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CHAPTER I 

INTRODUCTION 

Texas Tech University, School of Theatre and Dance requires its directing 

students in the Master of Fine Arts program to direct a production. The purpose of this 

thesis is to reflect on the process of directing a production and things that I learned from 

the experience that can be applied to my future work . 

I was required, as an acting/directing student in the M.F. A. program at Texas 

Tech University to direct a production and write a thesis covering the entire process. I 

would submit several plays that I wanted to direct, and the faculty would choose one. 

Among the plays that I submitted were Beth Henley's Crimes of the Heart, A.R. 

Gumey's Love Letters and Sam Shepard's Fool for Love. 

Though the final decision was out of my hands, the play that I most wanted to 

direct was Shepard's Fool for Love. When the faculty informed me that this was their 

choice I was thrilled. I felt that this play would best allow me to explore the directing 

style that I had been cultivating since first being exposed to theatre. The style I have 

been building is one of positive reinforcement and helping actors make discoveries. The 

one word that encompasses what I hoped to achieve with my directing is respect. 

Respect from peers and the public is gratifying, but the respect that I speak of is 

the respect I hope to give my actors. Too many times I have seen actors used as a means 

to achieve an end. They are used as puppets instead of living, breathing humans that can 

offer incredible insights if only given the chance. As a director I hope to be a guide on 

the actor's road to discovery. Instead of handing the actors the discoveries on a silver 
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platter, I wanted to help them find the answers themselves, thereby encouraging 

creativity, empowerment and collaboration in the rehearsal process. 

One of the other challenges in the show would be finding the common ground 

between the work and the audience. Fool for Love deals with some very touchy subjects: 

abusive relationships, incest and escaping fate. These subjects can be very difficult for an 

audience to identify with, so I knew that this would be one of my greatest challenges. 

In the following chapters I will discuss the play itself and the particular aspects of 

it that intrigued me the most; the rehearsal process and presentation of the play and the 

problems and discoveries made during that time; discussion of the final product focusing 

on feedback from faculty, students and cast members; and my reactions to their 

comments; and finally, a self-evaluation to look back on the entire process to discover 

what worked, what could have used improvement and my overall view of the entire 

process. 
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CHAPTER II 

ANALYSIS 

Sam Shepard's Fool for Love is set in a dingy motel room on the edge of the 

desert. With the lifeless backdrop of the desert surrounding the motel, Eddie and May, 

lovers for over fifteen years, reflect the decay of the locale. They seem to alternate 

between burning passion and desperate loathing for one another. Eddie is a roving rodeo 

man with an eye for the ladies and a pattern of loving and leaving May that seems 

neverending. May has come to this motel after Eddie has left her once again. She is 

determined to break the cycle that she and Eddie have established by running from him 

and planning a date with a local man named Martin. 

Martin is an innocent who is thrust into the role of observer and judge as Eddie 

and May tell their stories and use Martin as a pawn in their war against one another. 

Throughout the play an Old Man sits in a comer, occasionally speaking and interacting 

with Eddie. He is a ghostly presence that only Eddie can hear and see. Yet his presence 

affects everyone. It is revealed that the Old Man may be the father to both Eddie and 

May. Not only are they lovers, they are also half brother and sister. The pattern that they 

seemed doomed to repeat is a pattern that the Old Man established with both of their 

mothers. 

I immediately started to envision what the world/set of the play would look like. I 

knew that I wanted it to reflect the nature of the relationships. Decay, confinement and 

stark qualities were all things that came to mind. I also knew that the set would have to 

be very solid to withstand the physical abuse that the actors would commit to it in the 
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fight scenes and door slamming. More than anything I wanted the set to convey a sense 

of hopelessness, since that is the impression I got not only from the play, but also from 

Shepard's connection to the play. 

One of the most interesting things about Fool for Love is the autobiographical 

nature of the play. Sam Shepard's father "estranged himself, sometimes through alcohol, 

other times through actual abandonment" (Wade 10). Shepard explores this 

abandonment by his father in the characters of the Old Man and Eddie. As one critic 

points out: 

Central to the dreamlike and disturbing quality of Fool for Love is the 
presence of the old man, a father figure who seems to exist simultaneous 
to, but in a dimension removed from, the action of the play. He is both a 
surreal specter and a reinforcement of Shepard's continuing obsession 
with his own personal heritage and his father. (DeRose 114) 

The question of parental influence and abandonment was a subject close to Shepard's 

heart. 

Eventually Shepard's father would leave his family for good and live as a virtual 

recluse in a world of alcohol in the desert of New Mexico until his death. Shepard once 

said, " It's a relationship of absolute unknowing. I never knew him, although he was 

around all the time. There's no point in dwelling on it. I mean, my relationship with him 

now is exactly the same as when he was alive. It's just as mysterious" (Schvey 15). 

Shepard's exploration of his family life also included the vice that eventually killed his 

father, alcohol. 

Alcohol use and its communal nature in the play are also a reflection of 

Shepard's life: 
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. . . he (Shepard) examines and reexamines the multigenerational 

alcohohc family system from which he came . . . . alcohol is integral to the 
family in Fool for Love. Eddie shares his tequila with both May and the 
Old Man. Eddie and May each report not drinking when they were apart, 
but when they came together, they drink. Eddie's story of his first 
meeting with May is also the story of his sharing his father's bottle. 
(Czerepinski iii-212) 

Shepard not only presents the common problem of alcoholism but also examines the 

tendency to fall into those bad habits when dealing with the people who share the same 

problem. Shepard's own father died drunk when a driver hit him on a desert road. 

Alcohol is just one of the ways that Eddie and May share a bond with the Old 

Man. They also repeat a pattern that the Old Man and their mothers have established. 

The Old Man loved two women: Eddie's mother and May's mother. Though he 

professes to have loved them both- "It was the same love. Just got split in two, that's all" 

(Shepard 32) he would constantly leave one family to go to another. By doing this he 

allowed himself the illusion of freedom and of not having to take responsibility as a 

husband or as a father. 

This escape attempt from responsibility was mirrored in Shepard's life at the same 

time Fool for Love was being written. 

Shepard's marriage was collapsing. The writer's longtime womanizing 
was no secret, yet his wife 0-lan had tolerated his behavior. However, 
while working on the film Frances, Shepard met the actress Jessica Lange, 
and the two became romantically involved. 0-lan reconciled with her 
husband for a brief time, but legal proceedings soon followed. Shepard 
moved in with Lange on a ranch near Santa Fe. In 1984 Shepard's divorce 
was finalized, and his marriage of fourteen years came to an end. 
(Wade 8) 

The forces that were at work in Shepard's own life can be seen in Fool for Love. Both 

Shepard's marriage and the relationship of Eddie and May are nearly the same length and 
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slowly unraveling. Shepard was a womanizer, as is Eddie, and Shepard met an exotic 

woman as does Eddie, and she helped to put even more stress into an unstable 

relationship. 

In Fool for Love it is revealed that Eddie had an affair with a woman only known 

as the Countess and her influence is seen by the arcing of headlights through the motel 

window and the arousal of May's jealousy. Eddie mirrors the Old Man's behavior by his 

constant abandonment of May so he can seek out other lovers and avoid commitment to 

her. Eddie is not only May's lover but also her half-brother, the only family he has left. 

His abandonment may allow him some freedom but it also chains him to taking over his 

father's role. 

If one assumes, which I chose to do in this production, that the Old Man is 

actually their father, May and Eddie both seem to be trapped in a cycle that their parents 

established. As mentioned before, Eddie repeatedly abandons May yet always comes 

back to her. May is repeating her mother's history by staying with a man she knows will 

continue to leave and cheat on her. Even though she protests and runs away on occasion, 

she always allows herself to be drawn back into a situation she knows will repeat itself 

"Rather than condemn, Shepard tried to understand his parent's pain and isolation; in the 

process he would learn much about himself and his own tendencies toward social 

withdrawal and alienation" (Wade 8). It is this exploration into his own dark past that 

allows Shepard to communicate it so effectively to the audience. 
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Though the use of Shepard's buried pain in Fool for Love is sometimes viscous, 

the cormection to the audience is palpable. Most people have experienced the desperate 

need to either keep someone or evict someone from their lives by whatever means 

necessary. It is the extreme lengths that the characters go to that the audience cheers 

because they either could not or would not do the same thing. It is the understanding of 

that common pain that makes the identification with the characters even stronger. 

This would be the basis for the common ground that I hoped to forge with the 

audience. In order to achieve this I needed to delve deeper into the characters and decide 

what aspects of them that I would want to give special attention to. 

The Old Man is a mysterious character. Throughout the show he sits and listens 

as the story unfolds, only occasionally making comments when he thinks the stories are 

taking a detour from what he considers to be the truth. Playing the Old Man would be a 

great challenge for the actor portraying him simply because of the difficulty in finding 

various levels to the character. It would be easy to portray him as an angry and 

controlling man, but if that is the only level achieved then it would be hard for the 

audience to identify with him. Finding out why the character has such as need for control 

would be crucial. 

