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PREFACE 

"A good man is hard to find." In this present age of 

equality and genderless titles, perhaps even a man—old-

fashioned and defined—is hard to find. The role of man 

is fragile in the 1980s. Boy George dresses like a girl. 

Eurithmic lead, Annie Lenox, dresses to be androgynous. 

The sexes wear one another's clothes, share makeup, pay 

for their own dates, and become liberated. Sexuality, too, 

has come into revolution, as homosexuality is openly dis

cussed on television, in the media, in day-to-day activity. 

Gay activist groups lobby for equal rights. Our court 

system reinterprets sexual discrimination. Our panic over 

AIDS quickens pulses among homosexual and heterosexual 

persons alike. The social and sexual roles have been lost, 

with no clear view of redefinition in the future. The 

youth of today greatly suffers this lack of definition. 

The director chose the play. Tea and Sympathy, by 

Robert Anderson, for production because of its demand to 

reexamine the definition of masculinity and for its dra

matic possibilities with simultaneous action. The problem 

in directing the script seemed to lie in the need to cre

ate a contemporary environment for a 1950s issue piece. 

Thus, emphasis was placed in the definition of masculinity 

as a subject and not in the issue of homosexuality. 
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The play's debate over such a definition is two-sided. 

Is masculinity proven by a crew cut and "swagger and swear

ing and mountain climbing?" Does homosexuality show itself 

through modesty and the enjoyment of "long hair music?" 

Bill and Herb's definition of manhood was not shared by 

Laura, and indeed the men in the play continually pointed 

up the female inability to understand the issue: "But a 

man knows a queer when he sees one." Laura, however, was 

equally adamant about the lack of comprehension, saying, 

"You men think you can decide on who is a man, when only 

a woman can really know." Not only was it an issue of homo

sexuality versus heterosexuality, but it was an issue of 

blatant "machoness" versus sensitivity, and even male 

versus female. 

Simultaneous action helped establish these dualities 

by placing them side by side for contrast and comparison. 

The audience merges the two into a single definition. 

Tom Lee is a real human being, caught in the contra

diction of "no longer a boy, not yet a man" and cannot 

find his definition. Some men have learned it is wrong 

to cry. Some have learned it is not. The Marlborough Man 

of the 1950s does not exist today. Perhaps a Tom Lee in 

the 1980s is faced with the larger crisis. The production 

purposely strove to downplay the period and to create a 

timelessness of relevancy. It created a moment of reality, 

V 



through laughter and tears, and presented a chance to 

reexamine the stereotype. Tea and Sympathy allows a 

moment to discover the real human within each of our 

beings. 
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CHAPTER I 

INTRODUCTION: SIMULTANEOUS ACTION 

IN TEA AND SYMPATHY 

Simultaneous staging is not new or unique. It was 

common practice in English medieval plays and has been 

utilized in such modern productions as The Good Woman of 

Setzuan and Elia Kazan's Death of a Salesman; and yet the 

means behind the success of stage duality has been neg

lected as a principle in its own right. The method of 

simultaneous action (SA) was used in this director's pro

duction of Tea and Sympathy by Robert Anderson. This 

script allowed the possibility through its duality of 

opinion and split setting. Within its structure it also 

allowed an exploration of SA as a process. A workshop 

group of four actors then worked on key areas to further 

test the principle once the production itself was over. 

Simultaneity is not new as a theme. In The Dimen

sional Structure of Time, with the Drama and its Timing, 

Irvin Morgenstern states. 

Your time is your possession while my time is 
mine, while yet both times are coexistant mag
nitudes within our wide-embracing body of time 
. . . Your time will touch and influence mine 
at many points, and scores on scores of other 
men's times as well . . . Simultaneity is its 
accepted norm, coexistance an essential exten
sion. -*-



Time frames the merging of one event with others, and 

then shows the emergence of a different changed event. SA 

manipulates stage time by taking two distinct happenings 

and playing them concurrently. Whether these happenings 

are two scenes, author images, or director images, the 

duality allows the play to emerge with a heightened aware

ness for actor and audience. 

SA was demonstrated in Tea and Sympathy via non-

scripted appearances of characters on stage. If Laura was 

being described in the dialogue, she was on stage in the 

secondary scene doing something that directly related back 

to the character speaking in the primary scene—folding 

Tom's raincoat or repairing travel brochures ruined by 

Bill. Referring back to Death of a Salesman in their book 

Creative Play Direction, Robert Cohen and John Harrop 

state. 

