene fit into the scheme of the pro

duction. The first scene of the play, while serving as 

exposition of the characters and story, also begins the 

scoring with patterns that are repeatedly used for char

acter development and story advancement. Sonia is late 

to her first meeting with Vernon, wearing a dress from 

a Brooklyn Academy production of The Cherry Prchard. 

The contrast in his affluence and her struggling poverty 

provide one avenue for scoring. She is a fighter out to 
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make a name for herself. There is drive and a certain 

energy level for her character and the actress's perfor

mance level. Vernon is an established name in "the 

business." His status allows him a certain relaxed 

calmness toward his lifestyle. It provides him a self-

assurance that Sonia has yet to achieve. 

Simon also introduces Vernon's adept use of the 

one-liner as a part of the scoring that becomes crucial to 

his character development. Although the role was created 

by an actor whose first show business experience was as 

a stand-up comic, for the purpose of They're Playing Pur 

Song, the role of Vernon cannot be reduced to that level. 

How many more levels to the character there are if 

Vernon's one-liners come as a cover to some insecurity 

or out of jealousy or ego rather than the limited 

dimensions of playing him as a stand-up comedian only! 

His humanity is enhanced if his wittiness comes from 

other very real human emotions. 

It is significant that the only song in the first 

scene is a ballad. Despite the energy, outward or inward, 

in these two strong personalities, their first collab

oration is a slow, lovely song about the insecurity 

inherent in falling in love. It also serves to show 

the contrasts within their own personalities. Irregard-

less of all of his professional self-assurance, personal 

relationships inhibit him. Sonia may be frothy outwardly, 
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but her lyrics reveal a side of her "that isn't Hello, 
2 

Dolly." Pnce again, the use of these facts within the 

scoring of the play give more depth to each of the char

acters and flesh them out into individuals an audience 

can care about. 

Scene two of Act Pne continues the exposition, 

reinforces the playwright's devices, and introduces the 

audience to the voices that are a part of each character. 

All three of these elements are keys to the scoring of 

the scene. Sonia's and Vernon's working relationship 

begins, ever-so-carefully, to grow into a personal one 

as well. The scene ends with a nebulous appointment 

made that is "not a date" and "not a business dinner," 

giving the audience a subtle hint of the possibility of 

a real relationship, as each sings another mellow ballad 

called, "If He/she Really Knew Me." 

Simon's devices reinforce the characters' consis

tencies. Sonia is late again. Vernon keeps a journal on 

a tape-recorder, a device used repeatedly to let us see 

inside him. Sonia wears another costume cast-off and 

Vernon barrages her with one-liners. 

The voices introduce aspects of Vernon's and 

Sonia's personalities in an upbeat disco number called 

"Workin' It Put." Not coincidentally, the creative team 

of Simon, Hamlisch, and Sager give us a contrast of music 

and words in scene two. The movement and pacing of the 
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scene and its music is contrasted without a clear reso

lution as to where it is going, just as the action of 

the scene leaves the audience unresolved about the exact 

nature of the protagonists' relationships. The scoring 

here is involved in this forward momentum and gives 

performers a chance to explore the breadth and depth 

of who they are, even to seeing six other physical per

sonifications of themselves. 

By the third scene of Act Pne, it is clear that 

They're Playing Pur Song is going to concern itself to 

a large extent with relationships. Sonia cannot make 

a clean break with her five year live-in lover, Leon. 

Vernon was engaged, intentionally or not, to three 

girls within the last twelve months. The audience sees 

the possibility for a loving relationship between Sonia 

and Vernon. Scene three brings a momentary resolution 

to that unclear question from the end of the previous 

scene. Away from a working atmosphere, on neutral turf, 

the two become obviously and unabashedly attracted to 

each other. Never mind that Sonia, decked out in an 

outlandish costume from Pippin, is still late, and a 

pouting Vernon is a machine-gun of one-liners, insisting 

on composing eight bars on her "lower lumbar region" 

while dancing. The two are attracted to each other and 

it is voiced. The audience is given a tender release to 

the scoring that has built in an unclarified manner. 
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Sonia leaves to rid her apartment of Leon once-and-for-

all so that Vernon can come over. In the background, 

Sonia's voices each have dates with Vernon's voices and 

form a supporting motif for the development of the 

relationship. 

