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TITLE: ACOVID-EverlastingDirectinga University Productiorof Tuck EverlastingThe
Musicalduringthe COVID-19 Pandemia

MAJOR PROFESSOR®Professor Olusegun Ojewuyi

The onset of the COVIE19 pandemic of 2020 decimated theatre industry.
Nevertheless, the Department of Theater at Southern lllinois University Carbondale telected
produceive performances ofuck Everlasting: The Musictb satisfy the thesis requirements of
its graduate students and continue the education of its undergraduate sftdemkscument
chronicleghe productionamidstthe pandemiérom its inception through its closufi®m the
di rect or 6s dgaiingthepeeproductioa, production, and pestoduction phases.
Preproduction examines the play analysis, directorial interpretation, design process, and casting.
Production recounts the processesx#cutingrehearsals and developing production eletge
including complications from COVIELS. Finally, postproduction considers the final product
through performance and se#fflection, addressing areas of success and opportunities for

growth.
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PREFACE
There is an immense afterglow upon realizing that you arenigtgoing to direct a
mainstage production for the department, but a-idbflized, fullscale musical production
intended to receive ninefjve percent of the departmental budget. The afterglow quickly gives
way to gutwrenching anxiety. There are expations for this production exceedingly high,

elephantine expectations. So, you eat the elephant one bite at a time.
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INTRODUCTION
DOES THE VI RUS FADEéeOR 1S I T EVERLAST
NAVIGATING THE COVID-19 PANDEMIC

| received the @nail on the train ride home from a conferent€hicagoin mid-March
of 202Q The coronavirusalledCOVID-19' wassweeping the nation, and in an effort to contain
the spread of the disease, Chancellor John M. Dunn had decreed that Southern lllinois University
Carbondalg¢SIUC) would follow the suit of other lllinois publimstitutionsand take a variety of
precaitionary measuresSpring break was to be extended to allow faculty time to transition
their classes to an online structuseidentswvere toremain at homandcontinue their lessons
remotely and on- and offcampus events were suspendatll further noticeand would likely be
cancelled This brought an immediate threat to my current heightened language project and
potential threat to mfall thesis projectTuck Everlasting: The Musical

The theatre industry at large wé®roughly iaken bythe onsetof the pandemicBy
April 2020, the Broadway Leagdéad shuttered fortpne Broadway housgandthose theats
continue to remain closedith little hope of reopening in sight.It was unsafe for performing
artists and theatre pratitiners to execute their crafts, much less gather an audience to spectate
their works.The future of theatrevas uncertain, if not bleaka our own slice of Midwestern
theatre we planned forTuck Everlastings if life would return tonormal in the fallbutthere
was the evelooming shadow weould notignore would this outbreak plateau or would we find

ourselves in a new age without theatre?

1COVID19i s the abbreviation of cor onaovong ufl wids s efdsoe 0X0 19,
disease a n d 20819(Centers for Disease Control and Prevention).
2The Broadway League is a trade association representing producers and theatgr own
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As an academic unit attachedthe universitythefirst priority of theDepartment of
Theater isiidedicationto the development of excellence in the education and training of its
students 3dt is necessary for the undergraduates, and particutariye as a directing graduate
student, to have hands and practical stage experience to prepare wsfeers irthe theatre
industry. Neverthelesthe safety ofthe students was of the utmost conceand saDepartment
ChairOlusegunOjewuyi contactedneduring the summesreakto ask if | could realistically
direct this production in a socialtiistarcedmanneraAt first, | laughed because | envisioned the
actors on stage holding sigot ropes between them to measure out the appropriate distance. But
t hen, I as ked .mealizedlthat thérue pitfallof stagirtig 2 socialldistarced
playis that sgctators rely on physical contact betwesno people to infer intimacy, and six feet
of spacevas sure t@aommunicate isolation. However tifosetwo peoplewere to holdan object
that conne@dthem, itwould bridge the spacand the audienocgould then perceive a more
direct relationship betwedahe performersT he I dea of these fAconnector
initial concept forTuck and although we would face many other challenges brought on by
COVID-19, the convention of connectors sparkethmé of hope that would propel me through
those trials.

Navigatingthe COVID-19 pandemidorea st ri ki ng resembl ance to
description of the Dark Arts iHarry Potter and the HalBlood Princei You ar e fi ghtin
which is unfixed, mutatip, and i nYSe mdny varallds wdresunknovamdso many
guestiondad no answerd.he constant influx ofew information bred new guidelines and
restrictions and mandates and precautions. New problems to solve and new conditions to adapt to

yieldedanunprecedented strain on the production teana, of courseno amount of pre



production planning coulbdavepreparé us for the emotional toll the mere act of surviving a
pandemic would take on the design team, the casthai@kepartment as ahole.

But this thesis is not about COVID9, nor is it an instruction manual for how to produce
theatre during a pandemit.is an account of how we, at Southern Illinois University
Carbondalepersistedas artists during a global crisendthat journeyis speckled withdetailsof
how the wrus impacted various aspects of the pritbn As of this writing, the virus has still

not faded, but our perseverance is everlasting.

1 Dunn, John MSIU Alert: 3.11.20 Announcementl Mar. 2020.

2Paul son, Mi chael . ABroadway Wil | Re maeirmThéCléwoYerk d a't
Times 8 Apr. 2020, https://www.nytimes.com/2020/04/08/theater/broacilhaywscancelegune
coronavirus.html.

3 Southern lllinois Universityii Mi s si o n SItf Bepatmentrot Theate?2021,
https://cola.siu.edu/theater/mission.php.

4 Rowling, J. K.Harry Potter and the HaiBlood Prince (New York: Scholastic, 20061.77.
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PREPRODUCTION
CHAPTER 1
LIVING LIKE THIS FOREVER:

RESEARCH AND ANALYSIS OFTUCK EVERLASTING

The Story ofTuck Everlasting

Tuck Everlasting: The Musical based on the childrends book
Natalie Babbitt, is about a young girl who meets a family of immoitalsd not read thisovel
until I learned | would be directing this show. Given its popularity, inclutivayfilm
adaptationsl wassurprisedhatthis talehad eluded méor so long. In fact, my first exposure to
this franchise at all was imtedalof2018Aftarde nt sang
learning this would be my thesis, | purchased the book, and | found myself captivated by
Babbittds craft s man sdstumminginagemWhilel didifind thee plots he cr e
engaging, | did not finit compelling fromWinne 6 s per spective, as she w
Jesse, whom | did not find terribly interesting, but | appreciated the variehacdcter
perspectives that became tied together in a single plot.

For the musicalhowever || first listened to the cast recang and was immediately swept
upinthelrishf | avored f ol k music of Chris Millerds o0
numbers caught my attention to varying degrees, but | strongly bonded with the opening number,
ALIi ve Li ke Thi &mutipldcharactér pesspeptives,which gcaded noy fondness
fort he book. Everyone has a story to tell (lite
Tucks, 0 AThe Story of the Man in the Yellow S
those sories give substance and dimension to the charanotarasay that seents truthfully

reflect people



To summarizeéhe plot, devenyearold Winnie Foster longs for an escape from her
overprotective mothan the fictional town of Treegap, New Hamp&hi©n a bold whim, she
adventures into her backyard woods where she encounters sewadeell Jesseluck
drinking from a spring of water. The two take an immediate liking to one another, but when
Jessés brother ( Mi |l es)theducks reaipettheyehave & gvbdlen) on theirr i v e ,
hands Wi nni e has | earned about the spring, the
what to do, thegteal Winnieaway o t he Tucksd cott argpariaccho seek t
Angus. Thg resolveto keep Winnie overnight, buessentices her to sneak out to trair that
is passing through town. Although they enjoy an evening of revelry, they are unnerved by a Man
in a Yellow Suit(henceforth referred to &4lYS) who surmises that Jesse is etdynseventeen.

Jesseevades MIYS andhakes a tempting proposition to Winniediank fromthe spring
when sheds seventeen, so that t hB#lyShiaekmailbe age
the Foster family into signing over the deedteegap Woogdwhich includeghe springin
exchange for information about Wi nniebds where
consequences of the spring water bow it counters he nat ur al odesser of | i f
frustrated at the prospect of losing Winnidguras to the spring to fetch hewil of it, where he
meetsMIYS. The rest of the Tuck family and Winnie arrive and are confrontédIl¥$, who
reveals he has been looking for themersince haevas a boy antieard rumors ofn immortal
family. He threaéns to harm Winnie unless they yield the spring to him, prompting Mae to strike
and kill him with a rifle. The Tucks flee Treegap and Winnie returns to her family faced with the
difficult decision of whether to drink theal of water or choose to live aartal life. The play
ends many decades | ater with the Tucks visiti

long peaceful life they never could.



Biographies of the Creators
Natalie Babbitt

The author of the novéluck EverlastingNatalie Babbitthée Moorewas born in
Dayton, Ohio on July 1932. As a child she was an avid reader and one of her favorite books was
aversionoAl i ceds Advent ilusteated by dJohnWenniel. & hisl partrcaarly
sparked her interest to be an illustrator kabto her study of art at Smith College in
Northampton, Massachusetts, where she met her husband Samuel Babbitt, a writer. Three
children and many years later, Babbitt had still not launched her career as an illustrator. In an
interview with Kirsten Chaman, Babbitt comments that women in the 1950s rarely looked for
jobs outside the home because they fAhad to me
anything® By the mid1960s, however, Babbitt decided to pursue illustration and gave her
hudand the idea foFhe FortyNinth Magician(1966). Inspired by this publication and with
encouragement from her husband, Babbitt went
such adick Foote and the Shafit967) and® h o0 e b e 6 (496& before khncing to
juvenile fiction novels includin@he Search for Delicioud 969),Kneeknock Ris€l970), and,
of courseTuck Everlasting1975)°

ABabbittds books have been praised for the
themes that address thotigitovoking questions about life and human natdfBuckis unique
among Babbittds works because while ,what i s a f
Glencoecalla n fi e ar t h bhdThefidtiorfalsettingaos Tyeegap is based on Clinton,
New York, a small town in the Adirondack Mountains where Babbitt once lived with her

husband. The Glencoe study guide suggests Treegap may also have been inspired by Norse



mythology, owing to the hugash tree in the center of the woods which seems to resemble
Yggdrasil, the tree at the center of the world with mystical water at itsS’base.

Selma Lans, in her 197MNew York Timebook review acclaimed Babbitt as
Ai ndi sputably oneows$ wwuirt gi $§tfedr achi ladnbeéen o a
Babbittods reception of the NewB.a\icAwald8nor, Ch
Although Babbitt passed away on October 31, 2016, she continues to be remembered through her

books as new generatie continue to discover the magic of her writthg.