The simultaneous set . . . allowed Willy to 
putter about the kitchen while his sons talked 
about him above; it gave the play a cohesive 
style which undoubtedly added to its success.^ 

Robert Anderson says little to suggest his intended 

use of SA. The first page of stage direction, however, 

clearly shows the definite need: 

(Upstairs in his room, Tom Lee is sitting on 
his bed playing the guitar and singing softly 
and casually the plantive song, "The Joys of 
Love" . . . seated in the study listening to 
the singing are Laura Reynolds and Lilly 
Sears . . .)^ 



Already the structure for SA has been established by the 

author to be carried throughout a production. These are 

two distinct scenes in different rooms which reinforce 

one another. As the first scene progresses in the study 

between Laura and Lilly, Tom's action in his room con

tinues. While the director chose to make Tom's movement 

smaller and slower, it provided secondary focus—running 

verification of the spoken word. The images projected via 

the script and actresses merged with the image of Tom to 

demonstrate tight, cohesive style. "Simultaneous sets 

. . . allow 'dormant' characters to remain on stage, their 
4 

mute behavior observable by the audience . . . " Lilly 

spoke of Tom's singing, and he was seen and heard singing. 

Anderson's stage directions continue the duality of 

scenes throughout the script, though mainly at act and 

scene openers. It was left to the actors and director to 

explore SA as a means of internal duality. SA in Tea and 

Sympathy opened door after door to the visible inner-

workings of the Reynolds' house. Its texturing of images 

gave audience and actor alike a visual knowledge of how 

events (scenes) affected these characters in the quiet 

behind-doors times when guards were down and the interiors 

show. The script allowed two scenes to coexist on the 

stage. SA is a means of stage direction that illustrates 

the unspoken and the unseen through stage duality. It was 

the directorial method in Tea and Sympathy. 



CHAPTER II 

ACTOR AND DIRECTOR CHOICES 

Merging Scripted Scenes 

Simultaneous action occurs simply by showing two 

distinct motivations/actions at once. To intensify its 

dramatic possibilities at varying points, the director 

took two scenes and mixed the lines into one. In this 

way two vocal, as well as visual, scenes exist. The 

first introduction of the other boys in the house was 

imposed on the Harris/Tom scene. Both Act I scenes deal 

with the same event and offer relatively little new in

formation as independent units. The merging of lines 

creates a circular commentary that increased the momentum 

of the scene. Both separate scenes are short and hardly 

get a flow established before they are over. By combin

ing them, a scene which could build to a stronger impact 

was created (see appendix A). In her book Rhythm in Drama, 

Kathleen George offers a similar solution: "Speaker pat

terning provides a bigger rhythmic sweep." "Rhythm is a 
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whole pattern of organization." 

The major directorial problem encountered with re

arranging lines was what to do with the actor forced to 

pause mid-conversation for the other scene's dialogue. 

Not wanting to create a stagnation in the action or to have 



one scene serve as narration to the other, several choices 

were open: freezing, continuing with overlapping lines, or 

"the stall." Freezing tends to attract attention to its 

oddity when played against the moving scene. The audience 

must then distance itself to ask what, why, and when will 

the actor move. SA is meant to further, not draw away, 

the audience's involvement; thus, freezing was not used. 

An overlapping continuation can become a test of 

actor wills—who will endure and be heard. It also becomes 

for long periods of time, busy. The audience is pushed to 

follow one scene at the expense of tuning out the other. 

It may even dismiss the entire experience until an "easier" 

level to follow is reached. This, too, is a direct anti

thesis of SA. 

For Tea and Sympathy, the director chose to stall the 

action between dialogue exchanges. Webster defines a stall 

as keeping "a given situation going by some trick until 
7 

relief or change can be effected." The actor portraying 

Harris paced, as he had developed this as a character 

habit. The boys huddled in secret conversation, and the 

clearly heard lines appeared to be merely pieces of the 

whole. 

Working on this idea of leap-frog conversation with 

the workshop actors, it seemed that the stall could prove 

an electric moment of audience anticipation. The pattern

ing quickened the build of tension, while signaling an 



actual clock-time delay. George states, "The scheme of 

8 inclusion is an element in the overall strategy of delay." 

Teasing the audience along and whetting their appetite, as 

it were, for the release of the scene was the result. Re

petitive lines, such as Harris' "Why didn't you keep your 
9 

mouth shut?" paired with Al's "You want Mrs. Reynolds to 

hear you?" worked to emphasize a single thought within 

two coexistent scenes. The result was the increased 

desire to hear and to know what the characters are hesi

tating to tell. 

Likewise, the actors experienced an electric antici

pation for the cue to continue. A flow, once established, 

would be stalled, or better yet, would experience a cessa

tion of verbal action and would be required to resume at 

a matching pitch and intensity. Matching these vocal qual

ities was very important for the continuity of thought. 

One actor commented, "You never really stopped." Indeed, 

one cannot and succeed. 

Looking at the set design provided by the acting edi

tion, it appears there was enough floor space in the 

original production for Harris to finish his scene and 

take a cross before encountering the boys. The set for 

this production was too small for this action to occur and 

successfully complete the boy's dialogue before meeting 

Harris. Thus, simultaneity accomplished a furthering of 

action as well as solving a logistic spacing problem. 