Musically, the scoring reaches a resolve. The 

competition still exists, but they are singing the same 

song to the same tune. The audience is given hope. 

The couple's build in their relationship suffers 

a mild setback in scene four as once again they are 

contrasted on opposite ends of the emotional spectrum. 

Sonia's momentum takes a fall at having to force Leon 

to leave. Vernon enters, excited about the possibil

ities that lie ahead. The action leads to many possi

bilities for the scoring of the scene. Again, the 

contrasts, levels, pacing, and mood give performers 

added dimensions and allow the audience a couple to 

hope for. Vernon shows he is capable of being sensitive 

to Sonia's emotions, and by the end of the scene they 

have regained their emotional equilibrium and momentums. 

Sonia convinces her skeptical voices in a musical number 

that everything is going to turn out "Right." 

Scenes five and six repeat Sonia's and Vernon's 

rollercoaster romance. In scene five both are excited 

about spending the weekend at the beach, and, just as in 

the disco, they are able to join in the second verse of 
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"Right" on the motorcycle in perfect harmony. Scene six 

is a complete reversal. The level of their excitement 

nose-dives, and Sonia leaves Vernon with the incapac

itated motorcycle and his unsupportive voices. As 

before, the performers playing Sonia and Vernon have 

the opportunity to explore the scoring of these scenes 

through pacing, mood, tempo, and focus. 

The final scene of Act Pne completes the scoring 

pattern and reaches a level of resolution. As in the 

scene at the disco, the two seem to find a level of 

understanding until Leon's presence on the phone inter

rupts. To end the act, the audience is given hope to 

sustain them through the intermission as Sonia leaves 

the beach house to find Vernon without answering Leon's 

second phone call. 

In Act Two the scoring technique becomes vital. 

While the scenes in the act often follow the same up and 

down pattern of Act Pne, they are often separated by a 

passage of months and the continuity is not as immediate; 

thus, it is important in Act Pne to establish Sonia and 

Vernon as a couple that the audience wants to see get 

together. The fact that the scenes in Act Two are more 

erratic accounts for the director's insistence on main

taining a high level of energy throughout the play. 

The first scene suggests that the weekend at the 

beach was a success. Vernon fell in love and is unsure 
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of his next step. Sonia, determined to end her relation

ship with Leon, enters frantically and coaxes from Vernon 

an invitation to move in to his apartment. With the help 

of the voices, Sonia, whose belongings are in the hall, 

moves in during the musical number, "When You're in My 

Arms." While there is less of Sonia's and Vernon's 

rollercoaster emotion, there are still many emotional 

values for the performers to explore. Sonia and Vernon, 

both surprised at how quickly and deeply they have fallen 

in love, must deal with finding the next step and how that 

makes them feel. They continue to play a type of mind 

game until Sonia insists that Vernon clearly and unmis

takably invite her to move into his apartment. The voices, 

glad to see their voice dates, join in enthusiastically. 

The emotional downturn missing from scene one is 

the starting point for the action in scene two. The 

passage of time is three weeks, and the novelty of living 

and working together has worn off. The scene ends with 

a reconciliation, of sorts, but Sonia and Vernon still 

have the challenge of playing a set of opposites within 

the scene. The scoring, thus, deals with the emotional 

levels. 

Emotionally, Sonia and Vernon are rarely on the 

same wavelength. Inevitably, if one is emotionally "up," 

the other will be "down." It is not a new writing tech

nique, but one that has been tried and proven. For the 
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actors playing Sonia and Vernon, it gives the opportunity 

to examine the emotional scoring of the character, but 

it also opens possibilities for acting choices made from 

the examination of the emotional scoring of the relation

ship. The director was concerned that this examination 

of the levels of emotional scoring occur throughout the 

rehearsal period. It was his feeling that, in so doing, 

the actors would find the depth and definition of the 

characters. 