The Old Man has a semblance of control for most of the show. He observes the 

situation unfolding before him and makes comments and corrections on Eddie and May's 

behavior and stories. It is when May starts to detour from the story with the information 

of her mother's suicide that his pain lashes out in a violent reaction: 

THE OLD MAN. Now, wait a second! Wait a second. Just a goddamn 
second here. This story doesn't hold water. You're not gonna' let 
her off the hook with that one are ya'? That's the dumbest version I 



ever heard in my whole life. She never blew her brains out. Nobody 
ever told me that. Where the hell did that come from? Stand up! 
Get on your feet now goddamn it! I wanna' hear the male side a' this 
thing. You gotta'represent me now. Speak on my behalf There's 
no one to speak for me now! Stand up! Now tell her the way it 
happened. We've got a pact. Don't forget that. 

EDDIE. It was your shotgun. Same one we used to duck hunt with. 
Browning. She never fired a gun before in her life. That was her 
first time. 

THE OLD MAN. Nobody told me any a' that. I was left completely 
in the dark. 

EDDIE. You were gone. (Shepard 38) 

Up until this point Eddie has defended the Old Man and been on his side, but now 

that Eddie has withdrawn his support the Old Man's control over the situation has 

vanished. It is not until the end of the play when the pattern is re-established that his 

confident maimer returns, because Eddie finally supports his claim and follows in his 

footsteps, and the Old Man can once again return to his world of fantasy where he does 

not have to accept responsibility. This would be a key factor in the portrayal of the Old 

Man: denial. 

Like his father, Eddie deals with his pain by trying to take control of the women 

in his life. Control is what dominates every aspect of Eddie's life. He brings his 

belongings into May's hotel room in order to gain control of it; he physically dominates 

both May and her date, Martin, into listening to his point of view and will try every tactic 

available to him to make May do what he wants: 

Both Fool for Love and A Lie of the Mind... offer us a look at the male 
identity, particularly as it is affected by the absence of the father . .. More 
precisely, these two plays explore how a son's relationship with women is 
profoundly affected by his relationship with his father, from whom the son 
has derived a precarious and violent concept of identity . . . Both Eddie of 
Fool and Jake of Lie ahemately desert and return to the women in their 
lives, acting out their confhcted desire for independence and their absolute 
need for contact with a woman to consolidate their self-images. Thus, 
even when they reject the civilization of women, they turn to a fantasy 
version of the feminine-yet that fantasy version also eludes their control. 
(McDonough 58) 



Eddie tries to control May by physical means both violent and seductive; at one 

point he lassos her to a chair and demands to know if she's slept with Martin, while at 

another moment he is kisses her softly and tells her how often he thinks of her. It is when 

May vies for control of any situation that the violent side erupts. "The physical world of 

women, which is the recipient of this violence, is often presented as the cause of this 

violence, is made to bear the blame for the male character's inability to confront reality 

and to take responsibility for his actions" (McDonough 59). Like his father before him, 

Eddie can not accept any responsibility and so he blames it on the woman in his life. 

One of the challenges for the actor playing Eddie would be to emphasize the 

importance of his relationship to May in respect to his father. May is the only "real" 

remnant left of his father. Writer Rick Amidon says, "the fact that May is Eddie's half-

sister suggests that his attraction to her and away from her is spawned by the projection 

or image of himself (and of his father) which he sees in May" (16). Like Shepard, Eddie 

is continually searching for some aspect of his father. In May, Eddie finds a fractured 

version of his father that he can exert control over, thereby taking on the role of his father 

even more. This relationship would be a challenge that would plague me during the 

rehearsal process. 

May seems to be the strongest of her so-called family because she seems to accept 

some of the responsibility of her situation. She knows that the painful cycle will keep 

repeating and so she tries to run away, but Eddie always finds her and she falls into the 

same old patterns. May attempts something different with the introduction of Martin: 

. . . she (May) tries to establish a relationship with Martin as a means of 
breaking out of the orbit of attraction/repulsion which characterizes her 



relationship with Eddie . . . despite these attempts to break the cycle, she 
seems caught, a fool for love who cannot break away from this 
relationship which apparently gives her identity while at the same time 
destroying it. (Wilson 54) 

Though May seems caught in a never-ending battle, she is a worthy opponent. 

Like Eddie, May has her own bag of tricks. When screaming, begging and 

reasoning do not work she proceeds with one of the most memorable moments in the 

play: 

(They stand there facing each other for a long while. They cross slowly to 
each other. Pause as they look at each other. They embrace. Long, tender 
kiss. They are very soft with each other. She suddenly knees him the 
groin with tremendous force. Eddie doubles over and drops like a rock. 
She stands over him. Pause.) 
MAY: You can take it, right? You're a stuntman. (Shepardl3) 

In one fell swoop May has hurt his body and his pride. Like Eddie, she will use any 

means necessary to get what she wants; her freedom from a pattern her parents 

established. This is a pattern that ended with her mother's suicide. To escape this fate 

she will do anything, even use an innocent like Martin. 

Martin is a very intriguing character. It would be easy to play him as a dimwitted 

suitor and nothing more, but his role is much more important than that. Martin is the 

only aspect of the outside world allowed into the motel room; he is a constant reminder to 

the other characters that another world does exist beyond the motel door. 

Though Martin originally is used as a pawn by both Eddie and May to cause each 

other pain, they soon start to vie for his attention: 

Martin is forced to sit in unwilling judgment over May and Eddie's tales 
of the past as they compete for his credulity and sympathy. The sole 
earthly witness to their battle, he possesses the power to verify the past, to 
decide which of them is living a lie and which the truth-if any truth exists 
at all. (DeRose 119) 

10 
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From suitor to judge, Martin's importance quickly changes as he is forced to listen to the 

saga that unfolds before him. Another important aspect that Martin possesses is 

innocence. In the midst of the sordid setting and story, he is a representation of the 

innocence that is lost to the rest of the characters. Finding the delicate balance in playing 

Martin would require an actor of great flexibility. 

I had done all of this research and thinking before auditions, and I knew that the 

production would require actors that could follow direction so I could lead them to these 

discoveries. The initial discoveries would be my ideas but I felt that being able to lead 

the actors to them would allow them to anticipate my ideas and empower them into 

making their own discoveries. It was with a growing excitement for the process to begin 

that I eagerly went into auditions hoping to find four actors who could fill these complex 

and demanding roles. 

11 



CHAPTER III 

THE PROCESS 

Aside from researching the play, the first step in my process was casting. Like 

many, I am a firm believer in not pre-casting a production, I work to keep an open mind 

during auditions. Though I knew the talent and work ethics of many of the actors, I did 

not want to let that blind me as to the potentials of the rest of the actors I would see at 

auditions. 

Auditions 

Auditions for all of the fall semester shows were held on one night, and 

fortunately the turnout was close to one hundred auditionees. As the evening progressed 

I had a lengthy list of callbacks for the characters of May and Martin, but relatively few 

for Eddie and the Old Man. 

When callbacks occurred a few days later I still did not have a stage manager, so 

the process was a bit hectic. I chose to let the majority of the actors stay in the Lab 

Theatre lobby while the actual readings occurred inside of the Lab Theatre. I did this so 

the actors could prepare for their readings without distracting those who were performing 

inside. The most important reason for arranging it this way was so that the actors could 

not see what had been done previously in the auditions. I felt that this was important 

because I did not want the actors to imitate one another or feel that they had to top what 

had been done before. 

12 
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The three things I was looking for in all the actors were: talent, chemistry with the 

other actors and ability to take direction. As callbacks progressed I found myself 

preferring the actors with whom I was familiar. The actors that I had knowledge of 

tended to do the things that they excelled at but took few risks. Throughout the readings I 

offered suggestions such as emotional intention in a reading, attitude and tactics to 

achieve the goal in the scenes. I found that the actors with less expenence in the 

department seemed to do much better than those who had been here awhile. 

The first character to be cast was the Old Man. The two actors called back for the 

role were Robert Wemsman and Keith West. Robert read first and vv as incredibly 

energetic and focused and contained a brusque self-involved quality that worked very 

well. Keith read next, and though he gave a very good reading his interpretation was 

very mellow and non-threatening. After several more readings by both of them I knew 

that Robert would be my choice because of his energy and subtle threatening nature. 

When casting May I was impressed by several actresses. The one that I favored 

was Amber Hanson. Not only did she posses a fragile quality, but she had the strength 

and sarcasm needed to make May a complex character. 

The majority of the actors who read for Eddie were excellent. Mark Van Fleet 

eventually won the role because of a dry wit that was layered with a violent undertone. 

Mark used both his emotions and his body to threaten and entice in the scenes with May. 

The last and most important aspect to the final choice was chemistry among the 

actors. Mark Van Fleet and Amber Hanson not only looked good together physically, but 

their chemistry was electric. Finally, I had Justice Forburger come in and stand next to 

Mark and Amber so I could look at the picture they made. Justice was being considered 

13 
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for Martin and he was very slim, and I was worried that the extreme physical scenes 

between Martin and Eddie might look comical. Justice's reading and ability to take my 

suggestions made me set aside those worries and even consider the advantages of the 

physical contrast between Eddie and Martin. By the end of callbacks my decision was 

clear: Mark Van Fleet as Eddie, Amber Hanson as May, Justice Forburger as Martin and 

Robert Wemsman as the Old Man. 

After the callbacks were over Ryan Barbe, one of the actors called back, 

approached me and said that if he was not cast he would like to stage- manage for me. 