The rearrangement of lines was used in a lesser degree 

in other parts of the script as a way of keeping a direct 

relationship between primary and secondary scenes for the 

audience. The workshop actors discovered the audience 

could follow two distinct conversations that are broken 

up even line by line, if there is a common theme and/or 

referral to the other conversation. For example, if the 

two conversations compare reactions to a single event as 

in the case previously discussed, one does not get lost 

in the struggle to keep up with the actors' line of thought. 

Likewise, if Laura and Lilly are talking about Tom in the 

primary scene, his vocal interaction as SA (the singing) 

is acceptable. 

Still another way of rearranging scripted lines is 

to hold the tag of one scene until the next is already 

underway. Again, this keeps the audience on task to be 

aware, consciously or not, of the secondary scene. Vocal 

action draws attention and demands "Look at me I" To 

emphasize the effect of Harris' appearance and the boys' 

ribbing as well as what is to come in regard to Bill, the 

last two lines of Tom and Al (from the boys' scene pre

viously discussed) were held, and imposed into the first 

Bill scene. As we hear Bill discuss with a student the 

upcoming outing, from the secondary scene is heard: 

Al: You all right? 
Tom: Sure.-̂ -̂  
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Short, quick and powerful in image, these lines established 

for the audience the care Al later discusses for Tom. As 

a character, Bill is not aware of the painful scene that 

has just occurred. By placing this mountain climbing 

exchange of Bill's in direct relationship to a concerned 

question by Al, the beginnings of contrast are shown. The 

audience sees true concern over the accusations versus 

callousness, all at once. 

This director chose to add nonscripted lines in Act .11, 

scene 2, to create a secondary simultaneous scene that oc

curs in Tom's mind. Following the climax of the Tom and 

Laura scene, Tom rushes out with Laura calling his name 

after him. The director furthered this image by catching 

Tom in a spectrum of voices, all calling his name and cer

tain judgmental lines that had been heard previously. 

Following a circular pattern, the actors stepped into the 

shadows of the stage and began calling "Tom," gradually 

gaining speed and intensity until all were speaking and the 

scene had nowhere to go vocally. It then crashed to si

lence, and Phil entered, speaking to Tom forcing him back 

to reality. Meanwhile through the calling, Laura, still 

in the primary scene, was left calling "Tom" in the pattern. 

Here the merging of primary and secondary (simultaneous) 

vocal scenes was complete. The two scenes pushed a common 

action, commented on one another, and added to the theatri

cality of the moment. It would not have been successful 
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if the connection with the primary scene (Laura's vocal 

inclusion) had been broken, and verifies the point SA 

cannot occur independently. The script must exist as the 

place to start from and the place to return to. 

SA as a Means of Furthering 
Characterization 

One of the greatest actor bonuses from SA is that 

means of broadening the characters' development. Due to 

the fact the characters are on stage at moments not demanded 

by the script, the characters encounter circumstances they 

would not otherwise. The actors are forced to maintain 

the character in moments of verbal silence. These quiet 

moments can usually provide the observer more character 

information than can their dialogue, as reflected in the 

onslaught of body-language literature. 

While one may argue that a goodly portion of this 

discovery occurs with the frame of actor homework, some 

of the discovery does not. Consider the impetus that would 

have been created had the Greeks committed their acts of 

violence on stage and continued the action from that point. 

This clear presentation of action might have offered 

greater momentum for the moment, as opposed to the narra

tion of off stage action. SA should not deny the poetic 

images in the language by their embodiment but merely 

swing open the action of the play through a duality of 
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images. The workshop actors agreed with this enriching 

element to their character lives: "Strong awareness of 

'rest of room'; she does this all the time." Yet another 

said, "As a young actor, I have trouble developing a 

character. That helped me." 

SA provides the actor more constant work with more of 

a throughline as opposed to the moment-by-moment work of 

characters that frequently enter and exit the stage. In 

Acts I and II, Tom begins on stage and never leaves, 

despite the fact that his scenes end. Laura often remained 

on stage, and other characters did so to lesser degrees. 

To whatever extent, SA demands the actor's responsibility 

of keeping activities related and attentive. Even when 

slow, it is exact, and the actor must be complete and con

fident enough in his characterization to handle activity 

not outlined by the author. 

Directorial Choices in SA 

Various decisions come into play when using SA. First 

is simply a choice of if and when to use it. Does the 

script provide the complete picture? Would a secondary 

image limit the script's potential image? Would it weaken 

by splitting focus? Does SA clarify, intensify and elec

trify? Granted, it can not (and probably should not) be 

used all the time. Certain authors and certain scenes do 

not provide a way into duality. SA would most likely lose 
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some of its impact if used non-stop; it is not desirable 

sometimes. One place this director chose not to use SA 

was in Act II during the Al and Tom scene, pp. 48-53. 