The Creative Team
The creation of the | ibretto antd@ucknusi c for
Everlastingresulted from the combined efforts of fartists Chris Miller, a graduate of Elon
Univer sity and NYU, served as Tubkd&vedabtoggb6s musi ca
currently Millerés only Broadway c rBeoddways S 0 me
shows, such aBhe Burnt Part Boyshominated for Lucille Lortel Award for BeBtusical in
2011, and~ugitive Songswhich was nominated for a 2008 Drama Desk Award for Outstanding
Revue, andtars of Davidall of which were constructed in collaboration with lyricist Nathan
Tysen!? Besides his work with Miller, Tysen also is the ¢yst for the Broadway musical
adaptation of the moviaméliewith co-composer Dan Messé. Tysen hadadVIFA in Musical
Theatre Writing from NYU, as well a BFA from Missouri State University, and is married to
Kait Kerrigan of the Kerrigah.owedermilk compeer/lyricist team? Thebook forTuck
Everlastingwas written by Claudia Shear and Tim Federle. Shear is a playwright whose
Broadway credits includ8mell of the KillndDirty Blonde both of which won Drama League
Awards!* Federle a former Broadway dancer, is an awaidning screenwriter, novelist, and

playwright. The San Francisco native is not only th@leywright forTuck Everlastingbut also



a cowriter for the Golden Globe and Academy Awanaiminated animated feature film

Ferdinand which won the Humanitas Prize.
Production History

Film and StageAdaptations
PriortothemusicaBa b bi t t 6 s a&mumbedof other m@dia adaptations, such
as plays for young audiencd%$ough not the first of its kind, one of theore widely produced
staged versionwas writtenby Mark Frattaroi wh o i nci de n tsanin-law!®* was Babk
Frattaroliés play premiered at Louisville Chi
receivedother productions, notabbneat The Coterie Theatre, wheBroadway Worldoraised
it for, Abring[ing] the ¥nchanting story wond
Other manifestations of the story inclush film adaptationsThe 1981lversiongivesa
fairly faithful portrayal of the novel with somminor artistic licensesuch as the opening of the
film, whichfeatuesJesseshowing offas heclimbs a Ferris wheehndunintentionallyexpos
his immortalitywhen he survivea fall fromitMor e wi dely known i s Disne
adaptation featuringlexis Bledel as Winnie Foster, which introduced a new generation to,
albeit, a highly romantizedv er si on o f TH &l tvas méndthsmixedaréviews,
with RobertK. Elder of theChicago Tribunebemoaing that depite the good actinghe piee
Asuftacenac pace and | a dkllywndd ReporeectiiictMiclael a | acti
Rechtshaffen scathingly dedlagthat A Even at 90 nmucksuréfees, t he t ot
ever | &ddverthetessKevin Thomas of thes Angeles Timaemarked that while the
movie fitargets an audience of girls in their
sensitivity that i t®Sherasprgeace bfthis fineely storygvasrs@on at i ons

followed by its musical counterpart.



TheBroadway Musical
The Alliance Theater in Atlanta, Georgia birthed the premieteeahusical adaptation
of Tuck Everlastingn 2015. The production transferred to the Broadhurst Theater in New York
City, where it began previews on March 31, 2016 beiterefficial opening on April 28. The
Broadway production ran for thirtyine performances before closing on May 29, 28T6ick
Everlastingreceived a Tony nomination for Best Costume Design of a Musical, but on the whole
the production was overshadaiey musicals such aitressandHamilton the latter of
which swept the 2016 Tony AwardsThe Concord Theatricals website includes a list of
upcoming productions, which, in addition to Southern lllinois UniveiSaybondaleincludes
several high schals, church groups, community theaters, and youth theters
Play Analysis
Dramatic Structure
Tuck Everlasting: The Musicé a tweact musical play with eleven scenes in eacH act.
The first few scenes and songs, including dALi
provide exposition for the play, framing the world of the play for Winnie, the Tuckghend
Man in the Yellow Suif. Theylay the foundation of stasis thatwilldei sr upt ed by Wi nn
decision to run away from home, which functions as the inciting incident. Subsequent actions
contribute to the rising action by way of a series of crises and complications. Some of these
include Winnie discovering Jesse drinkingfrohe spring, the Tucks® unc
handl e Winnieds knowledge of their secret, Wi

case for Hugo and Constable Joe, Jesse exposing his immortalityairtteMIYS, and Jesse

3 See Appendix A Directorial Breakdown of Beats for more information.
4 For a full list of the dramatic function of each song in the show, see Appendix B.

9



offering Winnie the cance to drink from the spring and live forever. The climax of the musical
occurs when the Tucks and Winnie are confronteMb¥S, who attempts to bargain with them
and then mortally threatens Winnie inthexchang
Manin the Yellow Suit to save her family and Winnie marks the start of the falling action,
during which Winnie says goodbye the Tucks, considers the choice of drinking the water, and
ultimately decides to live out a full and mortal life. The playhess with the Tucks
reconvening at Winnieds grave to remark how w
could.
Given Circumstances
Time

The action of the play largely spans twefdyr hours from the morning of August 1,
1893. However, the beginning of the show actually takes place digatyears earlierin 1808,
and the showendsseveral decades latethe exact year is unspecifiedollowing the death of
Winnie. In the novel, Winnie dies at the age of sevengit and the Tucks visit her grave two
years later. If this timing is applied to the musical, that puts the final scene in the y2ar 196
however, | decided to placethe Tubksvi sit at the end of the play
up with their decennial gatherings
Historical Events

The year of the pl aapibteresting mank Aanerican bistory. 1 8 9 3,
Major events ofhat yeainclude Grover Clevelad being sworn in as the 2#resident of the

United States; the Worl dbés Fair being held in

5 SeeAppendix C Theorized Timeline fafuckEverlastingfor a linear depiction of the chronolagy

10



mel ody for what would become fAiHappy Birthdaybo
Exchange crashes creatihge Paic of 1893 which introduces an economic depression.

According to W. Jett Lauck ilthe Causes of the Panic of 189@riaccount of the
constantly growing demand for money from far and near, the hoarding of money by individuals,
and the universal desire tonvert goods, securities, and all descriptions of obligations into gold
because of the fear of a reversion to a silver standard of payments, the tightness in the money
market finally developed into a monégmine?? This crashwas exacerbated by the cqi® of
several prominent railway corporations, such as the Reading, the Northern Pacific, the Union
Pacific, the Atchison, Topeka and Santa Fe, the Erie, and the New York and New England.
However, Lauck notes that the most prominent feature of the depregsi893 occurred during
the summer as a result of numerous bank failures and suspensions causing, what he describes as
Afinanci al anmt industrial chaos

As the musical takes place during August of 1893, the characters and town are most
certainly expegncing the height ahis economic depression. The arrivaltbé Fair, therefore,
is intriguing, as it does not seem to be a time when such a trade would be lubrdéed, this
could be why the Fair only st ayAsdainewobneown f or
tomorr owo) , weaukl benupabléuppordtirerdusury otheFair for more than one
evening®® Nevertheless, it seems to be a welcome distraction for the community, highly
anticipated by Winnie, as arth@aéveninfibeen waiting
Setting

The musical takes place in the fictional town of Treegap, New Hampshire. Within this
world, the dramatic action primarily occurs in four location: Treegap Wood, the Foster House,

the Tuck Cottage, and the Fair.
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Treegap Wood

ifie wood was at the c#%Intheenovel Babbitt desciibbsthef t he
wood as having a strange quality to it, somet
appearance that made you want to speak in whigpEffie wood belongs to the §ers, and is
recognized as private property, despite there being no perimeter to inhibit public access.

For the wood was full of light, entirely different from the light she was used to. It was

green and amber and alive, quivering in splotches on theedaptdund, fanning into

sturdy stripes between the tree trunks. There were little flowers she did not recognize,

white and palest blue; and endless, tangled vines; and here and there a fallen-log, half

rotted but soft with patches of sweet greeivet mos °
Thetr ee, at its center, is an old ash tree with
their first visit to Treegap Wood At its roots bubbles a spring, which, after the Tucks realize its
power, is covered and hidden with pebbles. Being the source of this Fountain of Tfeetigp
Wood serves as a site for several points of dramatic action, including the climactic ceoinfionta
with the Man in the Yellow Suit.
The Foster House

AOn the | eft stood the first hmoose, a squa
appearance, surrounded by grass cut painfully to the quick and enclosed by a capable iron fence
some four feethighwi ch cl ear | ywe ad dn gotiHdredetar hisodescription
ofthe FosteHouse from the novel is similarly encaps
Foster, 0 wherein Winnie sings of beifamgly itr app
Al oc k][ s] [them] sThessbebgendithati doerdescrib

than the mention of a rocking chair for Nana, there are no other clear descriptors provided in the

12



script33 However, the Foster House is utilized bath interior and exterior scenes. The fenced

yard is not given much detail except that Winnie calls it a cage and references®a gate.

The Tuck Cottage
Three locations are used within the Tuck Cottage: exterior, interior, anc-inpgreor.

Theexterior is not described in the play except for the mention of Angus sitting on the porch.

The primary action while at the Tuck Cottage occurs inside. The novel breaks the cottage up into

four areas a kitchen, a parlor, a bedroom, and aiodt n d  yimbaereeevidence of [Mae and

An gus 6 s ].0°8abbitt describés atsength the details of the cottage to create the image of

a very livedin home:
Every surface, every wall, was piled and strewn and hung with everything imaginable,
fromonionstolanens t o wooden spoons to wash tubsé
with age, was setabouthelerk e |l t er é[ t her e were] patches a
hal-fc ompl et ed quilts and braided rugs; a bag
thesawdustof ount |l ess standings; éand a stack of
to velvet, the topmost bowl filled with a jumble of big wooden spoons and ¥orks.
Conversely, the musicébrettoleaves much of the set to timeaginations othe director

and scenic designer, save for the stage direction of Angus sleeping on aTdieisés als@

line of text when Mae brings Winnie up to the attic and confesses to it being an embarrassment,

butrationalizes hat f@Awhen you mehvye #CcThbeatinednbagins a tsuhksfrom

which Winnie pulls Thomasdés cl othes and Maebs

egress for Jesse to pop in and Winnie to sneak out when they go to the Fair.
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The Fair

The Fair is an added componén the musical adaptation of the novel. Its inclusion
provides subsequent encounters between Winnie and Jegbe &mahn in the Yellow Suit, as
well as serving the dramatic functiohfosteing the growing fondness between Winnie and
Jesse (and allomgf or a bi g musi cal song and dance numb
the set is |left to the i magination of the des

for the various games and attractions the Fair has to*ffer.

Themes, Conftit, and Imagery

Wateris the strongest image in this pJanpt only because it is the premise of the plot but
also because it is represented in other themes and symbols in the riushesfirst line of the
script Jesseexclains that he sees water apead. Angus makes a toast to the family, declaring,
AWhere thereb6s water, thereds opportunity. An
life.0°° Additionally, whenMiles claims thahe and hib r ot her ar e “fthishasag of t
symbolic parallel to the biblical story of @lJ
he offers her ALIiving Watero that will cause
life.** The spring inTuck as revealed later on, doesiéed bestow eternal lifavhich sets into
motion the events of the play.

Wateralso has sghematicfunction as evidencedn @A The Wheel 6 when Ang

the water cycle as a parallel to the ¢é¢ife cyc
tide, tide, tide¥*?Cy c | i c a | el ements, which are more prom
various forms throughout the musical. For exa

in their pattern of coming together and then dispersintedMnakes references to the circular

movements of .al ncliolcikva nLifdklTe nfehi s, 0 each of t he
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wi sh wi t h toddy s thepdayenfhepesef ifbr eaki ng the cycle of
canot | i ver bWhileeach df these Wisbésfelfillezl overthe course of the play
the notion of maintaining or breaking cycles is repeatedly expleueth adVinnie trying to
break free of her home | ife routi neetfah Some da
heaveno) or Angus pr ayi n oheoarie and completediseyade of h
(AShow me how to cl* mb back on the wheel 0).
Time of coursejs a major theme in this musical, as characters navigate either its
limitation in their nortality or its infiniteness in their immortality. Miles bitterly regrets his
inability to move forward in time; Angus and Mae are apathetically stagnant in time; Jesse
relishes his escape from time; Winnie impatiently wants to enjoy éindthe Man in he
Yellow Suit fears the terminability of time.
Since his story is told over the course of tweffibyir hours, the urgency of each
char act e ridheightemefiretitat theyage aliterally running out of timetheFair is
only in town for oneday; Winnie can only be separated from her family for one®cdigr
MIYSdi scovers Jessebs secret, the TuckHugohave I
though a supporting character, also finds himself captive to time, as he kaowst find
Winnie before time runs out (i.e., as soon as possible).
While the obvious conflict ifuck Everlastingvould seem to b&he Tucks vs. The Man
in the Yellow Suijtthe theme ofimealso highlights the larger conflict Mortality vs.
Immortality MIYS seeks immortality and invests his entire life searching for it, while most of
the Tucks spurn their immortality and have resigned to living day to day without purpose.