As soon as the casting had been decided I called Ryan to ask if the offer still stood. He 

was happy to become my stage manager and immediately began to help with the 

organization of the show. 

Technical Aspects 

With Ryan to help organize events, the design team met weekly to discuss ideas, 

problems and progress on the show. The first meeting consisted of my listening to the 

designer's ideas before I told them what I had in mind. I wanted to get their ideas and not 

merely a regurgitation of my own. 

The Scenic Designer, Maretta Scott, had ideas very similar to my own in that we 

both envisioned the set as a very confining atmosphere that reflected the character's 

feeling of being trapped in their relationships. She agreed with me that the walls must be 

solid enough to take a great deal of punishment from the actors. There would be 

extensive use of door slamming and bodies being thrown against the walls, so the 

structure had to be solid enough to withstand the punishment. 

14 



The Scenic Designer came to a later production meeting with a drawing for the 

motel room that had many greens and browns and created the feeling of rotting 

vegetation. This would become the final look for the room, and it helped to convey the 

decaying feeling that we wanted. She also came in with the idea of putting the Old Man 

in the audience. Though I found the idea interesting, I decided that I preferred having 

him onstage for several reasons. First of all, the interaction needed between Eddie and 

the Old Man when they share a drink would be very difficult. Second, I thought that if 

the Old Man were in the audience they might find him more sympathetic just by virtue of 

his being "one of them." I preferred the distance between the Old Man and the audience 

because I not only thought it would make him less physically tangible, but I also thought 

that the distance would be a reflection of the distance between the Old Man and Eddie 

and May. 

The scene shop was very quick in building the set, and the actors had walls and 

doors to work with in the space of a few weeks. There were problems with the scenic 

designer's availability, and many decisions that should have been hers were left up to me, 

such as the design of the bed and whether paint or wallpaper would be used for the walls 

of the motel. There were many times when Ryan or I called and left messages on her 

answering machine or attempted to contact her in other ways with no results. It was not 

until technical rehearsals that she was able to commit herself fully to the production. 

The technical aspects of the show seemed to be the most aggravating of the entire 

process. The Technical Director, Bob Gandmp, had presented me with a sketch of a bed 

that he could build since the scenic designer could not be reached for a decision. After 

approving it, the scene shop proceeded to build it. The bed was an integral part of the set. 

15 



It served a functional purpose as a place for the characters to sit, but more importantly the 

bed takes a great deal of abuse throughout the show. Not only is the bed a place where 

love is made, it is also a place where war is made. As such it was the one piece of 

furniture that I was most concemed with. 

When the bed was finished it did not resemble the sketch. The bedposts were 

huge and blocked the action from almost every angle. When I told Bob, the Technical 

Director, about the problem he told me that it was necessary because two-by-fours had 

been used as the bedposts and cardboard had been wrapped around them. I knew that 

they could be corrected by using steel; it would just take time. Unfortunately, time was 

not something that the shop would or could freely give. This was just one instance where 

the shop would not correct something I asked them; throughout rehearsal and 

performances things would break but when requests were made for repairs they were 

ignored. Though I followed the steps of giving my stage manager Ryan, the request and 

having him deliver it, I should have approached Bob myself when the repairs were not 

fixed. If I had let him know that they were important enough for the director to come to 

him then perhaps the repairs would not have gone unnoticed. 

I believe that one of the problems in the technical process was the chain of 

command. There is an order that everyone is expected to obey when presenting 

problems. As the director I was expected to let my stage manager be my emissary. It 

was not until late in the process that I found out that Ryan, though a wonderful stage 

manager in all other respects, v^s very passive when it came to confronting people. I 

think that I put too much faith in this chain of command and the belief that the people in 
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the chain would make things right. Upon realizing that more intervention was needed, I 

should have taken action myself 

The Costume Designer, Kathryn Coleman, was a relative newcomer to the world 

of costume design. There were many conflicts between us throughout the process over 

her choices being contrary to what I had discussed with her. I think that as a newcomer 

to costuming she tried too hard sometimes to do what she wanted instead of what would 

be best for the production. It is ironic, that though I had the most conflict with the 

Costume Designer, it was her finished product which pleased me the most. I feel that she 

captured the neutrality of Martin, the transformation of May from plain to beautiful, and 

the connection of Eddie and the Old Man through use of similar colors. 

Christi Vadovic, the Lighting/Sound designer, had to wait until the set design had 

been settled on before being able to begin her own design work. She and I agreed that 

the lights outside of the motel room needed to be sinister and unwelcoming so that even 

though what was going on inside of the room would be traumatic; the outside world 

would not seem to offer any sanctuary. 

The Lighting/Sound Designer presented me with the idea of putting bug lights 

outside the motel door. When they were mounted and shown to me I was thrilled with 

the way they illuminated the inside during the darker scenes, and the overall sickly pallor 

that they created. The lights worked very well throughout the show and served their 

purpose. It was the extra touches that she threw in that really impressed me. 

At the end of the show there is an explosion. The Lighting/Sound designer 

created an image of fire and destmction that mirrored the story of the show in many 

ways. It was a gorgeous visual image. My favorite lighting effect was my idea, but the 

17 



! • : • 

Lighting/Sound Designer built it and improved upon it. I knew from the beginmng that I 

wanted a neon sign outside of the motel window that said "No Vacancy," and that the 

word "No" would flicker out at the end after Eddie has left. The Lighting/Sound 

Designer achieved this but also incorporated a constant flicker into the sign that created 

an eerie image of damage and defect that once again mirrored the people and 

relationships of the interior. 

The Lighting/Sound Designer was to include pre- and post- show music as well as 

sound effects within her sound design for the show. It was not until technical rehearsals 

that I heard the sound effects. I was very disappointed in them because they were almost 

cartoonish and seemed out of place with the atmosphere of the show, which was mostly 

realistic. The Lighting/Sound Designer admitted that her knowledge of sound design was 

very limited. Luckily Keith West, whose involvement in the show will be discussed 

below, owns a laptop and program that is designed to manipulate sound, and offered to 

help make some changes in the effects. The details of this experience will be examined a 

little later. 

I feel that even though the technical aspects were the most aggravating for me, the 

actors and the crew adapted to any and all of the problems with great grace and skill. 

They were not happy with having to deal with defective doors, the front door would not 

stay closed and the bathroom door stuck and the doorknob kept falling off. These and a 

sagging bed were a few of the repairs that never got fixed, but the actors and the crew did 

not let it interfere with the production. 

Dr. Jonathan Marks, the head of the graduate program of theatre, was my 

directing advisor for the show. Unfortunately he was also directing the mainstage show 
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The Threepenny Opera at the same time. This meant that we were both excessively busy, 

and in fact he never had the opportunity to come observe a rehearsal. I think that if I had 

made a greater effort to get his or another faculty member's input with regards to my 

problems with the technical aspects I could have improved them in some way. 

Rehearsals 

My goal as a director was first and foremost to make it an enjoyable and 

educational experience for the actors. In order to do this I tried to be as organized as 

possible so as not to waste any of their time that I knew could be used somewhere else. 

The first read-through not only helped me get a feel for the show, but it also 

alerted me to a problem that I would have to face throughout the process. Mark and 

Amber both had the tendency toward vocal monotones. The challenge to instill vocal 

variety would be a constant battle. Much of this was helped just by asking them to 

emphasize a certain word or change the intention behind a line. Sometimes, when I had a 

desired line reading in mind, I had to be creative in order to get the desired effect 

One of the things that bothers me in theatre is when anyone, even the director, 

tells the actors how to say a line. In my opinion this makes a glorified puppet out of the 

actor and takes away the joy of discovery that the actors feel when they make the 

discovery themselves. Even though it made my job more challenging, I tried to fmd 

ways to accomplish what I wanted without robbing the actors of these discoveries. 

One night Mark was having trouble with the line "Half Only half (Shepard 32) 

speaking of Eddie and May's relationship as half-brother and -sister. I was looking for an 

emphasis on the first "half as if the fact that Eddie and May are only half brother and 
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sister makes it more acceptable. When this did not work I suggested that he draw out and 

extend the word half so that the sound of it arcs from emphasis (loud) to nonchalance 

(soft). Mark thought about it for a moment and then delivered the line exactly as I 

wished. Because I was patient and discovered the best way to communicate my desire to 

the actor we both got what we wanted. 

One of my other goals was to find moments to emphasize the connection between 

the characters of the Old Man, Eddie and May. There were obvious moments where this 

was accomplished, such as when the Old Man and Eddie both take a drink at the same 

time and wipe their mouths with an identical motion. The hardest part of accomplishing 

this goal was finding opportunities for May and the Old Man to reflect the connection 

that they share even though May cannot hear or interact with him. The idea was that May 

could not hear him, yet I wanted a visual connection between them without having May 

acknowledge him in any way. 