In scene three, a continuation of scene two, the 

scoring of emotional levels takes precedence over physical 

scoring. There is no resolution as Sonia leaves Vernon's 

bed and apartment to go to Leon. While Vernon attempts 

to make fun of the situation, the action dictates the 

seriousness of the situation. The build to scene four 

that has been continuous must now be completed. The 

scoring has led to an inevitable confrontation. 

Scene four is disturbing in that Sonia and Vernon 

are again on opposite emotional planes. To Sonia the 

brief return to take care of Leon's crisis is just a minor 

setback in her determination better to manage her relation

ships. To Vernon it is the last straw. The scene is 

emotional throughout but must build through scoring in 

such a way that the vast amount of energy and caring 

might lead to a happy resolution. The scene must not 

suggest from the beginning that all hope is lost. After 
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all, this is where the preceding action has led. The 

director chose to score the inevitability of Sonia's and 

Vernon's breakup near the end of the scene. Vernon 

realizes that the aspect of Sonia's personality that 

charged the relationship with its electricity is also 

the aspect that is responsible for its disintegration. 

He says: 

You scare the hell out of me. I feel so competitive 
with you. When you tell me the last eight bars are 
no good, I want to quit the business and go back to 
Juilliard for another four years. Because I am so 
confused by you, I keep forgetting who I am.3 

As Sonia takes his hands, she gamely replies, "Ask me. 

I'll tell you." Vernon takes his hands away and says, 

"I'd rather find out for myself." It is clear that the 

relationship has suffered some irreparable damage. Sonia 

must finish the scene with an anthem to her relationships, 

"I Still Believe in Love." 

The scene is an excellent acting exercise for the 

leads. There must be the emotional tension and build, 

with the moment of realization that things are not going 

to improve immediately. This scene demands the emphasis 

on Sonia's and Vernon's humanity and the physical and 

emotional scoring through energy and pacing that has taken 

place throughout the play. 

In scene five, after "a few months" Sonia visits 

Vernon's hospital room. Vernon is confined to his bed 

with a broken leg. Sonia, who is in California cutting 
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an album, is at the hospital to visit Vernon and Leon, who 

is having tests run. The scoring for the scene presents 

a challenge because, physically, Vernon is unable to move. 

Both characters must deal with the tension that permeates 

the atmosphere. If the scoring emphasis in the previous 

scene was emotions, the emphasis here is on the physical 

with the emotions almost as important. The spectre of 

Leon hovering near is still a threat, and no resolution 

to the strain that is felt by both characters occurs. 

The final scene of the play begins by removing 

the threat of Leon. "A few months" later back in New 

York, it is obvious that Leon is no longer an obstacle 

through what is said in Sonia's phone conversation with 

him. Vernon appears on a cane, limping at Sonia's door, 

and the remainder of the scene is reconciliation. The 

scoring challenge again becomes one of not making the 

inevitability of the reconciliation too obvious. For 

the actors it is a chance to show a more mature Sonia 

and a more committed Vernon. The playwright has con

structed the scene in such a way that the audience should 

not be certain of Sonia's and Vernon's reuniting until 

the last five lines of the play, and the scene must be 

scored to build to that ending. 



NPTES 

Neil Simon, Marvin Hamlisch, and Carole Bayer 
Sager, They're Playing Pur Song (New York: Samuel French, 
Inc., ly/9), act 1, sc. 2, line 3. 

2 
Ibid., act 1, sc. 1, line 8. 
3 
Ibid., act 2, sc. 4, line 16. 
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CHAPTER III 

THE AUDITIPN AND REHEARSAL PRPCESS 

The Audition Process 

Because scoring demands a different directorial 

attack, the director chose to incorporate it into the 

audition process. Four areas of the play which represent 

a progression in Sonia's and Vernon's relationship were 

chosen for audition material. The scenes or parts of 

scenes chosen were their first meeting in Act Pne, scene 

one; their first date at the disco in Act Pne, scene 

three; their break-up at the recording studio in Act Two, 

scene four; and their reconciliation in Act Two, scene 

six. The director felt that these scenes would give 

actors the best opportunity to reveal the humanity that 

they could infuse into the characters of Sonia and 

Vernon. 