Winnie, however, is offered a choice, and the ethical dilemma at the h@éaseems tde

Mae is reluctant to keep Winnie overnight, but Angus i
(Miller, et. al 39).
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whether it is wise to drink the spring water and live foreveo tive a full and mortal life. In
conjunction with the theme dine the conflict seems to suggest it is not how much time one is
given but how they use it that is important.
Character Aalysis
Winnie Foster

Elevenyearold Winnie Fosterisaseif s ¢ r i b e d.o*fAglaughter agd r |
granddaughter, Winnie is reluctantly obedient to her mother Betsy and grandmother Nana. She
has lost her father sometime in the last several months and has subsequently found her home to
be much stricter, her mother perhaps more overbetorigar of losing more family members,
as Winnie |Iikens herself to being Atied to a
a really good gitb*® While the novel version of Winnie is often inhibited by caution and fear,
her musical cunterpart is rather cavalier. She runs away without looking back, it takes little to
no convincing from Jesse for her to climb the Tree, and she relishes the adventurous prospect of
sneaking out of the TudRottage to go to the Fair with Jesse. Bold asishhowever, Winnie is
still naive about the world. Angus must explain to her the negative consequences of eternal life
and why it is important for living things to die. Nevertheless, her innocence is one of her
endearing characteristics, as it makesdoeious, yet compassionate. She is able to comfort
Mil es and empathize by discussing her relatio
paternal figuré indeed, any male figufiein her life greatly drives her attraction to the Tuck
men. She finds father in Angus, a brother/uncle in Miles, and a friend in Jesse. The musical is
primarily a journey through her eyes as she learns about themes of mortality and friendship, and

her decision at the end of the play to not drink the water is a mark wigtom and growth
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from this experience. Winnie uses her lifaer timei to leave behind a legacy of lives she has

touched.

Jesse Tuck

Whether he is viewed as seventeen orlumedred and two, Jesse Tuck remains the
same. He is adventurous to the paihtecklessness and always on the move for the next
experience. I n the book, he is fiso gloriouso
him.*6 Jesse is a climber, as seen by his scaling of the Tr&igathe Tree, and the side of the
Tuck Cothageto the attic, and he therefore must have some amount of agility and physical
fitness. He is like a bird that never lands, and in many ways, he is bird thataeiand. He
decl ares, fil think | 6ve been eveusgoimhyer e i n th
predicament / my p e enan opaation™ Thoughantthe baokéhe dlaimsa o n e
to be glad he never married (before getting to know Winnie), in the musical he makesua flat
proposal to Winnie to marry her when she turns seventekdrinks water from the spring. The
excitement he finds with Wi nnie has brought t
to keep living alone in the shadadys, and he consequentl|l y*®seeks Wi
However, Jesse does not quitesé the maturity to process the ramifications of these actions.
Mae reveals in the novel t hatoandihseemsvthatthigis st op
the case not only physically for Jesse @lsbpsychologically*® Unlike his brother, Jesséls
seems to have the mentality of his original age and lacks the maturity and wisdonpkighty
yearswould haveotherwisebrought. Nevertheless, his encounter with Wirappeardo have

jumpstarted that process for him, fordieplayssome sense of acceptaricand by extension,

growthias he stands at Winnieds grave reprising |
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Miles Tuck

Jesseds ol der brother, Mil es, is as differ
twenty-two, Miles married and had a sand a daughter, per the novel) for many years until his
wife left him for fear of his immortality’ Consequently, Miles views the spring water as a curse,
thatnot only stole his wife and son from him, but also denies him any hope of a family in the
future. The loss of his family has made him bitter and reluctant to welcome joy into his life. He
has retained paternal characteristics from his time as a father and set himself as a voice of reason
and caution in the family, steeply rooted in fear thete family secreigetsout he will have to
relive the traumatic rejection he experienced earlier in life. He admonishes Jesse, who has not
experienced such |l oss, remarking how it is ea
looked out for anyone but yowl6.0°* At the end of the musicatoweverMiles attempts some

reconciliation with Jesse.

Mae Tuck

AMot hers can always tell, 0 answers Mae Tuc
|l atterbds dress was scratchy. M and indedd shelsgemse mb r a
to thrive on it. Her excitement in fALive Like

later that day, and, therefore, resuming her role as a mother. The thrilling notion of her family
reuniting seems to shake her outafecaddong stupor and break the monotony of her daily

l'ife. Winnieds appear ance f uastWneigactdallyaloaes out h
need a nurturer, and moreoveecause Mae longs for a daughteMae is sentimental, as seen

by her attacment t o the music box Angus gave her and
Beauti ful Day. O She is nostalgic for days go

ifat | east heds | ooki.PtHefroraWwdred ttim ns doet Wi mo i s
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future are fully manifested when she strikes the Man in the Yellow Suit in the head with the rifle

to protect Winnie.

Angus Tuck

Patriarch of the Tuck family, Angus chooses his words and actions carefullyidéhe s
effects of immortality have left Angus rather passive and, consequently, subject to stagnation. In
fact, the first time he meets Winnie, he is still in his undergarments, showing how he can hardly
bother to get dressed for the day for lack of purple.c h | i ke Mae, however,
presence seems to revitalize him, and imiheel, he goes so far as to sdiy fis is the finest
thing t hat Dahi dlaasteighty gedu®*iOwing to his sedentary lifestyle, he lives
vicariously through Jesées adventures, even all owing Jesse
unbeknownst to Mae. While he may demonstrate lax parenting, he is still respected by his wife
and sons fohis leadership and wisdom. When Winnie is first revealed to Mae and Jesse, they
resoved t ake her to Angus b e.¢Angssdeeldresponsibleifor know
everything that has happened to the family from the moment thely fiom the spring,
confessingh Thi s is my fault. | never shaostidladedhave t:
Yet in spite of his guilt, he continues to provide wisdom, most notably in the musical through his
song AThe Wheel, 0 where he explains to Winnie
its natural cycleand counsels hertonotbeafr d of deat h but to fAbe afr

alive.o*’

The Man in the Yellow Suit

Described in the novel as firemarkably tal/l
thin, apologetic beard, 0 Adr vy, eXelow Suitfeeeives, 0 an
adetailedportrayalinthe noveP i Hi s t all body moved shoutttri nuous|
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twitched, 06 Babbitt writes, ABut athantdldde s ame t
mari onetteé| Wemai ¢ d &v@lse hfal owned and | ooked al
his smile seemed perfectly all right, quite agreeable and friectfifhes characteristics are

maintainedn the musical adaptatidrut manifest themselves more justifiably and completely by

MI Y Soorsayal as dair barker. In this version of the stoM]YS has been working for the

Fair most of his life and travels with theshaily from town to town, secretly hoping émcounter
someone who can help hidiscovet he 1 mmortal family from his gi
employment as a barker makes him much less ominous and symbolic than in the book, instead
transforming his potgtially creepy qualities into attributes of enticemenitile still positioning

him dramatically as the antagonist He bol dl'y invites all to fAjoir
scouts for clues about the supernatural family. He possesses the shrewtbgtdibeive a
persondés age by looking in their eyes, ®%part o
His affinity for the yellow suithatgives him his character name is one of his more peculiar
characteristics. Although the musical allowslfetter rationalization of it, owing to the

flamboyance associated with fairs, it still draws much commentary from the other characters in

the play, prompting an entire song, KAManf act ,

[ Dressed in Yellow]o).

Hugo Jackson

Hugo is not originally in the boolRather, he was created for the musical adaptation to
serve as a sort of comedic relief duo with his father, Constable Joe. Hugo is described as being
A[fifteen], shy anidtrameg’Ho ss & oammd AiHU g@ 0 e fFutr p t
reprise emphasize his anxiety with tsygllable phrases and a steady percussive beat, evocative

of a palpitaing heart. He is enthusiastiand his nervousness seems to stem from an eagerness to
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be professional and i mpress Constable Joe, wh
except for his last scene witim when he mistakenly calloeii Dad. 0 There i s no n
mot her figure in Hugoods | i f euthows muchemetional coul d
support igoresentin this fatherson relationship. lits likely his selfesteem has not been attended
to at home, for after Winnie tells him that h
anyoneods eV el Nevathetbssatlwamnot be saie that his relationship with his
father is abusive, even if distant; there is
final scene t oget h et Desriterhis yodith and endeliriag ndreogspet 'y vy et
Hugo is very bright, as evidenced by his first encounter with the Foster fagédydingheir
missing persons case, often deducing clues before his fatheHdoaiso has an elevated
vocabulary and an affinity for factual correctness, whichheshavs e s i n AYAu Candt
Mano opposite his father. Finally, Hugo di spl
his actions throughout the play in his objective to find Winnie, whom he eventually marries,
when he nobly progclWimsiefiJystdhrlemamPeys have
Constable Joe Jackson

Constable Joe is not revealed to be Hugods
He appears to put his professionalism before his family, which explenstherrigorous
disciplineof his deputyin-training. In his fifties, it is possible that Joe is also out of shape, as
Hugo tends to arrive to every scene before, lindJoecomplains that Hugehouldh 6t hav e
gotten so far ahead. Nana, additionally, remarks thatdesis fi f a s t .0°aDespiedis a s s e s
position of authority, Joe does not seem to be the brightest detective, or is at least not as intuitive
and astute as Hugo, whom he often chastises for speaking before repeating what Hugo just

stated. While his wits may be lacking, he doesrsgebe an excellent judge of character. He
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takes an immediate disliking MIYS and sings an entire song with Hugo debasing men who

wear yellow for their universddadqualities, such as having poor handshakes (conversely, he

takes a liking to Angus Tuckfter experiencing his firm handshak&Lonstable Joe seems to be

sweet on Betsy Foster.i#t subtle, but he appears quite happy to help her or find an excuse to see
her, even telling her, @A0Oh, youor.é& never a wa
Suprisingly, even greater than his disdain MFYS or his fondness for Betsy Foster, Constable

Joe hates clowrfS.

Betsy Foster (Mother)
Recently widowed sometime in the last year, Betsy Foster raises Winnie (with some help
from Nana) to the best of heliity. However, she often displays more militant qualities than
nurturing ones, exemplified when she coamais Winnie tdimarch upstairand put [her] proper
attire back or®® She prefers things neat and orderly andfineswinnie to the perimeter of the
house property. She denkaes Winn niheed sb arse gsu etshta tt
full year since Mr. Fosterds funeral, AAnd we
happene®’ It is unclear whether these traits were preexisting or a recent development
stemmingg r om h er h ulsidlikety thét she ldas aways been someone who favors
structure, responsibility, and duty because Winnie argues that her father woulddeaviegiato
theFair, suggesting he was possibly the more relaxed and playful parent. It is also feasible that
Bet wddandbs death has exacerbated the aforem
what little family she has left. When Constable dod Hugo respond to her missing persons
report Betsy implores, fAFind her, Joed'Upon canédt b
further speculation, given that Betsy is in her late thirties and Winnie is eleven, it would seem

she bore Winnie in henid-to-late twenties, which may suggest that she and her husband
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struggled to have children and would further
measures forearingWinnie.
NanaFoster

Nana is Winniebs pat er nddctthgtshehasd meetalr @lr ,MaeWis

music box fAon andiamfdoihemnl waglse’Tadngashe,f r om ou

too, mourns t he 1hersaen sbeftakédia much nrodeselakted appreach to
the social convention of mourning, advaogtfor Winnie to attendthteai r . A Keep your
peeling, Betsy. We want cotton candy, 0 i s jus

number of other instances are snidely and unabashedly directed towsy $iethe most
point ed Wweuldgog dropiiiead, alread(’ In the novel, Nana believes in magic and
attributes the mel od y.o0ltostherdlaerodis thatmuthe imasicdher x t o
beliefs are discounted as senility because of hewageshe is actually correct about magic
lying dormant in Treegap Wood.
Conclusion
It is easy to see why this beloved novel has endimedigh the decadesmdfoundnew
life in its varioudilm andstageadaptationsThe thenaic conerns andas®rtedcomplex
charactes make for an engaging story accessible to young audigeceslatable and available
to maturespecators as well. And e nusical in particiar, through song and dandarjngsthis

mundane yetagical world tdife.
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CHAPTER 2
BIG DAY, FIRST MAINSTAGE:
CONCEPTUALIZING FOR THE MCLEOD STAGE
One of my biggest fears about directing has always been that my imagination will not be
enough, that my interpretation and subsequent transformatatextfinto a dramatic experience
on stage will B inadequate to the dynamic production it deserves. However, in my first semester
of graduate school, while working on my mock qualiffi@unday in the Park with Georgewas

struck by a lyrical phrase written by the brilliant Stephen Sondheim. In pinifigssong to rally