The Old Man has a monologue where he describes a trip that he, May and her 

mother took where they encountered a large, mysterious object. This monologue occurs 

right after Eddie leaves and while May has a breakdown. Shepard gives very detailed 

directions for this breakdown: 

This action gathers force and reaches beyond itself into an agonizing 
mournful wail until her entire body is involved in the loss. Slowly, in the 
course of May's mourning, the spotlight softly rises on The Old Man and 
the stage lights decrease to half again. May stops as though she's had the 
wind knocked out of her and doubles over from the waist, holding her 
stomach with crossed arms. She makes her way around the room hugging 
the walls. She weeps silently as her face contorts into total grief Her 
knees begin to very slowly give way as she bends deeper into herself until 
finally she hits the floor in a kneeling position. Downstage of bed hugging 
the pillow. She slowly drops her head until the top of it touches the floor. 
The whole time she maintains this complete embrace of herself with 
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crossed arms as though holding the one who's gone. This entire action is 
performed as slowly as possible. She remains on her knees. Her body 
weeps. The Old Man has been telling her the story as she goes through 
this gesture. (18) 

Though not every detail was followed, the majority of them were kept and inspired us to 

add more details. It was during the blocking of this scene that some interesting 

discoveries were made. 

Robert had been delivering the monologue in a very matter-of-fact way, and I 

asked him why his character was telling this story at this particular moment. After 

talking it over I suggested that maybe the Old Man was trying to remind May of happier 

times in her moment of need, and that this was a great opportunity for another side of the 

Old Man to be shown. Even though the two characters do not interact, his influence is 

definitely felt. 

During this train of thought it occurred to me that this was the perfect moment to 

make the connection between the Old Man and May apparent. Though the motivations 

for May's actions during the breakdown are related to Eddie, they could also have a 

parallel motivation with the Old Man's words. A perfect example of this is when May 

sees Eddie's jacket hanging off the bedpost. She crawls to it and wraps it around her as if 

his arms are around her. At the same time the Old Man is speaking of her being all 

bundled up, so the action can double as her father's arms also embracing her. As I 

watched Amber wrap the jacket around herself it made me think of a straitjacket, which 

would also be appropriate for the moment. 

Rehearsals were going very well. Amber and Mark were improving in their vocal 

variety. Justice was constanfly coming up wdth different ways to play Martin, and Robert 
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was finding a variety of levels to the Old Man. It is usually at the point when things are 

going their best that things begin to unravel; I should have been prepared for something 

but nothing could have prepared me for this. 

Ten days before we opened Robert had to leave the show. Due to medical 

reasons, he had to leave the production. When Robert told me, my first reaction was 

"forget the show, are you going to be all right?" I know that as the director my priorities 

may have been skewed, but Robert was not just my actor; he was also my friend. 

My first concem was for his health, and all I could do was assure him that we 

would deal with the situation, and his only concem must be for himself After hanging 

up the phone and sitting in shock for awhile, I knew that the only person who could step 

in was the one other person I had called back for that role, Keith West. 

I saw Keith less than an hour later and he immediately agreed to help, though we 

had to get Dr. Mark's approval first, since Keith had a small role in The Threepenny 

Opera. Dr. Marks let Keith out of his commitment, and from that moment on he was a 

member of the cast of Fool for Love. 

In the midst of this entire trauma a silver lining was found. That night's schedule 

had been dedicated to work Amber and Mark's monologues. Mark's monologue dealt 

with Eddie reflecting on the first time he shared a drink with his father and the first time 

he had seen May. Mark had been putting on an acting persona where it was apparent that 

he was "acting." In other words, there was a fake quality to his work. We worked the 

monologue several times, with my emphasis being on Mark telling me the story: not to 

worry about acting, but just tell me the story. This helped a httle, but Mark was getting 

very frustrated by not being able to shake the fa9ade he was hiding behind. 
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Mark finally said that he would do it as basically as he could. He would not 

worry about "acting" or anything but being as honest and communicative as possible. He 

took a few moments to think it out, and then began. I do not think that I breathed until he 

finished. When he was done there was an energy-filled silence that was testimony to 

what he had just done. 

I had the honor of seeing the light bulb go off for him. He had that wonderful and 

rare moment of clarity when the light bulb goes off Not just for this part, but for all of 

the acting that he wdll do from now on. No matter what happens from this point on, I feel 

that I have attained my main goal of helping to educate the actor. I realize that the 

discovery was Mark's, but at least in some small way I helped to get him there. 

Mark and I talked about the breakthrough that he had just experienced. That fake 

mask that he had wom had been ripped off to expose an honesty and complexity that had 

been missing. We talked about how he could apply it to the rest of the play and how he 

would have to work to keep from backsliding into his old habits. 

This was a wonderful end to a traumatic day, and an indication of things to come. 

Once the cast was informed of Robert's condition they were concemed yet supportive of 

his need to take care of himself We talked about the fact that Keith was not replacing 

Robert but taking the role and making it his own. Everyone was very supportive and 

eager to help Keith. 

Keith's portrayal of the Old Man was different from Robert's, as was expected, 

and basically became the foundation from which a new show was built. Though many 

things remained the same, there were many new things that occurred. Keith brought out 

a more tender yet sarcastic quality to the Old Man which helped to goad Mark into some 
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angry responses. Keith uses a cane in reality and incorporated it into the show, and 

during a tense moment he prodded Mark with it and Mark responded by grabbing the 

cane in an effort to gain control, just as Eddie seeks to gain control in his relationship 

with the Old Man. Though the rest of the rehearsal process was mshed as we adapted the 

show to Keith's portrayal, it was very satisfying to watch the cast come together and 

commit themselves to making the show work. 

There was one night when I lost my temper; it was our first run through and 

Justice was hiding behind the window making faces and making the other actors break 

character. Amber and Mark were not concentrating and things proceeded to get very 

silly. At first I let it go one because it was the first time that it had ever happened and I 

thought they needed to blow off some steam. As things got out of control I called for a 

break, slammed my notebook down and left the theatre. I left because I did not want to 

yell or say anything in anger; I wanted to say what I felt logically and without emotion. 

When we retumed from break they were very quiet and I proceeded to tell them that we 

opened in less than a week and that there was no time for that degree of silliness. I gave 

them some very harsh notes and then started to lighten the mood so we could get past it 

and move on. 

The rest of the rehearsal was one of the best that we had. I do not know if it was 

because of my disciplining them or if they realized the short time left until opening night. 

I realized then that discipline needed to become a stronger focus in my directing and that 

it could be done without yelling or anger and still have a positive effect. 

Technical rehearsals rolled around, and though I was used to technical rehearsals 

being long and tedious, this one was even more so because the Lighting/Sound Designer 
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had assured me that most of the cues were abeady written which they were not. In 

addition the pre- and post-show music was non-existent. Luckily, the costumes, set and 

props had come together nicely. 

The Costume Designer, had really come through on the costumes by trial and 

error, and even added little details here and there, such as May having a little ankle 

bracelet that was reminiscent of emotional chains that bind her. Though we had our 

problems The Costume Designer gained my admiration by continuously working until 

the costumes were what I wanted. The Set Designer, had been putting in quite a bit of 

time in the last few days and had added details to the set, such as stains on the carpet, 

peeling paint and stained walls that really accomplished the hopeless, decaying feeling 

that I had hoped for. The scene shop had constructed walls that were so solid that the 

actors could be thrown against them and not damage them, there were still problems with 

the set but the walls were exactly what the production needed. When it was discovered 

that the Lighting/Sound designer, had not recorded the music for the show and that the 

sound effects would not be acceptable, I agreed to take some CD's home and come up 

with some music, and Keith, the Lighting/Sound Designer and I agreed to meet early the 

next day with his computer and sound program to correct the effects. 

The Lighting/Sound Designer admits a certain degree of ignorance when it comes 

to sound, but she never let on during production meetings that she was having any 

problems. She always assured me that things were going well. Even though it was 

frustrating for Keith and me to have to do the jobs ourselves, I hope that in some way it 

made the Lighting/Sound Designer more aware that if she needs help she should not be 

afraid to ask for it. 
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The following night of technicals was much better, and it gave the actors and me a 

better sense of the flow of the show and how it looked as a whole. Though there were 

still some rough areas that needed repetition to be smoothed over, the cast was ready to 

perform for an audience. They were very eager to share all of their work with a crowd 

and see what the response would be. 

November 2, 1998. Opening night was a thrill. I had never asked the actors to do 

warm-ups in rehearsals because they were professional enough to handle it by 

themselves, so I had not prepared a warm-up for performances because I did not want to 

impose something upon the actors that would not benefit them. We gathered in the 

theatre, and the warm-up shaped itself The actors warmed up separately in almost total 

silence. It seemed to me that they were immersing themselves in the atmosphere of the 

set. Near the end of our allotted time I quietly asked them to gather center stage with me 

and form a circle while holding hands. In that circle I said that I had been honored to 

work with each of them and that it was their show now. I left the circle and had them 

close the gap and concentrate on the whole that they had created. Each was an 

individual, yet together they created a new world. 

I sat in the audience and watched as the actors fulfilled all of my expectations and 

then some. They not only aced things that they had been having problems with, such as 

projection and vocal variation, but also discovered new levels of their characters. I could 

not have been more proud of them, and the audience seemed immersed in the world of 

the play and responded with great enthusiasm at the curtain call. 