Individual words from the script were the basis for 

the beginning of character development. For Vernon, word 

groups such as "witty, gay, eccentricity, collaboration, 

mature, gifted, afraid, expected, honest, rococo, and style" 

formed a starting point for his characterization. Sonia 

was given word groups such as "wish, standards, serious, 

commercial, weird, indebted, gifted, respect, peculiar, 

26 



27 

relationships, and possessiveness" on which to begin a 

character. These types of words became signs for the 

performers to key off of within rehearsals and provided 

a literal basis on which to build a character. 

In the first two audition periods no mention 

of scoring or the director's concern for the produc

tion's reflection of Sonia's and Vernon's humanity was 

made. Scenes were read randomly with no progression 

emphasized, although an attempt was made for each person 

auditioning to read each of the scenes at some point 

within the auditions. Actors were asked to sing some

thing from a musical comedy, preferably from They're 

Playing Pur Song. 

Pnce the initial auditions were completed, call

back auditions were structured with more emphasis on the 

scoring process and the revelation of the humanity of 

Sonia and Vernon. Eight couples were asked to attend 

the callback auditions. They were asked to prepare 

specific musical numbers. Girls were asked to prepare 

"I Still Believe in Love," which is Sonia's most emo

tionally driven song and also her most complicated one 

musically. Men were asked to sing "Fallin'," which is 

Vernon's first number and also his most complicated one 

musically. 

As in the initial auditions, no mention of 

scoring or its implications was made. Pnce the singing 
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auditions were completed, actors were paired for reading 

auditions. 

Each couple was given all four of the scenes 

that had been used in earlier auditions. The director 

explained that he felt that one of the elements that 

must be created in order for the production to succeed 

was an establishment of the humanity of Sonia and Vernon. 

The couples were asked to prepare all four scenes and 

read them in the order that they appear in the play, in 

an attempt to establish the kind of characters that an 

audience could believe in and care about. 

Actually, the actors began the scoring process 

without realizing that they had done so. The cast was 

chosen based on their ability to establish a character 

about which the director could care. 

The Rehearsal Process 

The actors' participation in the callback 

auditions gave them some insight into what was to be 

the thrust of the directorial process. Again, very 

little was mentioned in terms of what scoring was or 

how the director had already planned the direction with 

that process in mind. There was no point at which the 

director shared what scoring was, who had initiated its 

use in the theatre, or how it would affect the production. 

Instead, in early rehearsals, the director re-emphasized 
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his desire for the characters, both the leads and their 

voices, to concentrate on the establishment of their 

believability through their humanity. The director also 

emphasized his desire for the creation of an ensemble 

effort and his belief in a high degree of energy to carry 

the play along. He spoke to them in terms of pacing, 

examining subtexts, and exploring as many levels of the 

characters as possible. 

Rehearsals were planned in sequential order 

beginning at the first of the play and working through 

until the end. The director felt that one of the 

strongest points for the use of scoring as a directing 

technique was its ability to lend itself to progressions 

within the scenes and within the production as a whole. 

Since the director felt that the action of They're 

Playing Pur Song built to a certain point, it was 

logical that the rehearsal process followed this 

reasoning. Each rehearsal period was structured to 

achieve, first, the progression in each scene and, 

second, the progression involved within that particular 

series of scenes. This plan emphasized again the appli

cation of scoring to the play. 

For rehearsal purposes, the play was broken into 

four segments. Each act was divided into two segments. 

Each segment was always rehearsed in the sequence of the 

play. 
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The first segment contained Act Pne, scenes one, 

two, and three. Scenes one and two occur in Vernon's 

apartment. Scene three is Sonia's and Vernon's first 

date at the disco. The obvious progression includes 

their first meeting, the introduction of their voices, 

their second meeting, and its conclusion with their 

first date. The build of the segment is to their date 

and the development of their relationship from a busi

ness one to a personal one. The scoring of each scene 

has already been detailed in an earlier chapter so their 

building process does not need duplication. By pacing 

these three scenes in a progressive segment, a sense of 

the movement of the production from scenes, to segments, 

to acts, and finally to the whole play emerged. 