1]

George to his art, the char actienew. Debothers i ngs,
make that decision/they usuallydo/lYo u ke e p mkhie becage mymanira
throughout graduate school, a constant reminder to keep doing what | am doing because | am
enough. Nevertheless, | grappled with allowing mysetiream for this productionith reckless
abandon

My previous SIUC productions, as las many of my directing experiences prior to
graduate school, had conditioned me to be a practical artist, confining me to the limitations of
funds, space, time, and other resources. Turning off that pragmatic mentality became a recurring
challengethroghout the production process, as | was
budget ? What .Atthesuggestioadf mysupdreisidegun Ojewuyil allowed
myself to be caught up in the fantasy of a production with no resource limitatans

restrictionsAs it turned outii f a ndt aisnyd e e d , became a cruci al C O

7 At SIUC, amock qualifieris a practice proposal that prepares student for the proposal of their qualifying
project, which is used to adjudicate the studentds wor |
standards.
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Vision and Concept

Upon reading GI| encoe duwkEvdrlastithgl imgediatdleg f or t he
|l atched onto the p.dfThssuemedup averything see in abth thabodka s y
and the musical. This is a story about a young girl who finds a piece of magic in her own
backyard and an extraordinary family in an or
infatuation with Jesse, and while he is alsoneor@d with her (in a different way), this is not a
romance tale. This musical is a reminder that it is not how much life you have to live but how
you choose to live it. Time is a gift, but it only has meaning if you use it. Wiasdéanin the
YellowSut squander his mortality chasing after i
empl oyed t o.0%Conversaly welséenMinnid dadline a chance for immortality in
exchange for a norméaland by all accounts, thoroughly livédife, with the legacy of a son and
grandchildren. The impact of her actions is indeed a ripple in water, not the least ofsatech i
influence on the Tucks, who by the end of the play have a reignited passion for life.

In his scene on the pond with Winnie, Angus Tuck makes one of the most profound
statements of the play: fAYou dodlakghtof¢ghed t o | i
COVID-19 pandemic, | found this line particularly resonating with not only my own
circumstances, but the nation at lafgleany Americans, myself includedenerallyfeel that they
do not have enough time to get things done. In a X@ashingonPostar t i cl e enti tl ed
never seem to have enough time, 0 psychology r
APeople often complain of being in a time bin
also because they perceive alatkoc ont r ol & Mosvever,twhes COVIBELifomrel . 0
its way to America, citizens suddenly found themselves twlmuchime. At first glance, the

shelterin-place orderseemed optimal for productivity, particularly for introvekisiffPost
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writer Connor Garel recalls his initial optimissth avi ng so much free ti me
so productive | woul d®Whatmedoundinsiehdasian sur pri se m
overwhelming sense of burn8uThis is rot unlike the Tucks, who find themselvesvy to
endless timealthoughthe initial blessing of immortality is soon realized to have its immortal
consequences, as well, including what seems to be immortal burnout. Their encounter with
Winnie, however, reignites their spark for living, and altHoMgnnie chooses a mortal life, the
text suggests she that makes the most of it. Therefore, | wanted this production to be a reminder
for the audience to not let their allotted time dictate their fulfillment of it. It is not how much
time you have, but whaou do with it that matters.

Whil e Angusd6 aphorism and the meftomphor of
conceptual standpoirtheash tree is the backbona which | chose to build the world of the
playfrom a production perspectivas | drewfrom Norse mythologwynd explored the entity
Yggdrasil the World Treel came to regarthe ash tree in Treegap Woad such and thus
recognized it as beingf the center of everything. It is connected to everything and the spring at
its roots is a souecof life. In many ways, | am reminded of The Tree of Souls in James
Ca me r o n GAsatarh Fheree is an energy that binds everything in the world together, and
through that energy, The Tree of Souls is connected to everything. The same is true lof this as
tree inTuck EverlastingBut it is more than condadiitit is alive.

The heartbeat ofuck Everlasting: The Musicals t he musi c al moti f Ad
day nao repeated throughout the pfWhatdoestt i s a

mear?o andfiHow does it manife8b were my two biggest questisas | developedhy concept

8 Burnoutrefers to a prolonged state of emotional, physical, or mental eidvaastthe result of accumulated stress.

9 fiThe Tree of Souls is a giant willelike tree that is said to be the closest connectida spiritual entity of the

entire planet ofPandoré The tree has the capability to connect directly to the human nesysten, despite

humans lacking a queue. The roots of the Tree of Souls are capable of initiating a nebiral link Avat ar Wi ki ) .
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My thesissupervisoy Segun Ojewuyi, challenged me to consider the larger global themes at
play, which i mmediately r emi ntldeebdok,imgusarid t he en
Mae Tuck return to Treegap some decades after their encounter with Ahdnearn that the
woods containing the lifgiving spring were bulldozed, either covering or destroying the magic
source. Land development and capitalism erasenahanted part of nature. | therefore decided
that nature would have a physical embodiment. As | was already inspired by Norse mythology
for the tree itself, | further drew from it to conceive three nature spirits, or nyrapveter
nymph for the springa wood nymph for the ash tree, and a rock nymph for the earth surrounding
them both. The triad tied in neatly with the Norns, the Norse Hatékrse mythology, the
World Tree,Yggdrasi| is fed by three wells, and the first of thes&idarbrunnr, orthe Well of
Destiny, where the Norns residad influence the destiny of all living things

Building on the idea that dives are connected by the deséiswoven by these nymphs,
| realized that this is hothefi d a yn amba mo t manifestmriond, ds it is the raw energy of
thought manifest through sound; magical in its haunting yet uplifting musicality; and universal as
it connects all living things because it is the sound of all things living their TNesnymphs
help embody these threbaacteristicghrough their dancing and movement interwoven
throughout the play. Taking it a step further, | decided to pull from the mischievous nature of
Norse gods andpiritsso that our nymphs directijet invisibly play a part influencing the
charactersd act i on sTheybestow dtemal lifectmtberTecks ardfall whdr e  p |
drink from their life sources, but they can also be threatened by external forces, for example,
MIY'S, who would sell the watef profit, or, in the novel, land development, which eradicates

the pocket of paradisé his bookNorse Mythology: A Guide to the Gods, Heroes, Rituals, and
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BeliefsJohnLi ndow quotes a Norse poem that states,
wha must be. o

One useful example of this Ashapingo woul d
Winnie finds so that it entices her to leave her yard, explore the woods, and consequently
encounter the Tucks. Rather than negotiating the logisticsvofdha puppet or automated toad

elude Winnie, using a nymph makes the plot point an intentional choice to draw Winnie into her

adventure. However, as my vision centered aro
have, i1itdés whatttyeusdo Wwiwanieédtageénmp to be .
production. Therefore, the nymphs woudhlt never
they would provide the nudge or Ashapingo in

Another irstance where | intended to employ this was that while Winnie followed one nymph

with the toad, another nymph would remove part of her dress or hair bow, to be found by Hugo

in a later scene. This would reinforce his determination to pursue her and forgshad

nymphsoé desire for Winnie to choose a mort al
The contrasting theme &dte vs. free wilcreated by tese eventsn tandem with my

vision that contrasts allotted lifetime with how it is used, led me to consider other contrasting

elements throughout the pldgr example, the opposition of life and death noted by Angus as he

sings, fAiYou candé6t have |living withoadlfoudlyi ng /

environmental contrasts, character contrasts, and therpatiastssuch aghe following

examples:

Table2-1. Examples of Contrasting Elements

Passive Immortality Active Mortality
Fate Free Will
Natural Treegap Wood Artificial Fair Grounds
Jesse: A bird that can never land  Winnie: A bird that can never fly
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Thesecontrasts would serve as the vehicle for my vision, the concept around which the design

elements would rally for our production.

Suggested Design Elements
Highlighting thesecontrasting aspects became the foundation of my suggested design
elementsFor example, | knew scenically that | wanted to create a clear distinction between the
earthy, living, and vibrant Treegap Wood and the varying vitality of the other locations. The
woods being the cornerstone of the play, | dedimethe set to extenadhio and transform the
theatre into TreegapWopd dr awi ng | argely from Babbittds
Treegap Wood in the nov@duoted here again)
For the wood was full of light, entirely different from the light [Winnie] was used to. It
was grea and amber and alive, quivering in splotches on the padded ground, fanning into
sturdy stripes between the tree trunks. There were little flowers she did not recognize,
white and palest blue; and endless, tangled vines; and here and there a falldfrlog, ha
rotted but soft with patches of sweet greetvet moss®
The woodoughtto feel warm and inviting, fertile and growing, and, ultimately, alive
transportinghe audiencéo another worldhe moment thegnterthe theatreand engagingll
human sensgsossible feeling the texture of moss or bark, hearing the tranquil forest and bubble
of the spring, seeing the vibrant flora, smelling soil and folides first exposure to the play
shouldbe a slice of Eden left untarnished by midare theras life andpotential for magic. To
assist with this, | really waatlto explore the idea of a douklevolve, a turntable with an inner
and outer ring. The novel emphasizes how the Tree is at the center of evdryttarigib of the
wheel!! A revolvewould manifest this notion and provide the possibility for smoother set

changes. The addition of the outer swauld allow opportunities to contrast movement and
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stillness,suchasHugo walking in place while Winnie independently considers her decision in
AEveesrtli ngo or Winniebs | ife and memories |iter
iThe Story of siwlymoptionsforBhesaniganryoduring the Fair scEra.
adherence to my vi si onideadetwduld zerathybidodNaturdlistE ant asy
and Symbolic elements, relying on man (actors) and magic (automation) to achieve
transformations.

Specifically, on the topic of Treegap Wood, | lothe prospectof Jesse and Winnie
having architectureon whichto climb. As Jesse iskié a bird that never lands, his affinity for
being up in the aineeded tde satisfied by the seandin particular| knew heoughtto lead
Winnie on some kind of | oanvisioeed thdnanifestmgas A Top o f
actual climbingor automated assistance ti@aweredsome part of th@ree to create the illusion
of climbing, or everotheractorscreatingmakeshift branchefsom set piecefor Jesseand
Winnieto climb and walk on.

While Treegap Wood is warm and inviting, the Fosteuseis clearly notWinnie

describes herself as bei ngo?Bhetaments thad nothingewer hou s

happens, that she never gets out of the house
rules to abid®'® The stage directien def i ne t h eo“Fhe Fdsterwonses arefisslit er i | ¢
in mourning, as it has not been a full year s

of a crypt or tomb. The Fosters have ceased to livé lifiere is an atmosphere of death no
unlike dying because they are not living. The space is cold but not cruel so much as constrained.
As the Fosters seem to have (or had) a decent amount of nhavaeyed the Houseto havethe

appearance of putting on airsshouldfeel like a houseudt not a home.

10 For budgetary reasons, this aspiration would not come to fruition. For more information, see Chapter 3.
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The Tuck cottage, by contrag,very much a home, biittis a stagnant dwelling. Mae
bemoans her cabin, fAwhere the ond®Fhetohtdgeyg t hat
while cozy,ought toreflect indifference and neglect. It is not dirty, but it is messy because there
iS no urgency to maintain a home when you have all the time in the world. The Tucks are not
hoarders of decades of belongings; they lead simple lives and get by on whetvbayy
desire wago collaborate witlithe scenicandlighting areado find a way to transform the Tuck
cottage fromWi n n inigabirapression oft asac a pt o r 0Oisto dioviry bearth tof safety.