While Laura could have been in the study, her placement 

would not have been complimentary. The boys' scene was 

light, and the director wanted a single focus to it. Dur

ing Act I, however, Laura stays on stage as the secondary 

focus to the Herb/Tom scene, pp. 34-39. Laura tapes to

gether the torn travel brochures while Herb questions Tom 

about his torn reputation. Both deal with rejection: 

Laura from Bill and Tom from Herb. Laura will remain 

seated and keep movement to a minimum until attention 

swings to her. At Tom's line, "But the fellows are going 

12 to think that I'm—and Mrs. Reynolds?" Laura stands 

and repeats a movement pattern similar to one she completed 

earlier with Bill when discussing Tom's suspected homosex

uality. While Laura and Tom do not see one another, their 

focus relays attention back and forth, strengthening the 

audience's perception of their relationship. 

This same layering will occur later when dealing with 

props between Tom and Laura. In Act I, Bill mentions a 

book of poetry Laura wants. At the opening of Act II, 

Laura underscores discussion of Tom between Al and Ralph 

as she unwraps the gift of that same book of poetry from 

Tom. Later in the act, when Bill discovers that Tom has 
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already given Laura the book with which he thought he 

would surprise her. Bill tears up the copies and throws 

them into the fireplace. After Bill leaves the stage, 

Laura retrieves the torn book and grieves over it. It 

appears that she is grieving over Tom more than the book. 

A raincoat also becomes symbolic of Tom through 

Laura's handling of it in secondary scenes. They discuss 

"polo coats" in Act II, scene 2, just prior to the break

ing point of Tom. Laura will hold it close after he leaves 

and Bill enters, contrasting the physical closeness of the 

two men. In the final scene she lays it gently on the bed, 

as she probably does with Tom after the lights have gone 

out. 

SA works very strongly when placed into a physical 

relationship with the primary scene. At the close of 

Act I, Tom is forced to call the director of the school 

play and withdraw. The character of Al was placed in SA 

at the doorway to the study, overhearing this conversation. 

Al's reactions to Tom's situation could then be viewed by 

the audience and strengthened for the actor, to be expanded 

upon later in the show. 

This notion introduces an odd predicament. In simul

taneous arrangements the actor is hearing and seeing things 

on the stage that his character is not, and acting accord

ing to what he is not seeing and not hearing as punctua

tion! The interplay between the scripted primary character 
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and the SA secondary character is a rich one deserving of 

pursuit. While simultaneous characters directly affect 

the audience's perception of the play, the simultaneous 

character also affects the actor's awareness. This is the 

paradox of actor as character as actor. 

As the actor in a primary scene becomes more static, 

the audience compensates, becoming more active with antici

pation of action. In other words, from their more passive 

observing situation, the spectators' energy increases to 

adjust the physical lack of actor energy. If two people, 

the primary and secondary actors, both go to a virtual 

freeze, the audience will bounce its attention from one 

to the other, seeing if and when someone will move. A 

directorial decision with SA is "How much motion (physical 

activity) is required to maintain simultaneity?" 

This possibility goes back to the questions raised 

regarding the freeze and simultaneous conversation in 

rearranging lines. 

How clear or perceptible do the changes in the 
art object have to be? Second, how awake or 
conscious of them does the audience have to be? 
The only sensible answer is that we can not know 
where stimulation ends, we can not know how we 
know some things, we do not know how much we per
ceive subconsciously.-'-^ 

The maxim 'less is more' could invalidate the simul

taneous scene altogether, yet slow, minimal movement was 

the key to Tea and Sympathy's SA. Polarity movements work 
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well (one stands as one sits; one crosses downstage while 

one crosses up) as did SA restricted to just the upstage 

area. One workshop actor remarked that the "upstage (is) 

freer . . . (and) not distracting to the other actors," 

as well as not demanding immediate audience attention via 

close focal proximities. 



CHAPTER III 

TECHNICAL ELEMENTS AND 

SIMULTANEOUS ACTION 

Audibles as Simultaneity 

If one were to further the idea that overlapping 

dialogue is too much for the observer's ear, the limits 

and uses of music and other audibles as SA must be ex

plored. In her book Feeling and Form, Susanne Langer 

states, "Music is a symbolic presentation of the highest 

organic response, the emotional life of human beings." 

Most of modern society is acquainted with the use of 

background music in movies, television, and on stage. 

According to Langer, it is an emotional and symbolic 

parallel of human response. The music in a Hitchcock 

thriller acts on the audience almost unconsciously, 

building them to an anticipatory frenzy just as the 

film's climax occurs. The music is on the fringe of 

their awareness, but only for as long as the music matches 

the action of the film. If the two actions, visual and 

aural, fall "out of sync," the music becomes obtrusive. 

Music compliments dramatic action. 

Music is probably the oldest form of simultaneity in 

dramatic action, dating back to the Greek chorus. 