The second segment consists of the last four 

scenes of Act Pne. These scenes include Sonia's apart

ment immediately after the disco, when Sonia and Vernon 

decide to spend the weekend at the beach, the trip to 

Long Island on the motorcycle, and the final scene of the 

act in the beach house. The build of this segment begins 

with Vernon's convincing Sonia that she has done the right 

thing in breaking up with Leon and convincing her to go to 

the beach with him. It continues through their shaky 

arrival on Long Island to Sonia's hanging up on Leon and 

pursuing Vernon as the phone (Leon) begins ringing again. 

This segment represents another in the series of "on-
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again, off-again" situations in Vernon's and Sonia's 

relationship. 

The third segment consists of the first four 

scenes of Act Two. This build represents the last of 

the series, leading the scene that the director felt 

was the emotional peak of the play. This series includes 

Sonia's moving into Vernon's apartment, the interruption 

again by Leon that leads to Sonia's leaving in the middle 

of the night to take care of Leon, and the breakup of the 

relationship in the recording studio. Rehearsals were 

all pointed to this final build in the scoring process. 

When all three segments were rehearsed, there was a wonder

ful sense of movement of the action in a through line. 

The final segment consists of the last two scenes 

of the play and, rather than being involved in a build, 

the scoring dealt with resolving the nature of Vernon's 

and Sonia's relationship and completing the reconciliation 

The director was concerned in this segment with scoring 

the scenes in such a manner that the ultimate "happy 

ending" was not immediately apparent. Again, a reinforce

ment of the necessity of establishing a believability of 

the characters as real people was of utmost importance. 

Thus the progression inherent in the script is 

complete. The performers began with the scoring of indi

vidual scenes and moved into how those scenes formed the 

scoring for a segment. Pnce the scoring for a segment 
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was accomplished it led into another segment, and the 

scoring for an act was completed. When the process was 

applied to both acts, the two acts completed the scoring 

action into the play. From the most basic elements to 

the complete production, it realized a systematic layering 

and progression. It is interesting that in an evaluation 

session for the production one actress voiced her experi

ence with the process by stating that the cast knew that 

a specific objective was to be accomplished at each rehear

sal and that as a cast they worked to that end. Thus, scene 

rehearsals with specific goals which led to act rehearsals 

with specific goals and on into run-throughs with those 

same specific goals clarified for all participants. Scoring 

became the verification and realization of what had been, 

at first, a concept in the director's choice of directing 

approaches in his preparation and begun for the actors 

through an awareness process in the auditions for the pro

duction. 



CHAPTER IV 

CPNCLUSIPN 

The concept of scoring as a directing technique 

sprang from an area of experimental theatre that some would 

consider too avant-garde for use in conventional theatre. 

The director of They're Playing Pur Song found it to be an 

immensely creative and satisfying means to realize that 

production. It is not the solution to every directing 

problem nor is it the only way the director plans to 

direct future productions. The use of scoring does rein

force the concept that if the theatre is to continue to 

grow and improve, it is necessary for theatre practitioners 

to keep abreast of the tools available to him. It is the 

director's responsibility to explore all of the directing 

techniques at his disposal and choose the one or ones that 

best meet the needs of himself, the performers, and the 

production. 

As this principle applies to the director's role 

in the scoring process, it becomes clear that, like a musi

cal conductor, the director must have an overview of the 

entire composition. His preparation and execution of the 

scoring technique provides him with an equivalent of a 

conductor's score that clarifies all of the tempos, rhythms, 
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beats, and paces that occur within the production. His 

preparation before rehearsals gives him a systematic 

approach to structuring the production without stifling 

the creative impulse. 

This process consequently filters down to the 

performers. They, too, have a very clear cut overview 

of the structure of the play without being locked out of 

the opportunity to create. They are given a chance to 

experiment within the movement of the play to make the 

character their own. Further, in this production, they 

were given even more chances to experiment with various 

combinations to find that characterization. 

In the case of They're Playing Pur Song, the 

director was able to bring a unity to his work from his 

conceptual work in preparation through to the final per

formance. The scoring process was a unifying element 

through which both he and the performers were able to 

chart a course of action and follow it through in order 

to find a complete and rewarding theatre experience. 
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