The run of the show had its ups and downs. There were nights where some of my 

notes seemed to have been forgotten and nights where the actors were perfect. Overall I 
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was very pleased with their performances. The technical side of the show was a constant 

battle. The set always had something broken that never got fixed, and the sound effects 

and music for the show never seemed to be at the right level. The pros of the show 

greatly outweighed the cons, and the actors and crew impressed me with their 

professionalism and talent. 
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CHAPTER IV 

THE FINAL PRODUCT 

The opportunities for discussion and critique of Fool for Love consisted of 

audience response, a feedback session with the faculty and anyone else who wanted to 

attend, a review in The University Daily and feedback from members of the cast. In this 

chapter I vsdll discuss the aforementioned and also offer my thoughts on them. I have 

always been appreciative of any criticism and believe that everything can be turned into a 

learning experience for use in future projects. 

Audience Response 

I was lucky enough to get audience responses from a Principles of Acting class 

that I taught. It was a very open class, and I encouraged them to offer their honest 

opinions. Several students mentioned that Mark's breathing bothered them. It was very 

heavy and distracting. To be honest, I had not noticed this. Mark had a problem with a 

constantly runny nose that seemed to blind me to this other problem. When 1 thought 

about it I realized that they were correct. It is difficult to notice every nuance of a 

performance when you have seen it dozens of times, but this will make me more vigilant 

in the future. 

Another comment was over the way Eddie and May drank the tequila. The 

students pointed out that not enough reaction was given when drinking the liquor. I said 

that the people I knew of that were heavy drinkers seemed to drink with abnost no 
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reaction whatsoever. The students agreed, but made a valid argument when they said that 

this only occurs after many drinks, and that the characters had not given any reactions 

even on the initial drink. 

Feedback Session 

It is a common procedure for a feedback session to be held after a show has 

closed. Upon asking the Lab Theatre producer, Velicia Daniels, about why a session had 

not been scheduled I was told I had to request the session. Once I found out about this I 

asked her to schedule one because everyone involve in the show wanted an opportunity to 

hear what their peers and teachers had thought of the show. It was not until the day of the 

feedback session that any notices were posted, so the tumout was relatively small. 

Professor Seth Baumrin, Head of Acting, was the mediator of the session held on 

Monday, November 9, 1998. The session had an hour time limit, and unfortunately a 

good deal of time was spent with Professor Baumrin and me talking around one issue. It 

was obvious that he was trying to lead me in a specific direction, but unfortunately he 

wanted me to guess at that topic. I am sure it would have been interesting, but I could not 

guess at what he wanted me to say, so valuable time was wasted. Unfortunately I never 

had the opportunity, even after the session, to find out what he had wanted to discuss. 

One of the comments in the session was that the Old Man's effect on Eddie and 

May was imclear, as was his physical state. We had tried to make it clear that Eddie was 

the only character who could hear and interact with the Old Man though his influence 

was felt by all. We thought this was obvious by virtue of the fact that Eddie was the only 

one who spoke directly to the Old Man, but some people had seen May and Martin tum 
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their heads at inopportune moments, which made it seem as if they had heard him. I 

think that we could have cleaned this up and helped make the relationships among the 

characters clearer by making sure that everyone but Eddie not tum any part of their 

bodies in the direction of the Old Man, and this would have helped to define the Old 

Man's physical state. 

I liked the idea that the Old Man's physical state was ambiguous. Is he real? Is 

he Eddie's past? I liked the fact that the audience would wonder about it. Again, if his 

effect upon the other characters had been clearer, his physical state or lack thereof might 

have been more clearly defined and let the audience focus on other things. 

Another comment dealt with too much of the action taking place center stage. 

This was my first time directing in a thrust theatre, and though I did try to make the 

action accessible to the entire audience there was a tendency for almost all of the 

monologues, among other things, to take place center stage. In retrospect I should have 

found a better way to give the rest of the audience more attention so they did not feel left 

out 

Though there were many other comments, the one that I argued against was the 

statement that at the end of the play it was not clear what May chooses to do. The play 

establishes that Eddie and May's relationship is a repetitive cycle, but that May's 

attempted escape is a new twist in their history. At the end of the play Eddie leaves and 

May packs her things, starts to leave, and then picks up Eddie's jacket and leaves. I 

wanted the audience to wonder what her choice was, since she was obviously leaving yet 

she had stopped to take a reminder of Eddie with her. The audience would be forced to 

choose for themselves since a definitive ending was not provided for them. 
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Shepard seems to like ambiguous or non-existent endings; he has been quoted as 

saying "It's pretentious to give answers. Who has the answers?" (Graham 8). This 

choice seemed to unsettle some people, and I had to admit that I was happy about that. 

Instead of having the answers dealt out to them, the audience had to participate and make 

a choice. 

Cast Feedback 

I was most interested in what my cast had to say since my main goal had been to 

make the experience rewarding for them. Mark Van Fleet and Keith West had some very 

helpful comments. 

When speaking of building the character of Eddie, Mark mentions that: 

It's kind of like constmcting a building. Sandra would tell me basically 
that she wanted a tall, four-sided building and she gave me the material to 
build it with. However, she let me choose the specifics, like how many 
stories it was, the color of it, how many bathroom that could put on each 
floor, etc... .There were times when she would tell me that something 
didn't work right and then she would give me the material to fix it. 
(Appendix A: Cast Letters/Mark) 

This was great news to me. One of my main goals was to make sure that the actors made 

as many discoveries as possible without feeding it to them. Though at times it was 

fmstrating for the actors to try to achieve something I wanted without me spelling it out 

for them, their eventual realization seemed even more rewarding for them because it was 

theirs and not mine. 

Mark also said that he did not like the way I left the warm-up circle before 

performances. I thought that by doing this that I was affirming that it was their show 

now and no one else's. Mark said that he thought I had as much right to be there as 
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anyone else. I wish now that I had stayed in the circle until the end just to let them know 

that I was not abandoning them. 

Keith West, who stepped in with less than two weeks before opening night, gave 

perhaps the most objective view: 

Sandra was not intimidating as a director, rather took the role of 
facilitator. This also didn't set up pre-determined levels of expectation 
common to more traditional directing styles. It allowed each actor 
(experienced or new) to find their ovm level. This was especially 
helpful for myself, as I don't think the time constraint allowed me to 
develop my character as fully as possible. I don't think the nurturing 
style she exhibited would work with experienced actors quite as well. 
I believe they demand more of a challenge and less personal/professional 
development. In other words, these actors know what's necessary; they 
just need the chance to do it and be channeled by a central director. 
(Appendix B: Cast Letters/Keith) 

Keith is correct in that I should have been more demanding in some respects. Though 

more experienced actors may know what is necessary, that is exactly the problem. Actors 

tend to establish a pattem of rehearsal and acting style. This can make the process 

quicker, but it can also be dangerous because any pattem of behavior can easily become a 

mt. Stagnation in actors can be deadly but too little guidance can produce the same 

result. 

There were times when I should have made the actors focus more on what was 

needed for the production and not have him quite so nurturing toward them in the 

process. I think that at times I allowed the discipline needed in rehearsal to become lax. 

I was so intent on providing a relaxed and fun atmosphere that at times rehearsals took a 

back seat to fun. I should have drawn a clearer line between being their friend and being 

their director. 
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Review 

Fool for Love received a glowing review in The University Daily. Staff writer 

John Davis opened his review with "Hallelujah! Texas Tech's Laboratory Theatre has a 

hit! I can happily say that Fool for Love, directed by Sandra Swan, beats Must See TV 

hands down" (Appendix C). When speaking of Mark Van Fleet and Amber Hanson's 

portrayals of Eddie and May, Davis goes on to say, "Both actors were not just giving the 

reading, but actually feeling the meaning behind the words, then projecting it into the 

audience." 

I was ecstatic over the review, not only for my sake but also because I knew it 

would bolster the cast's egos and let them know that their work was appreciated. With 

all of these suggestions, reviews and comments rolling around in my brain, and a little 

time to sort them all out, I proceeded to evaluate the entire process and decide what had 

and had not worked. 
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CHAPTER V 

SELF-EVALUATION AND CONCLUSION 

Compared to other directing experiences that I have had. Fool for Love was a 

personal success. This was the first play that I had directed that included all of the 

technical elements; in other shows I have only had access to unit sets and very basic 

lighting and sound. I believe that my experience could have been even fuller if I had 

sought out advice from the faculty and if a written guide about the process could have 

been provided: a written guide that included checklists and reminders of things to be 

aware of in the production of a play and the thesis might have helped me to avoid some 

of the problems that I encoimtered. 

For example, if I had known that I had to request a feedback session I would have 

done it earlier so that the tumout could have been larger and more diverse. I think that it 

is taken for granted that people will tell you these things, but they do not. 

Looking back on the production itself, there is not a great deal that I would 

change. I think the one thing I would change, however, would be the depth of my 

involvement in communication along the chain of command. When I realized that things 

were not being accomplished I should have taken matters in hand and gone to whoever 

could help, whether they were in the chain of command or not. I think this could have 

eliminated many of my problems and dissatisfaction with the technical elements. 