In the beginning, the musical accompaniment 
was probably subordinated to insure that the 

15 
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words would be understood . . . The Greeks 
believed that music had ethical qualities. 
This suggests that they associated particular 
kinds of music with particular emotions or 
ideas.-'-"' 

^o^ Tea and Sympathy, the director chose the soundtrack 

music to the film A Patch of Blue. It had a melancholic, 

misty-memory quality to it, with a simple four note recur

ring pattern. This pattern was played by a solo piano, 

and its repetitions sound slightly nostalgic. Except for 

bridges between acts and scenes, the music underscored 

only Tom's and Laura's scenes. The varying movements were 

chosen based on tempo, intensity, and dramatic line. The 

actors were then acquainted with the melodies and choreo

graphed to the piece. This process is opposite to film 

sequencing but produced the same punctuating effects. 

Silence must also be considered as a kind of music. 

The absence of sound can be just as powerful as a vocal 

scream or an orchestral climax. During Act III, when Bill 

finally confronts Tom with the accusation of homosexuality, 

the director chose to underscore the scene with silence. 

Imploring the image of a circling bird about to attack 

its prey, the actor playing Bill was instructed to pause 

twenty counts prior to delivering nearly all of his lines. 

The actor playing Tom was instructed to pick up his cues 

immediately. If for some reason either actor had the 

slightest break before a cue that had not been previously 
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tagged to hold, the full twenty count had to be used. The 

actors had great difficulty holding for such a lengthy 

pause, yet acknowledged the attacking sensation felt with 

each delivered line. The scene was about attack, and the 

result was a sharp, tense exchange that achieved exactly 

what it needed. This timing was carried into the scene's 

performance. 

Sounds, also, can serve as simultaneous image makers. 

A conventional thunderstorm sound effect was used in 

Act II, scene 2, to underscore the transition and set up 

future references to rain. How often do directors use 

sound effects as the secondary image of simultaneity? 

The most powerful 'sound' of Tea and Sympathy was that 

sound of the slide lock on Tom's bedroom door. By nature, 

locks can symbolize the admittance and barring of others, 

isolation, and fright. Tom's lock was used by various 

people with unique intentions and sound patterns: 

- Act I, Harris locks the door to keep others 
out and from hearing; a sharp, harsh sound 
as he violently threw the lockl^ 

- Act III, Tom locks the other boys out to 
avoid further ridicule, and, at hearing 
his father's calling he tentatively un
locks and locks back; an empty, slow 
sound with end force^^ 

- Act III, Laura locks the door before she 
offers herself to Tom, likewise, Tom knows 
she has not left at the sound of the lock; 
a soft, gentle sound^^ 
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The lock eventually became symbolic of Tom's place in 

the school's society. Used only at certain key points, 

the sound as a simultaneous element kept Tom actively in 

scenes, even when he was passive or not scripted in. 

The workshop actors worked to test the boundaries of 

sound as SA. For example, if the script talked of parades 

and trains, the actors not speaking lines created audibly 

the parades and passing trains. Too, they broke conversa

tions down to word-by-word exchange elements to test how far 

mixing dialogues can go before losing audience and actor 

comprehension. It was discovered that the sound became too 

simplistic near the end, especially in relationship to 

sound effects. It seemed as though they were creating oral 

interpretation, radio drama, or theatre for the blind. To 

place primary focus on what is heard as opposed to what is 

seen did not work nearly as well as a means of SA. The key 

seems to lie with editing and emphasis, just as it did in 

physical SA. Duality in moderation for the best result 

still held true. As the workshop actors stated, excessive 

simultaneous sound "breaks concentration" and "seems to make 

my inflections less because I . . . can't be as subtle." 

The Physical Set and SA 

A strong and supportive set will provide the frame 

in which the theatre performing artists' work will show. 
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A set suggests movement patterns and an inherent rhythm. 

Adolphe Appia called his scenic designs "Rhythmic 

19 
Spaces." George continues this thought: 

Visual irony over time is rhythm. Miller's 
Death of a Salesman moves us through parts 
of Willie's house, from inside of the house 
to the outside world, and from the real world 
to the world of fantasy and dreams. His ef
fect is irony in motion through all the 
'double images'. By making us aware of two 
places at once. Miller is making us aware of 
two worlds of consciousness which do not and 
can not meet.^^ 

The design for Tea and Sympathy made the audience 

aware of two sets of standards existing in the same house: 

Bill's and Tom's. The production relied on a dual locale 

as its setting to clarify these contrasts. Cohen and 

Harrop address this kind of environment: 

Simultaneous sets give the audience the entire 
picture of the play at first glance . . . There 
are few if scenic surprises . . . parts of the 
set (are) illuminated only as needed, and the 
theatricality of the playscript allowed the 
audience to accept the conventions of the set
ting. 21 

Tea and Sympathy employed a diagonally split set that 

supported a selective realism with symbolism. There were 

no internal walls to the set, only external. A free hang

ing window, partial door frames, and cutaway floorboards, 

as well as furniture arranged along imaginary walls, gave 

the illusion of line and definition within the house. The 

forced perspective of a house with no internal walls was 

"queer" to the observer. The set was full of space; avoid 



20 

of boundaries just as the boundaries of Tom's reputation 

have been broken. Shapes were hard, sharp, and angular. 