On a similar subject of collaboration with lighg, it is worth noting thany preference was to
includesome kind of hanging sheiepossibly on a clothesliriethatwould createa screento be
util i zed dwucreatnmgghadow playtboagh this did not need to be present for the
entirety of he show.

The Fair strikes me as actually more of a carniVaé websiteAirFun Games explains
that historically fairs were more communityiven, centering around a harvest time for farmers
to showcase crops and livestock. Carnivals, on the other hadédté consist of traveling
troupes of entertainers and included music, dancing, games, rides, antlSourbthe Man in
Yellow emphasizes that they travel to a new town edagy | argue this event more closely
resemble a carnival. For this productipl wanted it tofeel commercial and artificial. Everyone
knows this is a fa-ade, a temporary inducemen
problemsMIYSsi ngs, fAThey say it won'®dThedctaasscendry And s

did notneedto be intricate, as lintemdit o r el y on char aco'®fleshouti t h fis

11 Stage busineggfers to any incidental activities carried out by the actor on stage. These may be in the script or
they may be devised by the actors and directors. Exampl
or fAplaying a guitaro (Trumbull).
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the world of the Fair. However, any assistance from the sewvthdd help the audience buy into
the charade of the Fairasappreciated.

Period appropriate clothingaspreferred for costumes but more importasatsallowing
for freedom of movement. Thigasparticularly true for Winnie, whose costumemnvisioned as
begiming with restrictionand beconmg increasingly freer throughout the musical, reflective of
herbr eaki ng out of her familyds constraints and
to Thomasés clothing and evenot®nouhéeéonot déToe
St ory of Wilthoughts wokldbe ddeantageous to soligifa theme for Winniesuch
asa color or accessory, to help the audience track her character throughout thaslareteas
a similar concepftor Hugo.

Given how little they venture into the public eyangus and Ma&varrantedower-class
clothingandslightly outof-fashionat that | wantedA n g u s 6 s taba blandamd rather
forgettable at first. Throughout t hbkichpl ay, Wi
hoped to subtlynanifestvia some color or accessoaghis clock starts ticking agaiimilarly, |
thoughtMae mightalso embark osuch a journey, as she takes pride in her appearance, though
only in maintaining it, not improving it. However, Mae, being sentimentajht have davored
and worn shawl or patched skirt with various fabrics from her years. While Mae and Angus are
behind the timem clothing, Miles and Jesse are quite ugtoatchwith their attire at leasfor
being lowerclass. Miles strives tbe as unobtrusivas possiblén the worldsothat he will never
again endure thehunning he experiencé@dm his wife.l thereforeenvisioned him with
clothing appropriate for his stau possiblybetter groometh honor of the family reunion and
inconspicuous enough to blend in with the crowd. Neverthdleganted to ensure that he did

not, in fact disappear against the ensendbe c o st u me s , s ocould negotate d my d
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that Jesse, by contrastemandsanaudaciousvardrobeto matchhis adventurougpersonality |
imaginedhim in an 1890sstyle,butunlike Miles, rather unkempt and less concerned with what

he looks like than what hie doing.After all, Jesse takes after Angus while Miles takes more

after Mae.

The Maninthe Yellowsui t 6s c¢cl ot hing is described in
seemed to glow in the fading ligh' Both in the book and the musical he is mocked by other
characters for his attire. Na n a andevimyavoulds , i Wh e

you buy it?06, and Hugo obs e.0" ddsnotivdnitte shade ofi s ur e

yellow to be unsightlybut there certainlpeeded tde something ostentatious about it. | veaht
him to cl ear |l y possiblircludngahator a carel Hisrowerall appearance
needed tde simultaneously inviting and disingenuous. Regarding the ensdmialeted them
to largely reflect the lower class with rustic elements, although theFesented an excellent
opportunity for the town to dotheir slightlylessthan Sunday best.

Finally for costumes, | entedto utilize three ensemble membersths three
aforementionedature spirits. These nympt®uld be the essence of The Tree or The Spring or
rocks, moss, etc. Most importantly, these piisineeddto be able to camouflage against the set
of Treegap Wood, so theyould beundetectable by the audience at the top of the show,
allowing for a grand reveal after the Tucks drink the immortal water. These spirits are not
malevolent, but they amischievous guardians tie Tree anthe Spring, and they have a
strong relationship with t bmotfrepeated Aday

| intendedto heavily rely on lighting for amplifyinthe moodsl envisionedand securing
thedesired atmospheres for the play. Particularly in Treegap Wood, ligisisgecessary to

provide camouflagéor the nature spirits, highlight the spring, and ultimately breathe life into the
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scene by means of colors and textueggin inspiredy Babbitd s wr ifiFoeng t he wood
full of light, entirely different from the light [Winnie] was used to. It was green and amber and
alive, quivering in splotches on the padded ground, fanning into sturdy stripes between the tree
trunks&? Likewise, lightingwas toevoke a sense of serenity, but also a tingling for potential
magic, like a charged atmosphere.

| hoped for lighting to assist scenic elements by completing locations whereaidet
notbe fully realizedsuch adVi n ni e 6 s, tife take andeventhe sdoreferenced by the

script Isolation would be crucial for establishing these various settings. Maskmgdmalso be a

necessary role for lighting. fAMy Most Beautif
Fostero all b r and @s same ofl the charastedNdnedd itofbedoubled,
lightingwouldh el p mask identity for transitions or s

wantedshadow play to depict the story of Miles and Thomas.
The element ochoreqgraphywasmo st obvi ously crucial for #f°

Foster, 0 as t he s on glfeltdance elsewheshdulgexist urdlgie d; howe

this world. The overall style | wagd to explorewasfolk dance, in accordance with the style of

themusic. Br A Part ner dadacor@hinationeof traditibnal volk dahce and gritty

Ai mprovi sedo mo vNewsedrthe scéne flom the filfétanit whérerRose

watches the thirgdlass dancingd.sawthese atownsfolk and carnival folk usingghat they hd

around thento have funincorporatingricks andstuntswith propssuch as long length of rope

coiling/uncoiling or utilized asajumpropgy contrast, dances i n @AMy

and parts of AThe tBdkmeaymore fitualizedand traditioha. Eleganced s

and formwould permeate more in the choreography for these numbers. Further contrasted in
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movemeniverethe nymphswhosecharactersvould draw from Modern or other dance forms

thatevoke primal and ancient imgary.

Role of the Audience
Tuck Everlasting: The Musicakemedin odd choice for our audience demographic,
given that it is a famikfriendly show adapted from a book geared toward elemeaktadren
and our audiences are primarily made up of Thelfigrstudents and older patrddsiowever,
my justification for this production actually developed out of the CO¥®Dglobal pandemic.
About a week af tdecisioCthexterd spriig break fOriSHES thentioned in
my introduction GovernorJ.B. Pritzkerissued atayat-home order for the state of Illingis
effectivelyshuting down activity for all campus buildings apdompting a transition dll
curriculum to an online format.
Mandatedsocial distancingwhile an effort toflatten the infection curve of the
coronavirus suddenlyprovided students with an excess of unstructured time. Rcuwgitaeme
broken and reports from various SIUC faculty and my own peers sad¢fest studentsvereat
aloss of how to handle thisnewfmd t i me on their hands. In the
l eft with nothing / nothing but time. o0 Simila
time / but what if all this time / did more than pass us by? / Life even infinite / still mustifev
in it,o to which Angus responds by resolving,
/| can [/ wedl |l [/ s t.@pbeleved thatymcgsuch asiesedaswell asthe /  wh
general plight of the Tucks,ould resonate witlstudents, faculty, and the general public
attendingor viewingthis production as all have been affected by this epideidig.wishwas

that hey would recognize, recall, and, as a result, empathize with the Tucks, having also

2Ther is precedence for the DoT offering matinee performances to surrounding schools, and had the pandemic not
ensued, this likely would have been the case for our productibnckfEverlasting
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experienced what it feelkk to have their lives frozen, if only temporarily. Additionally,gbe
uncertain times of health have been a sobering reminder of how indefinite life is. | say this not to
be morbid but to draw attention back to my vision, that it matters not how muelyaumare

given but what you do with itlopefully the audience&vould bereminded otheir time during

lockdownandfeel challenged to make the best of every day they are given.

Directorial Interpretation and Approach

In preparation for the realizatiori my concept and vision, irkt and foremosteeded
t he cast to read TNektEzwilastingThe aobrbeimateridlssriammi gi n al
characterization and imagery that greatly suppleatéstlack of those qualities in the scrilbt.
would also provide us with a common language and resource, and,d, lsopee sensory
referencesiponwhich we ould draw throughout the rehearsal process.

As iscommonin the industryfor directingmusicals] prefer to have all music learned
before stagingr choreography occums orderto provide the actors with a foundation for the
acting, as well as better empower them to understand how their journeys will track for each
scene or sond-or this productionhowever, Wwantedto collaborate with the musdirector to
determinea meangor me to work with some principal actors whiletaaghtother music.n
general, | tenghrefer a concurrent rehearsal schedule where some actors can be rehearsing music
while others work staging or choreograghthere is avays something that can be worked on at
rehearsal. One reasowantedto maximize my time ishatl desired tduild in room to workon
creating familial backstoriesith the Tucks and the Fosters, respectively, ugingmbination of

Goffman Frame TheotyandMeisnet* exercises. In shows where relationship histories play a

B Erving Goffman was a Canadidorn anthropologist who studidhe rituals and performances of everyday life.

His essay fAFrame Anal ysiso explores the structuring an
14 Sanford Meisner was an American actor and acting teacher whose methodology focuses primarily on the reality of

doing or living truthfully under imaginary circumstances.
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major factor, | tend to employ these exercises, which draw first from the text for factual support
and then gradually transition into the realm of improvisation. | find these usefigiottelp

actors establish, near the end of the exercises, what they want from the other characters,
individually or collectively andl believe this fosters a certain type of community that translates
effectively on stage.

Another reason | prefezdto buffer in more time is that with musicals, | prefer to coach
using my training from Tracey Moootalids met hod
Stanislavsky acting technique. | have found this approach incredibly useful for musical theatre
songs, wheretgdents can easily become distracted by the task of singing and neglect the
dramatic action. Using exercises from her bd@dtjng the Song: Performance Skills for the
Musical Theatre such as AThe First Two Acting Questioc
practices, as needed by the individual actptahned tovork with my principals to ensure they
understoodvhat theyweresinging, why theyveresinging, and how that song malénem
forward as a character, or, as Mopteases t , At o t kelstory at atene; gaxchpart o f t
fully explored, from moment to momeei®

Finally, | wantdto build in time for exploration with staging and choreograpimgver
intencedto choreograpfuck but laim todirect any musical stagirtay collaboraing with the
choreographer to ensure a uniform productidradplanned to come to rehearsaltsh most of
the book scendsosely outlined for staging; howevemelieval some of thescenes, such as
APartner i n @Geededtdd®apmaachéd Morencgaaiy, which admittedly is
one ofthestyles of stagingvith which | feel least confidenMy vi si on f or MAPartne
particular include&n enormous aspect of pleile craftingthe songandsceneand some of

thatneededo include devising with the actors and determining what ttoeyd best contribute
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to help tell the story of that ,andmsphappemedt ande

that he staging of that song wouldvealan importantliscoveryto me as adirector.