The goal of finding common ground between the audience and the play was met 

in two ways. First, the intense nature, passion and scandal of the play made the audience 

voyeurs in a sense; "the spectators, too, are fools of desire who try to satisfy their desire 
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for the pleasure of performance" (Wilson 56). Even though they feel guilty for watching 

a sordid story that they know is violent and not politically correct, they cannot help but 

watch because of the tawdry pleasure it gives them of seeing into these characters most 

private lives. Secondly, I tried not to focus the spotlight on the subjects of incest and 

abandonment, but rather on the futility felt in a doomed relationship. A bad relationship 

is still a relationship; at least being alone is staved off Being free of the bad relationship 

would mean being alone, so instead the characters in Fool for Love stay in the safe, if 

doomed, world that they occupy. This was a concept that I felt everyone could identify 

with, the fear of being alone. Quite a few people told me that this idea was a disturbing 

one that stayed with them long after the show was over. 

My goals for the characters were definitely met. Even with a mere ten days to 

prepare, Keith West imbued the Old Man with the complexity that I had hoped for and 

the desperate need for control that helped shape the reality of his world. Mark Van Fleet 

met the challenge of making Eddie the restless cowboy who is on a never-ending quest 

for his father, a quest that drives him to and away from May. Amber Hanson brought the 

strong, fragile, sarcastic and raw qualities to May that made her a worthy adversary for 

the men trying to control her. I was most pleased with Justice Forburger's portrayal of 

Martin. Justice stmck exactly the right balance between innocence, comic relief and 

witness to the character of Martin. He took what could have been a throwaway role and 

made it an integral part of the show. 

I would not change any of my casting choices for the world. Each of the actors 

brought dedication, commitment and humor to the entire process. This merged with my 

ideal of a respectful directing style and enhanced it. I could have been stricter with them 
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and there were times when my lack of discipline was evident; but overall I believe that 

the goal of directing in a more nurturing and collaborative style was very successful. All 

of the actors contributed greatly to the show with their ideas. They worked for their 

discoveries and were rewarded by the knowledge that they were responsible for them 

I treated them with respect and I was rewarded with a cast that was more 

committed to a show than I have ever seen. Every one of them has told me what a 

wonderful experience it was both personally and professionally. By treating my actors 

with respect and the expectation for them to make their own discoveries, I made my job 

much easier. I had a cast of actors who came up with innovative ideas, and who were 

constantly looking for new ways to improve the show. 

Looking back I realize that one of my greatest mistakes was not giving the 

designers the respect and freedom that I allowed the actors. I was only familiar with 

design elements in a very limited way and to compensate I was too controlling. In the 

future I vAW try to educate myself about designing and be more understanding and 

respectful of the designers that I work with in hopes that this will make for a smoother 

production process. 

This experience has convinced me that my directing method, while definitely in 

need of fine tuning, is a method I will continue to explore. The challenge for everyone 

involved in a production using this method is equal, but so are the rewards. The director 

may have to find more inventive ways of leading the actors to a discovery, and the actors 

will have to adapt to the experience of not being puppets, but once they reach that point 

then they will ease the director's job by coming up with ideas on their own and learning 

how wonderful it feels to have that much input into a production. 
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Fool for Love was a challenge and a gift that I will always look back on with 

pride and fond memories, and I hope that my future productions will be as rewarding. 
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Finding the Script 

by. Mark Van Fleet 

Some people say that acting is reacting. Once when asked what the difference 

between acting and being is, Uta Hagen said, "acting is being and being is doing 

whatever the hell." In performing Fool for Love I tried to make Eddie as human as 

possible. Through this I felt that if I could convince myself that Eddie was real then 

others would believe me. The director, Sandra Swan, not only guided me in this process, 

but she gave me space to explore on my own. 

It's kind of like constructing a building. Sandra would tell me basically that she 

wanted a tall, four-sided building and she gave me the material to build it with. 

However, she let me choose the specifics, like how many stories it was, the color of it, 

how many bathrooms that I could put on each floor, etc... There were times when she 

would tell me that something didn't work right and then she would give me the material 

to fix it. 

Finding Eddie 

The experience that I got from Fool for Love is incredible. This play has changed 

my life forever. After doing this play I not only changed my major from 

telecommunications to theatre, but I also completely devoted my life to performing. 

Theatre is more than a major; it's a way of life. 

Each actor who gets the opportunity to play the role of Eddie will be from 

different backgrounds with varying levels of skill; with different past experiences 

influencing their character. As a result of this, each and every Eddie will be different. I 

tried my best to stay as tme to the script as possible. However, as an actor there were 
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choices to be made that only I could make. I wrote an autobiography as Eddie (about a 

page and a half long) in order to create a part for myself I did this in an attempt to make 

Eddie even more real to me. I feel that music is highly influential on people. That's why 

before most rehearsals I would try to listen to specific songs to get me into a certain 

mood. One of those songs was "Father of Mine" by Everclear. 

I also tried to use emotional recall during certain parts of the play. For example 

during the monologue at the end of the play that May had, where she was talking about 

my mother, I tried to think about the pain that I felt that I was experiencing from a broken 

relationship of three years that I had recently gotten out of At the same time, I pictured 

in my mind what May was saying. It was a kind of mixture between the two. 

At another part of the play I tried a different approach. When I had the 

monologue about walking out across the field and going to the house where May and her 

mother lived, I simply tried to picture these events as best and as vividly as I could in my 

mind as I was talking about them. 

One night, during rehearsal, Sandra was working with me on that particular 

monologue. I would say it and then Sandra would give me direction for where she 

wanted me to go with it. She told me that I have an "acting voice" and a regular "Mark 

Van Fleet voice"; she wanted me to get rid of the acting voice in an attempt to make the 

character more real, instead of just an actor playing him. When I toned it down, I had a 

breakthrough... and it was amazing. Words can't describe how incredible it was. I feel 

that rehearsal was one of the best performances of my life. Finally "less is more" made 

sense to me. 
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The Challenges 

One of the hardest things that happened to me was having one of the characters 

changed three-fourths of the way through. It wasn't anybody's fault that the person 

playing the Old Man had to leave; it was for a serious medical reason. However, it was 

difficult because I was used to acting with the one actor. We were pretty far along in the 

rehearsal process when he had to leave, so when the new actor came with his own 

interpretation of the Old Man, I had to do some serious re-adjusting. 

The new actor did a great job and it all worked out, although re-adjusting was a 

challenge. One of the things that I think I improved on the most in this show was 

listening and reacting. I listened to what the other actors were saying and tried to have a 

reaction to everything they said. Whether it was as little as raising an eyebrow or as big 

as completely crossing the stage. 

The Stage 

I love the intimacy of a lab theatre stage. It allows for the actors to bring 

everything down to a much more personal level. It's the whole "less is more" thing 

again. It's a lot easier to reach the back row when the back row is no more than twenty 

feet from you. However, performing on a lab theatre stage also requires a much higher 

level of concentration for the actors. The "fourth wall" pretty much tums into a giant 

piece of saran wrap. 

Another challenge of the stage was the fact that it was thrust stage. This was my 

first performance on a thrust and at times it was extremely difficult to "cheat out" to the 

audience when the audience was on three sides of me. Sandra did a nice job of directing 
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me on how to perform in that environment. At times she would have to get me to 

reposition my body so that it worked better. 

All in all, I felt that Fool for Love was a huge growing experience for me as an 

actor. Sandra gave me direction towards what she wanted, but she didn't just hand 

everything to me on a silver platter. At times I felt like I couldn't give Sandra what she 

wanted, but that was just me being insecure. I felt that if I could have watched a video 

tape of myself from a rehearsal that I could spot problems more specifically. However 

when I asked Sandra if we could do that she said no. She thought that I would have been 

too hard on myself, but I believe that you leam the most of what you need to work on or 

fix by simply watching yourself Other than that, I think that Sandra is a great director 

and I hope that I will someday have the opportunity to work with her again. 
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Fool for Love Evaluation Notes 

by. Keith West 

For myself. Fool for Love was an interesting experience, and may not be helpful 

for your thesis. I entered the project at a late date (10 days before opening night), and 

therefore didn't have as much time during development with the cast. However, I can 

observe various behaviors during those 10 days and throughout the performance. 

Sandra approached me for the part with a nervous tension. She seemed 

apprehensive to ask me to take the role of the Old Man, but was appreciative when I 

accepted. For the first three-four days (Thursday through Sunday), she gave me general 

ideas about the relationships between the characters, and very broad boundaries for my 

character in particular. Even though the three other cast members had been working on 

their parts for a number of weeks, she never used intimidation or overt demonstrations of 

power to coerce them. Her notes were very constmctive and never chastising (even when 

a mistake had been made more than once). 

During the last week, she allowed me to evolve the character much in my own 

way. Her comments were never particularly about actor choices or approaches, more 

suggestions for me to realize my interpretation of the character within the broad 

boundaries she gave me at the beginning. Her typical comments dealt with intensity of 

emotion ("you can make it bigger"), physical aspects ("don't pinch your face so much"), 

and relationships among characters and within the overall framework. 

One particular moment bears examination. During the last week before opening 

night, many in the cast were off. This went so far as to include obvious mugging behind 
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the set, breaking character for a laugh, and other actions I consider unprofessional. 

Sandra didn't blow up or use violent actions; she simply stopped at that point and left the 

theatre. This reinforced the disappointment in the actions more than words or a temper 

tantrum. In fact, the notes after this performance proved to be the most constmctive. I 

believe it was because the entire cast re-focused themselves on the process. 