Objects needed to be seen and yet not be whole. Bill and 

Laura's relationship is not whole. Tom within himself is 

not whole. Something within the characters was missing 

and had to be reflected scenically, thus, the two-sided 

door frames and window within no wall. The audience was 

able to see through the false accusations and the house. 

There were no places to hide. Tom, Laura, Bill, and even 

Al and Herb were forced to deal with issues that they would 

rather have avoided. 

The selective realism of actual furniture, props, 

and set decoration, such as plants and books, gave a con

crete quality to the production. The symbolism of its 

other scenic elements layered meanings to give a more 

active "thinking" quality to the production. It also fur

thered the mood and quasi-religious experience that is 

representative of symbolism. The two combined to further 

the director's need to intensify the theatrical quality of 

the play. 

The box, or single unit, set does not complement SA 

since it offers no scenic area for the secondary action. 

Polyscenic plays that use juxtaposition, as does this 

production of Tea and Sympathy, give the audience a visual 

irony of hearing one thing and seeing another. The 
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conflicting images are a mockery, like the Reynolds' 

marriage. Herb's parental abilities, and the entire homo

sexual accusation. 



CHAPTER IV 

CONCLUSION 

The basis for this director's interpretation of the 

play. Tea and Sympathy, lay in the duality of its issues. 

The crux of the play's argument was this debate between 

the men and the woman regarding the definition of a man. 

What proves masculinity? Especially in this modern era 

when people are hesitant to define roles for fear of being 

discriminatory, the set guidelines are vague at best. The 

nation seems full of unisexed people. Youths such as Tom 

Lee are understandably lost. 

Staging a duality of issue and example was achieved 

through simultaneous action. This idea is present in the 

stage direction given by the playwright and was carried 

out by this director. Simultaneity offers the actor a way 

to further his development of character since the actor 

is on stage at times unscripted by the author. The actor 

must find his action and verify his existence. The direc

tor must stage the secondary (SA) character in a manner 

not distracting to the audience and other actors. This 

occurs through minimal movement and movement that is 

choreographed for punctuation. 

Lines from the script may be rearranged to suit simul

taneity. This is most effective when the two combined 
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scenes share a common thread and offer comment on one 

another. Other means to SA lie in the possibilities of 

music, sound effect, and physical surroundings as partici

patory elements. All these components accord a mode of 

production that gives a richer meaning throughout the 

theatrical process. 

Tea and Sympathy is a fairly realistic script that 

incorporates no theatrical devices. Its characters are 

well drawn and recognizable. This director wanted to 

make, it more dramatic and seem an ever-moving whirlwind 

that encompasses Tom. Its romance creates a memory qual

ity, especially in the Tom/Laura scenes. Via film scoring 

methods and simultaneous action, music, surrounding and 

secondary image intensified the dramatic presentation of 

the script. The director worked to maintain a production 

that would draw the audience in and force them to deal 

emotionally with the issue. In this way would the debate 

over so-called manhood and what makes a "regular guy" 

become personal. 

Simultaneous action was a method of stage direction 

to emphasize the issue. It should never take priority 

over the scripted word or action. Simultaneous action 

is secondary. It can, however, compliment the text and 

deserves clarification as a principle. SA is an altera

tion of visual and vocal rhythms. It provides a means 
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of stage direction which layers meaning and creates 

concurrent realities. In Tea and Sympathy, it served as 

the magnifying glass into all the rooms of the Reynolds' 

house. It was through this glass that actor and audience 

alike gained a deeper, richer body of knowledge from the 

craft of the theatre. 
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APPENDIX A: INTERPOLATED SCENE 

Scene as Written 

HARRIS: Well? 

TOM: Sir? 

H 

H 

T 

H 

H 

H 

H 

T 

H 

T 

H 

H 

What did you tell the Dean? 

What do you mean Mr. Harris? 

What did you tell the Dean? 

When? What are you talking about, sir? 

Didn't the Dean call you in? 

No. Why should he? 

He didn't call you in and ask you about last Saturday 
afternoon? 

T: Why should he? I didn't do anything wrong. 

H: About being with me? 

T: I'm allowed to leave town for the day in the company 
of a master. 

I don't believe you. You must have said something. 

About what? 

About you and me going down to the dunes and swimming 

Why should I tell him about that? 

Why didn't you keep your mouth shut? 

About what? What, for God's sake? 

I never touched you, did I? 