Anticipated Production Challenges

Although there were many challenges that arose during the production, part of my pre
production process, which was initially pg®©VID, was to identify and address potential
obstacles | might encount@fuck Bverlastingis a big musical. Photos from the Broadway
production showcase the caliber of scenography for which the creative team was striving. |
wantedthis production to achieve the same level of grandeur but scaled down to the appropriate
size of our thater space, budget, and audience. An immediate challengewtsallaborating
on how to achieve these various locations with fullness and effectiveness, sl thetyldok
cheated. For example, them@asno need to bring on the entire interior ofabke as one might
do forMame however, the text is clear that action occurs inside the Rdsteseand the Tuck
Cottage, in addition to exterior scen&herefore, some semblance of these locatimesied to
be firmly established.wascomfortableto assisthis by eliminating some unnecessary locations
suggested by the scrjstuchasTreegap Silo, upon which Jesse sits the first time he is
introducedn 1893and also at the end of Act | with Winnie. As this location does nothing to
serve the plagxceptreinforce Jes€es foracchmbing andsuggesthathe and Winniare in an
intimate and secluded spot, Itfebmfortablecutting it and changing those two scenes taoae
neutral location or something already established.

One of themajorproductbn challengeseven before the pandemic and the introduction
of social distancingvas going tdoe balancing the rehearsals of a large castwdwdd need to

rehearse music, staging, and choreography to an equal degree amidst the various other
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commitmentsof the school year. The Kentucky Theatre Associgti@screening audition’,

for example, are generally heldin Novemlzen d usually occupy a | arge
focus and timeEvents such as thes®uld require the utmost organization betwehe stage

manager and me, and clear, constant communication with the actors and creative team.
Additionally, archestra rehearsdisr past productionkave usually been held on Thursday

evenings, depriving theemestemusical of a music director asdmetimes an accompanist. |

knew it wouldtake careful foresighand strong communication with my collaboratrereate a

schedule thatvould achievemy aforementionedesiredrehearsal time.

Anticipated Learning Outcomes
Famed director Peter Brogkovides sage advice to directors and rehearsals in his book
The Empty Space
A director learns that the growth of rehearsals is a developing process; he sees that there
is a righttime for everything, and his art is the art of recognizing these moments. He
learns that he has no power to transmit certain ideas in the early days. He will come to
recognize the look on the face of an apparently relaxed but innerly anxious actor who
cannot follow what he is being told. He will then discover that all he needsvattanot
push too hard*
The largest criticism | received at my First Year Review was to learn to be comfortable being
uncomfortable. For someone who is a meticulous planner and favors having control of situations,
thati s i ndeed a c Ipalolce gplgrase hakk Meardse many times since |
arrived at SIU that | can no longer recall its original source; however, that iswhatedup

my anticipated learning outcomes for this thesis produdinoowing that | wouldbe

5 The Kentucky Theatre Association hosts agreeening audition event in which student actors may be approved
to attendhe Southeastern Theatre Conference in hopes of obtaining performing work.
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collaborating withdesigners for the first time in a decade, having been my own designer for most
of my directing projectdeading a cast of at least sixteen, whidmssix greater than | lteever
managed during a musi¢caindworking side by side with a music director and curating the
instillation of several dance numbers with a choreographeindnaever workeceither, as | have
always assumed those positions myselfwas a terri fying and fAuncomf
likened to beindhrown into the maelstrom of a production process at the mercy of Dionysus
knewlwouldhave no choice but Atrust the process. o0
Conclusion

So,l resolved to be comfortable being uncomforéabid enter the collaborative phase of
the preproduction process, going inith all the preparationknewthat | @uld muster
including aprodigiousorganized rehearsal plan (of attack) and an arsenal of suggested design
elements, with which | hoped to inspire my designers to rally around my visiczoaoept for

the production.
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CHAPTER 3

MEETING MY PARTNERS IN CRIME:

THE DESIGN PROCESS

AYou need a partner in crime, o0 Winnie, Jes

end of the first act. @St uccallaborationd Wisytshiowdkthe s i t u

road be long and lonelybThey are absolutely right, and nowhere is the sentiment of
collaboratiortruer than in theatré&ince our first year together as a cohbhiad dreaned of
working withmy fellow graduate studentdessRigdon and Nat®&ohlman We started the
journey of graluate school togetheand it seemed only fitting thaur culminatingproject
shouldbe togetherHowever, the excitaent of gtting topartnerwith my friends and collegues
wasequally tempredby theanxiety d collaborating with desiggrs for the first time in a
decade, as well dbe fear of workingvith my friends.

| have no formal training on how to pitch a vision and concept for a design meeting. |
knew from observing a handful of design meetings at SIU that there is a certain balance that
must be struck between being too vague in ideas for the designers tolateimd being so
specific thathe directothas all but designed the show for them. One of the most valuable tools |
have learned from graduate school is to use the text to prompt the vision for the show, which in
my case was AngusoOtsolliinee fidrxmelvaemndyouwmejeuwst
80). With this vision and concept in hand, | assembled a brief presett&icommunicate my
ideas through imagery and language.

| had originally envisionedur first design meetingeingin persoraround the longdmard

meeting tablef the Observation Roomvhere great collaborative artistry has traditionally been

n

¢

¥Directords Design Present.ation may be found in Appendi
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forged.However,the pandeminsisted wamnaintain ourdistancefor safety, and sour meetings
were converted to a digital interfaggompting meto alter my presentatioffhe twopointsl

wanted to drive home for the design team were the significance of the tree and the necessity of
contrasting elements in tivarious design areaBuring my presentation,read short passages
fromthero v e | b e c au s e-fillBddamnduage wad scher fan aognmunicating the
saturation of nature that | desired for the set and lightiaigo walked the team through a brief
sensory recall exercise where, using the visuals in my presentation, | @doiimgin to imagine

the smell, texture, and sounds of being in a secluded forest. Finally, | presented a comparison
chart that highlighted the differences between pradaparacters, such as Jesse and Miles, and
also locations, such as the Tuck cottage and the Foster Rtis@itial design meeting proved

to be the springboard for our subsequaritial meetings which would invitetheir own
communicatiorchallengesaswe reliedon wordsand visualsather tharthe physical and

tangible.

Scenic Snafus
As | mentioned in Chapt&; | was excited to explore the possibility of a revolve, and
moreovera doublerevolve.The scenic designeslU alumnud.ogan Reagan, eageltched
onto the prospect of a revolve and began designing a world centered aroynekcthisf
practical spectaclevhich would allow for convenient set changes atitteedimensional
presentation of the Tree. However, by Design Meeting #3, it bedaaneticat the revolve was
not a viable component for our production. As the technical director, Nate Mohiman bore the
burden otbursting our bubbtenvesting in the revolve would effectively decimate our budget for
the rest of the productio@r,tosummai ze t he production manager 6s

revolve but that is all | would be gettinfhis was a healthy experience for me, in that | allowed
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myself the freedom to dream big and then allowed myself to accept reality of budgetary
restrictionsUnfortunately, my focus on the revoleaused me to lose sight of the scenic element
| had originally given the most emphasis: the Tree.

| dropped the ball as a direct®¥hen we lost the revolve, | blindly accepted the rest of
the scenic design withouteos i deri ng the functional needs of
Tree design, assuminigat it satisfied those needs and in doing@omitted the oversight of
neglecting howthe Tree creagsopportunities for actor engagemesometime in Julyl was
list ening to ATop of the Worl do and realized th
after the first chorus. For the song to dramatically build, it was necessiaopeak with the
spectacle too soon, ahds climbing out onto the Branch Unit for the first chorus would leave
little room for the action driving the song to go anywhét@ought this to the attention of
Reagan and Mohlman, which resulted in a handful of separate breakout meetings.

| argued hbaWoiildp bf titerally about <clim
actors need to be able to climb the Tree. This immediately raised concerns about saéety, as
Occupational Health and Safety Administrati@BSHA) regulations, any object climbed or
walkedon at aheightabove four feet wouldequireprotective railingg Mohiman therefore,
endeavoedto create a structure that provided safet¢ Reagan 6 s,andcsiagili ¢ desi ¢
within our budgetandl struggled to know my place in these discussionsute if | was to ba
mediatoror executoras they conversed in circles about the problem of the Whatultimately
resolved the issisavas my recognition that the Tree no longer redd beviewed from360°.
Reagan had originally intended for the &te rotate and display its backside when in its upstage
position; howeverwithout the revolve, there was no artistic gain to rotating the tree,ingean

that the back of it could be as practical as neéalestructural stability and safety precautions
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without any regard teisualaesthetis. Consequently, ypDesign Meeting #5 we had a Tree that
allowed for a climbing journeyt was fortunate that | recognized the pitfall before the final

designs were approved, butnias also highlembarrassg that | did notatch it sooner.

Costume Conundrums

My costume designer, Jessica Rigdaitjally regardedme like a boympatiently
waitingto open his Christmas presents. We both began working on our researabkior a
course for thesis prepai@n, and for a time, our work overlapped, so we shared exciting new
findings about the novel or Natalie Babbitt or themes in the musical. However, as our worked
diverged into our respective areas, | was compelled by Rigd@st@ainmy excitemenand
discoveriesuntil the first design meetings. She wisely wanted to maintain a sense of artistic
boundaries that would allow us the purest form of collaboration whémealesigners were
gathered and all cards laid on the table.

| felt a particular strugglen my collaboration with Rigdon, which | attributed to differing
artistic approaches that hindered communicadioout thecostume design€ostumesof
courseare an extension of who the characters are. | think of characters in terms of who they are
baed on how they interact with other characters in the script and what thegtdmfluendng
what they might weas an example, Jesse Tuck climbs trees and references bar fights, so
therefore, he is an adventurous and active young man. His costuemgsdéikshould reflect how
he lives in the world of the play, so rather than donning pristine trousers, Jesse would be more
likely to have distressed panpossibly with holes or patches, that allow for free and varied
movementConversely, Miles, based tis careful actions and lack of impulsivity in the script,

is more likely to weaclothing for presentatioratherthan practicality, and so would appear
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more put together with neat, clean trousers. | frequently referred to my design presentation when
discussing costumes with Rigdon. The following is an excerpt from my character contrasts:

Table3-1. Jesse and Miles Character Contrasts

Immortality is a Blessing Immortality is a Curse
NRnOrRMan Oper af Had and Lost a Family
17 (despite being 102) 107 (despite being 22)

Prankster Parental
Cheerful and Carefree Bitter and Burdened
Proud to Stick Out Tries to Blend In
Welcomes Treegap Wary of Treegap

These varyingttributesare what create thadividualitiesof the charactey and | desired these
differences to manifest in the costumes. Jesse was a difficult design for Rigdoe tand
solidify. Her initial sketch depicted the basics of Jésagyoung man of lower class tisome
wear and teatlowever, he lacked the specificity that would distinguish him from any other
young ruffian at the time; this sketch was someone who could easily be lost in a crowd, whereas
my interpretation of Jesse was someone who takes pridenidirsg out.
At our fourth design meeting, Rigdaon prese
which did provide me with an idea of what she was thinking for colors but gave me no insight
into how she saw Jesse based on my concept and livingwottieof the play? In the novel,
Jesse is Aso gl oriouso t Haetmusital meludes indidentai mme d i a
music’ent i t |l ed @ J edusngwhich Winhnke eegaflp Jessewvgtio fascination as he
drinks from the spring. There is arciting and possibly dangerous mystery to Jesse that draws
Winnie to him. The costume design for Jesse at this point in the design process conveyed none of

those qualities to me.

7 Incidental musids background accompaniment, usually instrumental, use to underscore dramatic action in a
musical (Blumenfeld 159).
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One observatiomymentorTom Ki dd of fered wasseerhtat Jesse
consider his lived experiences from the last eigitxs years. When | meditated on that, |
realized all of the historical events through which the Tucks had lived that we were largely
ignoring. Had Jesse fought in the Civil War? Was he preséim¢ atauguration of the Eiffel
Tower?We were neglecting not only the time periods Jesse had experienced but also the cultures
thatmight have influencedhim gi ven t hat he has seen fAthe Pyr
Ri o Grande, t lameafehfiTesayw@r ¢ uddt diol " necessary t
costume design.