Sandra was always positive in her support of the process, and very appreciative of 

behavior she deemed as beyond the expected (in my case with sound). With her candy 

breaks and special comments, she created a cozy atmosphere very appropriate to 

educational theatre, especially K-12 or smaller colleges with young/inexperienced casts. 

She was not intimidating as a director, rather took the role of facilitator. This also didn't 

set up pre-determined levels of expectation common to more traditional directing styles. 

It allowed each actor (experienced or new) to find their own level. This was especially 

helpful for myself, as I don't think the time constraint allowed me to develop my 

character as fully as possible. I don't think the nurturing style she exhibited would work 

with experienced actors quite as well. I believe they demand more of a challenge and 

less personal/professional development. In other words, these actors know what's 

necessary; they just need the chance to do it and be channeled by a central director. 

Overall, I think the process was successful. There seemed to be a marked sense 

of progress from the time the show was cast to the closing night among the actors. The 

process in regard to Sandra was very pleasant and constmctive. My only complaint was 

dealing with some immaturity among the younger members of the cast, and the learning 

curve delays inherent in Sandra's directing approach before these actors leamed how to 

properly behave in rehearsals. Certainly the change in cast at such a late date didn't help 
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the production, and the dynamics of the process would certainly have been different with 

the first actor cast as the Old Man. I believe he would have added a sense of maturity to 

the cast, as well as served as an excellent resource during the process. Despite this, 

Sandra did an excellent job and should consider the project a success. 
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Figure 1: Program of Fool for Love 
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Figure 1: Continued. 
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CAST 

^ f y AmberHanson 
f ^^'® Mark Van Fleet 
^ ^ ^ 1 ^ Justice Forburger 
TheOldMan Keith West 

PRODUCTION STAFF 

Lights/ Sound Laura Polcer 

Shara Schuster 
Evin Eubanks 

Sets/Props JessicaCulwell 

Wes Boyd 
Missy Holman 

RobinSmith 
Amanda Dulin 

Costumes Shelly Blacklock 

Roping Instructor Chuck Clay 

DIRECTOR'S NOTES 
How do parents affect the paths of their children? If parents live within a cycle 
of abuse, are the children condemned to repeat it? If the abuse is all they know, 
do they want to leave the only world they've ever known? Fool for Love. I 
think almost everyone can say, "Been there, done that." In happier moments the 
label of being a "fool for love" is romantic, while at other times it is a label that 
can haunt you forever. It means those who got away and lived to tell about it, 
who look back in horror at the amount of time lost in futility and the disbelief 
that they put up with it for so long. For those who haven't escaped the horror, 
fiitility and disbelief are still a prison that they can't escape. Why do people 
stay in these relationships? Is it because their parents started the abuse and 
they've remained in that prison even though the jailer may change? Or is it 
even more basic than that—are they afraid of being alone? Have these people 
been made to feel so insecure that they'd rather be with an abusive person than 
be alone? I wish I had an answer. I have a philosophy that I hope can help: If 
you aren't happy with yourself, then how can you possibly hope to make anyone 
else happy? The question is a difficult one; but hopefully the quest for the 
answer is the first step in a journey that will break the cycle of abuse forever. 

Figure 1: Continued. 
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WHO'S WHO 
E, Ryan Barbe (Stage Manager/Fight Coordinator) is a senior B.FA Acting/Directing major 
from Southlake. He has been seen in the Kentucky Cycle, Red Noses. The Imaginary Invalid, She 
Stands On Her Head, A Christmas Carol, and Every kind'a man. Fool marks his third show 
as Stage Manager, having previously stage managed Patient A and served as Production Stage 
Manager for the TTU h i ^ school theatre camp last summer. Ryan can be heard as Donald D. on 
Lone Star Radio pn 88.1 every Monday night 

Kathryn Coleman ** (Costume Designer) is b her second year at Texas Tech working on her 
Master of Fine Arts in Design. Kathryn has designed costumes for Two Rooms and lights for 
Raider Red's One-Act Spectacular. She received her undergraduate degree from Baylor 
University. She would like to thank God and her parents for everything they have given her and 
will continue to give her. 

Justice Forburger (Martin) is a sophomore Theatre Arts major from Lubbock. He has been 
involved in various community theatre productions for C AT.S. Productions, the Garza Theatre 
in Post, TX, and here at Texas Tech with Everykind 'a man. JusUce would like to thank Jerry and 
Toni Forburger for their willingness to support ah aspiring (and starving) actor. 

Amber Hanson (May), a member of Pi Beta Phi, is a sophomore Public Relations/Theatre Arts 
major from Midland, TX. Amber was a member of Midland Community Theatre's youth 
performing troupe, the Pickwick Players, for six years prior to attending Tech. Amber was last 
seen in Everykind'a man. After graduation she plans . , . actually, she just hopes to graduate 
sometime in the next four years. 

Sandra Swan • (Director) is a second year M.F A student in Acting/Directing. She was last seen 
as Sister Robert Anne in Nunsense and as the scary Polka Dot Lady in Vinegar Tom. Upon 
graduation in May, Sandra hopes to teach at the college level and work professionally. She also 
plans to win the lottery so she can support her growing slurpee habit 

Christi Vadovic •* (Lighting/Sound Designer) is a senior B.F A Design major from Houstoa 
She has been actively involvexi in TTUT as Stage Manager for The Baltimore Waltz, Lighting 
Designer for Patient A, Production Stage Manager for Raider Red's One-Act Spectacular and as 
Stage Manager for Guys and Dolls. She is looking forward to her upcoming project as Stage 
Manager for Life is a Dream. 

Mark Van Fleet ( Eddie) is a sophomore telecommunications major from Spring, TX. This is his 
first show at Tech. He attended Klein Oak High School where some of his fivoritc roles were in 
The Musical Comedy Murders of the 1940s,The Voice of the Prairie, Jabberwock, Anything 
Goes and The Glass Menagerie. 

Keith West •/•* (The Old Man), a Ph.D. student, is on leave from his feculty position at Sul Ross 
State University. Previously, his voice was heard in TTUT's Everykind'a man and he designed 
sound for The Baltimore Waltz. 

Thank You's 

The faculty of Texas Tech University Department of Theatre and Dance, Chuck 
Clay, Charles Vadovic, Robert Wemsman, the inventor of the slurpee, my family, 
and Ryan Ingrim. 

This production is dedicated to Robert Wemsman, who went above and beyond the 
old adage of "suffering for your art." His friendship and laughter inspire us daily. 

• Member of Alpha Psi Omega 
••Member of USITT 

Figure 1: Continued. 
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Now on stage 

A-J Photo/James Granger 

May (played by Amber Hanson), left, tries to stop Martin (Justice Forburger) from 
punching out Eddie (Mark Van Fleet) In a scene from Sam Shepard's volatile 1983 
drama "Fool for Love," opening a one-week run under Sandra Swan's direction on Nov. 
2 at Texas Tech's Lab Theatre. Call 742-3603 for reservations. 

Figure 2: Lubbock Avalanche-Journal AiiicXQ, October 25, 1998. 
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"77715 play -was Shepard's first attempt at creating a strong and complex 

female role. He only had to rewrite it sixteen r:m«. "-Sandra Swan, Direaor 

Sam Shepard's study of forbidden passion in "Fool For 
Love" invites us to join the strange interlude between two 
lovers, Eddie and May in the November presentation on 

Tech's Lab Theatre stage. 
This sometimes stunning play tells the tale of the de

structive relationship between two characters who can't seem to 
live with or without each other, appropriate material for 
Lubbock's alternative theatre. Despite the untenable circum
stances Shepard gives Eddie and May, something always leads 
them back together. May's decision to leave Eddie for good is 
the stepping stone of the journey. 

Directed by graduate student Sandra Swan, "Fool For 
Love" opens November 2 and plays through November 8 in the 
intimate 99-seat Lab Theatre. 

"I've desperately wanted to direct this play since I stud
ied it for a class," Swan says. 

"This play was Shepard's first attempt at creating a 
strong and complex female role. He only had to rewrite it six
teen times." Swan has her reasons for choosing "Fool for Love" 
as her thesis production. 

"It's relentless. It's full of strong emotions, images 

-r^ 

and actions that the audience can relate to. This show traps 
May and Eddie in a prison of their own making, and it takes the 
audience in, too." Swan believes that Shepard's play gives the 
actors, as well as the audience, room to draw their own conclu
sions. 

"Shepard gives you a frame to work from," she says, 
"but he doesn't hand it to you on a silver platter. His writing is 
so passionate and deep that he inspired me to go further than 
what he's written." 

Swan feels her own identification with the playwright. 
" 1 feel we are much alike in the sense that we want to 

tell a story not only through language but also through symbols 
and images," she says. 

As the basis for her thesis at Texas Tech, Swan says 
her research into "Fool for Love" has been immense and her 
findings vast It has led her to look at "the comparison of Sam 
Shepard to Eddie and how Shepard's familial relationships mir
ror some aspects in the play." 

Swan is focusing her work on how the production af
fects the actors. She will study decisions they make as actors, 
their exploration into the piece and how they can relate to the 
characters. 

"The actors are very open minded and full of questions," 
Swan says. 

"Although this play has shocking elements like lan
guage and the question of incest, hopefully the audience is draw n 
to it because the emotions are so real and they will identify with 
May and Eddie." 