I don't know what you're talking about. 

Here's what I'm talking about. The Dean's had me on 
the carpet all afternoon. I probably won't be 
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T 

H 

T 

H 

reappointed next year—and all because I took you 
swimming down off the dunes on Saturday. 

Why should he have you on the carpet for that? 

You can't imagine, I suppose? 

What did you do wrong? 

Nothing 1 Nothing, unless you made it seem like some
thing wrong. Did you? 

T: I told you I didn't see the Dean. 

H: You will. He'll call for you. Bunch of gossiping 
old busy-bodies!—well—I'm sorry—It probably wasn't 
your fault. It was my fault. I should have been more--
discreet—goodbye. Good luck with your music. 

AL: I don't believe a word of it. 

RALPH: I'm telling you the guys saw them down at the dunes 

A: So what? 

R: They were bare-assed. 

A: Shut up, will you? Do you want Mrs. Reynolds to hear 
you? 

R: Okay. You watch and see. Harris'11 get bounced—and 
I'm gonna lock my room at night as long as Tom is liv
ing in this house. 

A: Oh, dry up! 

R: Jeeze, you're his roommate and you're not worried. 

HARRIS: Hello (boys). 

A: Sir. 

R: Do you believe me now? You aren't safe. Believe me. 

Scene Interpolated 

HARRIS: Well? 

TOM: Sir? 
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H: What did you tell the Dean? 

T: What do you mean Mr. Harris? 

H: What did you tell the Dean? 

T: When: What are you talking about, sir? 

H: Didn't the Dean call you in? 

T: No. Why should he? 

H: He didn't call you in and ask you about last Saturday 
afternoon? 

R: Why should he? I didn't do anything wrong. 

H: About being with me? 

T: I'm allowed to leave town for the day in the company 
of a master. 

H: I don't believe you. You must have said something 
wrong. 

T: About what? 

AL: I don't believe a word of it. 

H: About you and me going down to the dunes and swimming. 

T: Why should I tell him about that? 

RALPH: They were bare-assed. 

H: Why didn't you keep your mouth shut? 

AL: You want Mrs. Reynolds to hear you? 

About what? What, for God's sake? 

I never touched you, did I? 

What do you mean, touch me? 

Did you say to the Dean I touched you? 

I don't know what you're talking about. 

T 

H 

T 

H 

T 

H Here's what I'm talking about. The Dean's had me on 
the carpet all afternoon. I probably won't be 
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H 

T 

H 

reappointed next year—and all because I took you 
swimming down off the dunes on Saturday. 

Why should he have you on the carpet for that? 

You can't imagine, I suppose? 

What did you do wrong? 

Nothing! Nothing, unless you made it seem like some
thing wrong. Did you? 

T: I told you I didn't see the Dean. 

H; You will. He'll call for you. Bunch of gossiping 
old busy-bodies. 

RALPH: Okay. You watch and see. Harris'11 get bounced— 
and I'm gonna lock my room at night as long as 
Tom is living in this house. 

H: Well—I'm sorry. It probably wasn't your fault. It 
was my fault. I should have been more—discreet. 
Goodbye. Good luck with your music. 

AL: Oh, dry up! 

RALPH: Jeeze, you're his roommate and you're not worried, 

H: Hello (boys). 

AL: Sir. 

RALPH: Do you believe me now? You aren't safe. Believe 
me. 
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The University Daily October 2, 1985 — 7 

Lab theater opens this weekend 
By ERIC STEELE 
UntvMlilv 0»<v Li t . t lv l .1 A.00rtw 

The production of "Tea and Sym
pathy" will open the 198S Texas Tech 
University Lab Theater season 
Sunday. 

"Tea and Sympathy" concerns the 
social persecution of a teenager sear
ching for his identity in a New 
England boys' school. Director 
Sharon FitzHenry, a second-year 

graduate student, is working on the 
production as a thesis project. She 
said the play deals with the definition 
of masculinity and the prejudice 
some males endure through that 
definition. 

"I chose 'Tea and Sympathy' 
because it is a sensitive and beautiful
ly written play," she said. "It offers 
many dramat ic and poet ic 
possiblities for the actors. I think it's 
a challenging play for both the actors 

and audience." 
Robert Lewis, a sophomore theater 

major, portrays Tom. the focus of 
"Tea and Sympathy." He has worked 
on two other projects, "Bent" and "A 
Midsummer's Night Dream," but this 
is Lewis' first lead role. 

"Tom is a teenager not too sure of 
himself. He hasn't come to terms with 
himself yet," Lewis said. "Tom's a 
victim of rumors and gossip. He's a 
sensitive boy; that's the way he's 

referred to in the play, a boy. The 
point is that just because a guy isn't 
macho, a typical male, doesn't mean 
that he's gay. 

"The rehearsal tonight really took a 
lot out of me. I was exhausted when it 
was over. It was our best ever. I'm ex
cited about it." 