However, | was struggling to communicate these ideas to my desagkel was
reluctant tdbeso forward as to pitch my own sketches ta hestead snce my initid design
promgs utilizing language and excerpts from the novel and play were failing me, | praposed
Rigdon that weeach gather ten images from various decades of the nineteenth century to see if
these visuals could inspire our collaborative efforts to amelithaissuesvithJessé s cast u me
We submitted to one anothemiscellanyof historical photos and paintings that represented
different geographic regions, cultures, and classes, but frankly, many items that spoke to me,
such as the Indiakurta or the Civil War cap, did not seem plausifidea cohesive design
according to Rigdondés vVvision.

Still, | strongly believed that Jesamuld collect mementos from higurneys,and |
wanted those trophies displayed somehow. When Rigdon offered to radelacbat to the
design, | immediately knew that would be our answer: he would wear a coansittatched
buttons collected from his various adventuiidse coat would serve to enigmatize Jesse and thus
create intrigue for Winnigzigure 3.1 shows theprgr essi on of Rigdonés des

the course of our design meetings from sketch to color rough to the final rendering presented at
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Design Meeting #5T he collaborative compromisef designing Jessgas a large step forward in
my artistic relatioship with Rigdon and would seras a foundation for us when we attended to

new obstacles during the production process.

Figure 3-1. Jesse Tuck Costume Design Progression
(Rendered by Jessica Rigdon)

Lighting Lessons

| am very pleased that | elected to take a lighting design course as part of my graduate
curriculum. Being able to discuss lighting with designer Henry Crowder using a common
vocabulary alleviated a great deal of anxiety | felt towardrbgic of lightingCr owder 6 s i ni
inspiration responses to my concept unnerved me because his fondest images were quite rainbow
centricand evokedhn air of fantasy that lodered onthe edge ofairy tale | reminded him that
Tuck Everlasting s ant hfibeoau n dgrofindedl in the rgadity of everyday life with a hint
of mysticism.l worked with Crowder to find a palette that would utilize the highly saturated

color scheme he envisioned without it tipping into a surreal and unnatural environment. We
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ultimately agreed on a color arrangement that would heighten the contrasting elements of the set,
per my concept, such as warm yelldws Treegap/Nood and cool blues for the Fostéouse

Crowder alsanvited us to explore atmospherics, which | had not considered, and which
therefore affirmed the benefits of collaborative artistty.a director, | constantly fear
demonstrating my ignorance of various theatrical elements, at the risk of losing tlut oéspe
colleaguesCrowder kindly explained to me the differences between haze althfuthow
these atmospherics can be used to enhance lighting and elevate &lsoegrg.much wanted to
apply lowlying fog to Treegap Wood, and | supported the nrysagth which it might imbue
the Wood, particularly for the opening of the show. However, | had to constantly remind
Crowder that our setting was New Hampshire, and so steer him away from the swampy bayou he
kept envisioning.

My collaboration with Crowdewas my first wake up call to the challenges a director
faces when creating and maintaining a cohesive produdtimlighting designer introduced the
idea ofimbibing the Tree with fibeoptic lighting, which wouldactivatewhereverthe Nymphs
wereengaging withthe action of the plyto furtheraccentuate thenystic atmospherélhis was
anothelinstance otollaboration bearing fruihat | hal notconsideredandit openeda
conversatiorio crosover with other design elementéost obviouswas the impacbn Re agan 6 s
saenic design, athe integration ofiber optics would Hect his Tree however in the interest of
homogeneitywe furtherexplored what it mightdok like to infusdiber optics into the&eostumes
of the Nymphsi an ambitiaisendeavothat would not pan out, buterited consideratioall the

same.

18 Hazerefers to an effect created bysgéensing very fine liquid droplets into the air for the enhancement of lighting
or to create a misty atmospheFag, while similar, is a thicker and more opaque substance commonly used for
special effects, such as simulating clouds or mystifying a gradeya
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Although Crowderintended tdmplementa zone lighting desighy, he alsgroposed
utilizing side lightto accentuate the choreography, as side light is common for dance concerts.
While | did desire the thredimensional sculpting that side light offered, | was also vaguely
aware that multiple boorffscould create potential set change problems, given the enormity of
some of our set piecebhis clash of my managerial and artistic quaditreould continue
throughout the thesis project as | battled with the foresight to circumvent catastrophes while
maintaining an open artistic mindset. Furthermoajriig been largely responsible for my own
design elements in past productions, | now found myself welcoming the diverse artisiry of
design teamvhile also navigating the task of keeping the design elements harmoradask

that would intensify duringhe production process, particularly between costumes and lighting.

Choreography Collusions
| have never collaborated with a choreographer. | do not identify as a choreographer, but
| craft musical staging well, I know how to tell a story through movement, and | excel at having
a general vision for choreographed numbers as a whole. My choreogRisimefowery,
challenged me to nail down the more ethereal components of my concept. One of the first things
he asked me was, fAWhat does tlhehadddnabyt ncao nnsai 6d enr
physical manifestation of the motif beyond the nymjl,at his prompting, circular and spiral
i mages came to mind, ev o%Suddenlyanyochbreofytapher danéil Gr a h
shared a common | anguage, and we began to bui

process that would become tieenplate for our working relationship throughout the production.

¥Zonelightngg s a | ighting design technique that divides the
to the objects being lit. It creates strong entrances and exits for performers and is a common practice for dance
productions (Palmet84-5).

20 A boomis a vertical scaffold pole on which lighting instruments may be hung to create side lighting.

2! Martha Graham was an American choreographer renowned for her experimentation with basic human movement,
notably rooted in the principles obntractionandreleasein tandem with breath (Martha Graham).
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While | was very excited to start exploring movement with Towery, our initial
engagement for collaborative choreography was frustrating. | found myself repeating content or
concepts, and | &ged (and rightfully so, as | would learn) that this would waste time and
ultimately inhibit our process during rehearsals. However, once we focused on one component,
for example, a single phrase of a song, and actually started moving we found a really nic
coll aborative groove, feeding off of each oth
saying, Al need thiso and Towery graciously a
prerehearsal meetings, we grew stronger inthe artof compmrimng and conceding
idea. o
Conclusion

| could never have anticipated the jourmey design tearwould take as we gathered
virtually for that first meetingo begin designing musicabmidst the COVIB19 pandemic.
Though admittedly | foundur digital engagements frustrating, as | longed fegpémnson
collaboration] recognize thevalue ofthis experiencewhich would prepare mfer the
professional industry where many meetings often are held rembBtetjrermore, heseearly
designconversations were crucial for fosterimgs as we navigated not only the traditional
challenges of aroductionbutalso the addedomplications of a global health crisendthey
prompted med experience what it is #ssentiallycaptain sshipassaled into the headwaters of

production But first, we had more creacquire: | needed a cast.

I Miller, Chris, et al. Tuck Everlasting: The MusicalNew York: Samuel French, 201 51.
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2 United States Department of Labor iDuty to Have Fall Pr ot eQctupatonal and Fal |
Safety and Health Standard020,
https://www.osha.gov/pls/oshaweb/owadisp.show_document?p_id=9720&p_table=STANDARDS.

3 Tuck Everlasting Bsign Meeting Design Meeting #400:43:00

4 Miller, et al.48.
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CHAPTER 4
THE STORY OF THE CAST:
AUDITIONS, CALLBACKS, AND CASTING

This musical emphasizes a variety of ages in its characters as it focuses on multiple
genegations. However, | believe an educational institution should utilize the full potential of its
students, and that includes their versatility in playing various agesréfore did not desire to
use ageappropriate actors, such as children or older adults, for such characters. The only
character for which | consideda more traditional castingasthe Man in the Yellow Suit, as
his desire for immortality amidst his aging body wolbidan interesting juxtaposition against the
rest of the more youthful actors of the world.

Where | dd intend to utilize diversityvaswith regard to ethnicityS| UC6 s Depar t me
of Theaterstudent body iprimarily White, butit does include a handfof Asians, African
Americans, Latinx, and South Asians, and although the Tucks historically and musically lend
themselves to an Irish heritagayantedto approach this production with coloonscious
casting® | believel thata diverse cast couloffer aninteresting statement about immigration
andtheinability to settle and integrateould tiei n wel | wi t h the TAcks®d coc
cruci al l yric sung by Mae Tuck states,Othat th
which lyricist Nathan Tysen claims was meréigechoofBabbi tt 6s ori gifnhs st o
in which they travel to the east to settl&lowever, this is contrary to developing colonial

settlements of the early United States, which would have expanddtiéntVestand thus

22 Color-conscious castinig the ideologythat actors ought to be cast in a manner which intentionally considers
their race and ethnicity ian effortto disrupt certairracist traditions ofhow business that were once acceptable
(Crager).
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justified diverse castingAdditionally, given thafTuckis an earthbound fantasy, | assumed the
audience would spectate under a suspension of
| was adamanhoweveraboutcastingwhite atorsin the roles of Man in Yellow Suit
and Constable Joe. Owingltbl Y Sdéamatic function as an antagonist, | was reluctant to place
an actor of color imrole that might subconsciously villainize an already marginalized group.
Similarly, Constable@e demonstrates many buffebke tendencies thdaénd to a unflattering,
if not downright derogatorgtereotypdor an actor of colorOtherwise, | welcomed a diverse
casting for our characters.
| proposel a cast of sixteen actors. At a minimum the script requires ten actors for the
principalr ol es, but it encourages an ensemble to po¢
townsfolk, carnival workers, and patrodfd suggestdthe addition of six enseble actors
three men and three wometto fulfill these various roles, add vocal strength to the music, and
ultimately flesh out the world of the play. | integtto use three of these ensemble members for
the aforementioned Nymphs, ideally two womed ane man, although the spirits may be
gender neutral. Sonpincipalactorswere alsantendedo play ensemble roles to bring fullness
to the stage. APartner in Crime, o0 for exampl e
provide contrast to theeclusion of Treegap Wood and create dynamic and interesting
movement, and members of the Foster or Tuck fanmight be disguised as fair goers or
workers. | hopd to build a team thatid not prioritize one character over another but vedrk
harmonious} to build a cohesive world for the audience.
Certain negotiations came into play when deciding a final cast size. My music director,

for example, argued that a cast of at least eighteen to twenty was needed to do full justice to the

23 Admittedly, an unfortunate consequence of my casting and directing resulted in MIYS being portrayed as a queer
coded antagonist, which, in fact does villainize a marginalized group.
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harmonies written it the score. On the other end, the department chair was adamant that |
reduce the cast size to ten or twelve, in order to allow an even distribution of department talent to
the otherseasorproductions and student projedtsompromise thesedemands witta proposed

castof sixteen actorshe minimum number of performers with whicloélieved Icould

appropriately execute my vision for the productida.the department headidasonedhat the
department housed at least sixteen BFésical Theater majors that needed musical experiences
as part of their education. To the music director, | off¢hat wesupplement the ensemble parts

with either oftstage singers, preferably vocal majors, or possibly sweetenerfréokeryone
seemedatontent with this decisigrand everything seemed targetto set auditions in the falDf

course, that was before the coronavirus struck.

Auditions

The COVID19 pandemic effectively paralyzed the theatre industry. However,
interestingly enough, it alsaiccelerated the evolution of many theatre practices by launching
them into the digital age. Auditions, for example, while traditionally gmeirson format and
occasionally executed via video submission, were suddenly thrust into the realm of exclusively
digital, either by video recording or lisieed. In the safety interests of both the performers and
the creative team, | elected to hold video auditions through submission, requ&ibgracut
of a contemporary musical theatre song, preferably songeihitnewheelhousef the writers,
Miller and Tysen, such as felityle; however, anything that would best feature the performer

would be acceptatie

24 Sweetener trackare the act of mixing a pmecorded ensemble track to enhance the existing live ensemble
(Abrams).
25 SeeAppendix Cfor full audition notice.
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Traditionally in the SIUC Department of Th
productions arermounced at the departmental fall orientation held the first Wednesday evening
of the semester. The intention seems to be to allow such information to be distributed to the
collective student body at once to ensure everyone is on the same&yw#grmore auditions
for theseasorproductions are typically held that same weekend. My concern with this practice is
thatoffers the students, particularly freshmen and transfer students, very little time to prepare for
a process that will affect their primaryrfigmance opportunities for the entire school year.