Especially suited to the Lab Theatre, "the intimacy of 
the theatre enhances the inescapable quality of the piece. Shepard 
is incredible at enhancing details, and now I'm making my own 
discoveries to enhance this production - such as the use of light
ing and colors for the stage and costumes." 

On that stage. Swan hopes to have a decaying, uninvit
ing motel room full of earth tones that reflect the prevalent theme 
of the West found in most of Shepard's work. The director hopes 
to create a quality of realism in visual elements that will comple
ment the intense action of the play, where the actors will liter
ally be bouncing off the walls in a confined space. 

Swan believes the play will leave the audience wondering. 
"Do you try to make your own destiny or do you give in 

to the fight against fate?" With Shepard, each audience member 
is likely to walk away with something different. 

Texas Tech University Lab Theatre. 742-2603: Nov2-7 Spm; 
Nov 8. 2 pm: 742-3603 for ticket information 

Figure 3: Lubbock Magazine Article, November 1998. 
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Lab Play Explores Forbidden Love 

ntiiy, I'liiyed 
hy Aitibcr 
Hinison, tries 
to stop ii/if;lit 
hctiiveii 
Martin (Justin 
J. Forurncr } 
unit Eddie ( 
Mark {•'an 
Fleet) in the 
TTU l.ah 
Theatre 
production of 
Sam 

Shepard's 
" Fool for 
l.ovc". 

S;im Sl)cpnrd"s Fool for Love cnl.inglcs 
llic audience in (lie slr.ingc inlcrludc bcluccn 
tuo lovers. Eddie and Ma>. in llic November 
Lab Theatre produclion. 

This slunning play lakes us on a jour-
nc\ ordcslrijclion in (he Incestuous relation
ship between a hnlT brother and sister. Al-
Ihougli Tathcred by (he same man. Eddie and 
May can't dispel the passioiialc connection 
they share. Their Tcelings tear them apart 
but always bring them crashing together 
again in a cra/cd whirlwind oriovc. hate and 
guill. The lime has con>c Tor May lo make 
her final allcmpi to sever their relationship 
forever. Will it happen? Can this sinful love 
come 10 an end? Only Eddie and May '.̂ jin 
answer thai. 

Directed b\ graduate student Sandra 
Swan. I'DOI for lnvc opens November 2 and 
plavs through Noveinlicr X in Tech's alter
native VV-scat Lab Theatre. 

• Ive dcs|x:ralel.v v\anted lo direcl this 
plav since I studied it Tora class.'Svvansavs 

"Shepard's work inspires me to lake 
my own v\ork to a dincrenl level. His writ
ing is so intense that I feel a deep connec-
lion lo this playvxright." 

Swan's reasons for choosing Fool for 
Love as her thesis production are passionate 
and intellectual. 

"This play is relentless. It is full of 
strong emotions, images and actions that the 
audience can relate to. This show traps the 
audience into a prison that May and Eddie 
have created." 

As the basis for her thesis at Texas 
Tech. Swan s;iv s her research ofSam Shepard 
had been ovcnvhelming with delicious in
formation on both Shepard and his plays, 
pariticniarly Fool for Low. It ama/cd her 
lo drav\ the conneclion belwccii Sam Shepard 
and Eddie. 

"Tlic comparison bcrwixn Shepard and 
Eddie and how Slicpard's familial relation
ships mirror some aspects of the play is al-
niosl shocking." Swan reveals. 

This play was Shepard's first attempt 
al crcalini^; a strong and complex female 
lolc " Swan believes Shepard's play gives 
the actors, as well .is audience, room to ex
plore and draw llicir own contliisions 
Shepaid gives voii a lianit to work from. 

but he doesn't hand it to you on a silver plat
ter." She says. 

Part of her thesis work is to study the 
cQ'ecIs of the produclion on the actors. She 
w ill study their process ofe.xploration. deci
sion making and the growih of the actor as 
well as the growih of the characters. 

"The growth and expansion of an 
actor's ability should happen in educational 
thealrc. ader all that is v\hy vvc arc here, lo 
learn." SwTin states. 

"These actors are very open minded 
and full of quesilons." 

Other characters in the show include 
The Old Man. who the audience comes lo 
discover has his own conneclion with the 
half-brother and sister. 

"This chanictcr is an intricate pan of 
the plot because lie acts as a slorv teller 
throughout the show. He is the constaiil rc-
iniiider of who Eddie and May rcallv are." 
Swan continues. 

"Then we have Martin, who becomes 
a pawn for both May and Eddie. Martin Is 
an innocent man. who Eddie and May use 
against each other. He allows the audience 
lo empathi/e with him." 

Fitting for this production, "the inti
macy of the L.ib Theatre enhances the ines
capable quality oflhc pieces. Shepard is in
credible al enhancing details, and now I'm 
making mv own discoveries to enhance this 
produclion—such as the use of lighting and 
colors for the stage and costumes." Swan 
says. 

Swan hopes to Iransfonn the stage Into 
a decaying, uninviting motel rooin full of 
earth tones that reflect the prevalent llicinc 
oflhc West in most of Shepard's work. With 
the visual elements to coinplenieni Ihc in-
lensc action of Ihc plav. the director hopes lo 
create a realistic cnvironnienl for the audi
ence as the aclors will literally be bouncing 
ofT Ihc walls in the Lab Tlicalre's confined 
space. 

Sw^n believes the play will cliallcnge 
the audience to ask questions. 

"Do you lf> to make vour own destiny 
or do vou give in lo the fighl ag.iiiiM fate '' 

With Shepard. each audience member 

Is likclv to walk .lu.'.v wilh soniclliing dif-

fereiil 

Figure 4: Caprock Sun Article, November 1998. 
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Lab Theatre to stage 
tragedy 'Fool for Love' 

"Fool for Love," a tragedy by 
Sam Shepard, will be staged at 8 
p.m. Monday through Saturday, 
and at 2 p.m. on Nov. 8, at Texas 
Tech's Lab Theatre. 

Direction is by Sandra Swan. 
• Reserved-seat tickets are 
priced at $8 for the general pub
lic and $5 for Tech students. Call 
742-3603 for reservations. 

The much performed, contro
versial play studies the destruc
tive, incestuous relationship 
'between a half brother and sis
ter. Although fathered by the 
same man, Eddie and May share 
a passionate connection. 

Their feelings tear them 
apart, but then reunite them in a 
whirlwind of love, hate and guilt. 

"I've desperately wanted to 

direct this play since I studied it 
for a class," said Swan, a Tech 
theater graduate student. 
"Shepard's work inspires me to 
take my own work to a different 
level. His writing is so intense 
that I feel a deep connection. 

This play is relentless. It is 
full of strong emotions, images 
and actions. This show traps the 
audience into a prison that May 
and Eddie created." 

Swan has researched Shepard 
and his works for her thesis, and 
finds a connection between the 
playwright and Eddie. "The com
parison between Shepard and 
Eddie, and how Shepard's famil
ial relationship mirror some 
aspects of the play, is almost 
shocking," she said. 

Figure 5: Lubbock Avalanche-Journal Ai\ic\Q, November 1,1998. 
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Tech piay 
opens tonight 
By John Davis 
StaffWriter 

"Fool For Love," the award-winning 
play by Sam Shepard will open tonight 
in the Texas Tech Laboratory. 

Sandra Swan, director of the show 
and theatre graduate student, said the 
show is about an intense love/hate rela
tionship between Eddie, played by Mark 
Van Fleet, and May, played Amber 
Hanson. 

"They have been lovers for 15 years," 
Swan said. "Unfortunately, it has not 
been the best relationship because it 
truly is one of those situations where 
they can't live with or without each 
other." 

"Even though it's as bad a relation
ship as it could be, she gives as good as 
she gets. It's just such a relentless show,". 
said Swan. "I thought the question of'if 
you've been in a destrucdve situation, 
can you break free' was interesting." 

Swan said theactionstartswhenMay 
has had enough of the abusive relation
ship, and decides to break free and set 
up a date with Martin, played by Justice 
Forburger. Throughout the show, Swan 
said there is a character named Old 
Man, "and throughout the show, the old 
man reveals secrets about the other 
people, and they are not nice secrets." 

"Fool For Love" opens at 8 p.m from 
Nov. 2 through 7, and 2 p.m Nov. 8 in the 
Laboratory Theatre. Tickets are $8 for 
adults, S5 with a Tech ID. Reservations 
can be made by credit card only by call
ing 742-3603. 

Figure 6: The University Daily, ^ovQmhQi 2,1998. 
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APPENDIX D 

PHOTOGRAPHS FROM FOOL FOR LOVE 
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Figure 8: Fool for Love cast. Clockwise from upper left: Mark Van Fleet, Justice 
Forburger, Keith West and Amber Hanson. 
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Figure 9: Hanging on. Mark Van Fleet and Amber Hanson. 
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Figure 10: Male bonding. Clockwise from left: Keith West, Mark Van Fleet and Justice 
Forburger. 
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Figure 11: A father and daughter moment. Keith West and Amber Hanson. 
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Figure 12: Temptation. Mark Van Fleet and Amber Hanson. 
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Figure 13: The long goodbye. Left to right: Keith West, Justice Forburger, Mark Van 
Fleet and Amber Hanson. 
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