"Tea and Sympathy" will run Sun
day through Tuesday in the 
agriculture engineering auditorium. 
Tickets cost )I. 
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The University Daily October 8,1985 

'Tea and Sympathy' examines roles 
By ERIC STEELE 

Somcthinti's gone awry at a boy's 
boarding school somewhere in New 
Kngland. It seems a nii-u healthy boy 
doesn't want to play ball or run 
around and chase tiirls like so many 
of his peers. It seems the young man 
isn't all what he should be. And that's 
causing problems. 

Such is the premise of the Ixtb 
Theatre's season premiere "Tea and 
Sympathy," which opened Sunday 

night to a responsive crowd. "Tea and 
Sympathy," written by Robert Ander
son, deals with the definition uf 
masculinity and the consequences of 
not conforming to that definition. 
Director Sharon FitzHenry does well 
to keep this as the focus of the play. 

Robert Sterling Lewis portrays 
Tom, a young man whose identity is 
lost through the standards set by his 
student peers. He is convincing as a 
sensitive boy who can only find solace 
in the head master's wife, Ijiura 
Reynolds played by A. Paige Parker. 

Mwk C mtmm»tt/1ht UimMHlt Otdy 

Marital dispute 

Bill faces off with wife Laura over each's responsibility in the mar
riage in a scene from 'Tea and Sympathy' 

Tom and l<iura are the only 
charac'turs who seem to untlcrstand 
eucli ulliLT through the confusion of 
Tom's pro|KT role as a male. They 
develop a companiiMiship that in-
tcrfers with I .aura's marriage. I .aura 
resents Iter husband, well played by 
David Harris, for his partic'i|)ation in 
prosecuting Tom for >us undefined 
mascuhnity. 

Jerry It. Ivlns is excellent as Herb 
l.ee, Tom's disillu.siuiicd father. He 
struggles with his sun's reputation in 
school and attempts to stver him 
towards altitudes tliat are more 
socially acceptable. Ttie dialogue bet
ween father and son is realistic and 
believable. Ivins and Donna Wright 
as Lilly Sears give two of the 
strongest perfonnances in "Tea and 
Sympathy." 

Al, played by Skip Harless, is the 
most notable of the boy's school 
students. He is faced with the stigma 
of being Tom's roommate and 
h a n d l e s t h e p e r f o r m a n c e 
convincingly. 

Technically, the stage suffered Sun
day from awful lighting. Often the 
characters would be speaking in 
shadows or from the back of the stage 
where the lighting was particularly 
poor. The opening uf the new I^b 
I'heatre probably will alleviate the 
lighting problems, but in the mean
time, the agriculture engineering 
building will continue to be a source of 
lighting difficulties. 

Tlie cast and crew did a good job 
with the setting and, save one or two 
scenes, ttie play was delivered with 
sharp and persuasive performances. 

"Tea and Sympathy" closes at the 
agriculture engineering building at 
8:15 tonight. Tickets cost il for 
students at the door. 
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TEA AND SYMPATHY" 
BY : ROBERT ANDERSON 

OCT. - 6,7,8-1985 
8:15 P.M. 

AGRICULTURAL ENGINEERING 

AUDITORIUM 

^ 

ttlt ttlt 
^ 

Front 
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TEA AND SYMPATHY 
by Robert Anderson 

The Cast 

Laura Reynolds A. Paige Parker 
t^l^y Sears Do„na bright 

'°'".h^u* * • • Ro'>e''̂  Sterl ing Lewis 
David Hams Mar,, Garcia 
2?'P" Malcolm Cundiff 
^' Skip Harless 
bteve. Jeffrey Paul Johnson 
Bil Reynolds Jonathan Smith 
^"V': Gary L. Newton 
"erb Lee jerry R. Ivins 

Place: A small old colonial house which Is now being used as a boy's dormatory, 
somewhere In New England. 

Time: June, 1985 

Act I: Late Afternoon. 
Act II: Scene One: Two Days Later. 

Scene Two: 8:45 P. M., Saturday. 
Act III: The Next Afternoon. 

(There will be two 
ten minute intermissions.) 

Technical Staff 

Director Sharon FitzHenry 
Assistant Director/Stage Manager Steve Kauffman 
Dramaturg Larry Knight 
Lighting Technician Gene Brummett 
Sound Technician Michael Ell lot 
Property Mistress Jul 1e Davis 
Set Construction Cast and Crew 
Costume Running Crew Julie Davis 

Tea and Sympathy is produced through special arrangements with Samuel French, Inc. 
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Dramaturg's Note 

What is masculinity? What Is the significance of the roles we all play? 
What becomes of the nonconformist in a conformist society? Robert Anderson's 
Tea and Sympathy set In 1985 at a boy's boarding school speaks to the nonconformist 
in each of us. 

Larry Knight 
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