ForTuck | hadhoped to provide the students with advanced notiteschuditions,
something | had been inclineddo even before COVIEL9 to give them the chance to
adequately prepare their best audition for the shMgith the added component of filming their
auditionsforTuck | absol utely wanted to give them at
choose approfate material and make time to comfortably construct an audition amidst their first
week back to school during a pandeniio.my frustration, | was nevertheless limited by the
institutional policy to forego dissemination of audition information until afteentation. To
mitigate this hurdle, | prepared an audition notigaaél with the necessary material and sent it
to the Department of Theater Office to be dispersed later that evening or the morning after
orientation. Unfortunately, because of compimas from COVID affecting administration, the
notice distribution was delayed by two days, and by the time of its release, students had barely
twenty-four hours to prepare an submit an audition video.

One might ask whthedeadline for auditions could nbe extendedrlhis was due to a
common practice in the department to have final cast lists, for atldastt s emest er 6s m

productions, due by the Monday of the second week of the senwegitey to the needs of the
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production managétto have a bt ofwhich students are cast in which roles for which shows so
he can assign students enrolled in THEA 300/400 Productithre toeeded technical roles of the
productions, such as light board operator, run crew, wardrob&uethermorethe costume

sh@ required a final cast list in order to begin their production process and maintain their
timeline. Given the extenuating circumstances, and to honor my request to allow an appropriate
time for callbacks, the production team agree to extend the castdtindeto Wednesday of that
week.Nevertheless, | was disappointed wiitle audition turnout.

Twenty-five students submitted audition videos for our productiohuak Everlasting
including our BFAs, who are required to audition fordipartment of Thaterproductions’’ |
received the submissions with a mixture of surprise and disappointment. As is common in
educational theatre environments, directors do not so muataptéheir shows as survey their
student talent pool to anticipate casting neédas largely disappointed by the auditions of our
senior BFA students. Knowing their capabilities from working with them the past two years, |
found their submissions to be a poor reflection of their talents. Unlike the professional world,
where casting iprimarily based off first impressions ahaudition educational theatre provides
the opportunity to make casting decisions based on prior experiences with an actor, which, in this
case, was advantageous both for the stutfeartsl me

| was surprised, hwever, at the talent of some our newer studefitsshmen and
transfers and also at the elevated skillset of the retursimghomores and juniorSome

studentsparticularly the womerdemonstrated characteristics fotes | had not considereBor

26 The production manageat SIU is responsible for many budgetary items safdty concerns for each production,

but also assigns or hires students to work the various crew positions for each show (wardrobe, fly operator, board
operators, etc.), often through the course THEA 300: Practicum.

27 According to the College of Liberal 5 Advisement Office, SIUC had 17 BFA Musical Theater students and 23
BA Theater students (Wolf).

28 Students that auditioned were extended the opportunity to arrange a meeting with me to receive feedback about
their auditions, and nearly all who auditiortedk advantage of this.
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example, one actress | had anticipated to be in the running for Winnie gave a lovely audition that
read as much more mature and maternal, and therefore, muckuitabde forMae or Betsy.

Men, however, were few and far between, complicating potenstihgeeven further.
Among our current student population, we do not have a crop of strong male shgersle
BFAswerechiefly proficientdancers ogoodmovers. Fortunately, none of the characters
required a triplethreat® performer but theprincipalcharacters and specifically the male
character$ requiral vocalrange andanusicality. This is not to say that we did not have options

for our male principals, but the pickings, as the saying goes, were rather slim.

Callbacks

The music director, Andre Abrams, agreed to meet with me the Sunday morning
following the submission deadline, to ensure we could compile a callback list and disperse the
appropriate materials within a reasonable time for the students taheamn/Ne were of similar
mind for cdlbacks, on the whole, though we did each contribute a few names to our lists that we
hoped would offer an educational experience to the students or reveal perfoskibmedsent
from theirinitial auditions.

Callbacks were set for the subsequent Mgrated Tuesday evening via Zoom, again to

ensure a safe work environment for all involved, and broken down into the following schedule:

29 A triple-threatrefers to an actor that excels equally in the areas of song, dance, and acting.
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Table4-1. Callback Schedule

6:00pm | Jesse Sing ATop of the Wo
6:30pm | JesseWinnie Read p.221
6:45pm | Winnie Sing AFrom Attic to
7:15pm | Winnie, Mae Read p.4442
7:30pm | Mae Sing AM Most Beaut

Tuesday, August 25

6:00pm | Hugo, Constable Joe, Mother, Na| Read p.280

6:45pm | Angus Read p.78

7:00pm | Angus Sing AThe Wheel 0
7:15pm | Miles Read p.65%7

7:30pm | Miles Sing ATI meo

In an ideal world | would have preferred to have had group calllihak&ould allow
me to see potential Tucks together, as well as Fosters and Jacksons. | was more interested in the
family dynamics among the characters than the homogeny of physical appearance. However,
given the circumstances, | opted instead to focus omtse crucial relationship of the shaw
Winnie and Jessieand overlapped their callbacks accordingyy music directoand Isought
to seenot only how well the actors learned their callback material, but also how they performed
it with musicianship andramatic intentionT he fAWai ti ng Roomo functi on
allowed us to create a nontraditional holding room for callbacks, allowing the actors the privacy
to rehearse or prepare until they wemeanc al | ed
| could disable our cameras and microphones in the callback room to provide further privacy to
the performer and alleviate the awkwardness of performing to a screen.
Subsequent teachsinging callback, Abrams would offer vocal corrections,, anidfelt
inclined, 1 would offer some acting suggestions. More often, however, | found myself giving

notes during the reading portions of the callbacks, to see if the actors could take direction. |
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sometimes gave character descriptionsxplained the coumstances of the sceteehelp clarify
t he c h atedians, but |pramarily tried to influence the actors using infinitive action
verbs, such a® apologizeto inspire to shameetc.One of the benefits of the Zoom callback
was that with Abramand me muted and hidden from view, the reading partners could simply
talk to each other without voyeurism of the creative team.

Man in the Yellow Suit is noticeably absent from the callbsatkeduleAs mentioned in
my casting proposal, | had originallgyted with the idea of casting an ag@propriate actor for
MIYS in order to create a contrast of ages between a character who desire but could not obtain
immortality and those who had received it despite not seeking it. This, in addition to an
awareness ajur limited pool of male performers, led me to consider sources outside the
traditional student body. | had highly considered recruiting one of our performance faculty to
step into the role, both to meet my casting needs and also to provide the stutthesuts w
opportunity to work alongside a master artigdowever, upon engagement, my intended
professor ultimately decided his attention was greater needed for some family matters, and he
declined.

Although | wanted to provide as many opportunities to tudlents as possible, the
music director and | remained convinced that we did not have a performer capable of carrying
the role of MIYS. I, therefore, reached out to an SIUC Department of Theater aJugrabham
Luker,to gage his interest ieturning to he McLeod stage as a guastist. Although | did not
have a grant to fund him, and | do not condone unpaid work for professional artists, the actor had
lost two performance contracts for the year due to COVID and was eager for an opportunity to
perform rgardlessHe submitted an audition viddéor consideration along with the SIU

students, and it was decided that no callback was necéslsanyas our Man in the Yellow Suit.
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Casting Politics

Casting a show always presents a variety of challenges, kgdanat the end of the
day the cast list needs to serve the production to the best of its ability, all the while considering
numerous variables such as skill, appearance, personalities, and sometimes affordability. In
educational theatre, there is theldéidnal factor of ensuring that students are receiving equal and
accessible opportunities to grow as perforni@Rurthermore, national incidents of racial
injustice throughout 2020 challenged many in the theatre industry to assessléisair creating
or hindering inclusivity and employment diversi@ur own Department of Theater stepped back
to analyze its conscious and unconscious racist practices in the classroom and tmatage.
statenent to the faculty and patrons of SIUC Theater, Profeasgun Ojewuyexpressed clear
intentions for the department moving forward to correct the inequitable actions of the past
among t hem whitprivilegeandfavayitismdsabhorrenbbstacleto equalityand
inclusivity, for our collaborativepradicesin casting andobservinghat fiour Black andminority
studenthavebeenperenniallyignoredor castin minor roles® As mentioned earlier, | was very
open to the possibility of diverse, yet coleconscious cast, but my awarenegthe
implications of my casting decisions was heightened by this statement.

To begin castingl first considered the needs of the production. For example, the role of
Winnie Foster is a soprano; the music cannot be changed (at least not without several exchanges
with licensing, the writers, and a complete overhaul of the show score), and therefore, the actress

playing Winnieneeddo be a soprano. The actress also needs to believably play a youny girl

30 As a general rule, | strive not to let student seniority influence my casting decisions. However, according to the

National Assocition of Schools of Theatre accreditation guidelines (of which SIUC is a member), BFA Musical
Theater students are require to perform in a fAsignific:
senior year, and therefore students approadaduation must be more heavily considered for principal roles

(National Association of Schools of Theatre).
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not by herself, then at least by comparison to the other chesamt stageSome of these needs,
particularly the music ones, made aspects of casting much more straightforward. | relied heavily
on the wisdom oAbramsand together with choreographion Towerywe weighed where the
strengths of our students wouldlfal provide the best casting possibt€asting ultimately
became relatively straightforwawehen it became clear that one actor may have the skillset for
Role X and Role Y, but another actor only had the skillset for Roll X, leading us to cast the first
actor in Role Y Starting with the needs of the production and then trickling down through the
aforementionedilters, we constructed a highly dynamienthusiasticand very capable cast of
principak and ensemble.

| confess that | felt pressured by the deadline impbgdate production teapand
therefore had stage management release our casting immediately following the casting
discussions, to ensure that performeasild indeed accept their roles before submitiing
finalized cast list to the various design ar&8kile | do not believé was hasty in my casting
decisions, | recognize that | digtglect to submit my proposed cast list to my supervisor for
approval before releasing it to the students. Consequalttipugh the selected actors agreed to
their roles, the cast list was suspended until my supervisor and | could meet to discuss the
implications of such a list, the glaring flaw being that despite my efforts to strive for inclusivity
amidst my coloftonscous casting, | nevertheless ended up with a predominafitiye
principal cast, with my marginalized actors in ensemble roles. Notably, for example, the casting
of aBlack femaleseniorBFA as a Tree Nymph appeared ignorapipressive, and insensitive
without proper explanation for such an actibjustified the casting to my supervisor by insisting

that theassignment of rolesas the result of placing studemiscording tadheir strengthsnot

31 Towery, had prepared two brief dance pieces for the auditioning students to submit separately from their singing
auditions.Though | did view thse, | relied on Towery for his assessment to utilize our strongest movers.
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tossing the marginalized students table scrap or degremlegyFor example, this particular
Black woman is an extraordinary dancer, far stronger than what is requiredoahthipal

female characters, whequire stronger singers. The Tree Nymph is the leader of the Nymph
trio, and | n e ertse i movémert to thiead sha Rymphs thrpughout the
story.

To mitigate my actions, my supervisor and | agreed that | should reach out to the
marginalized students that auditioned to hear their thoughts on the proposed casting. | met with
each of thesetsdents either by phone or in person and conversed with them for a half to a full
hour to listen to their experiences with this particular audition process and past production
experiences, tod.sought to see this industiyeven at the educational theatevel of SIUC
through their eyes to try to understand how they feel perceived by those in powres affdcts
felt by white ethnocentric castinbalso aimed to frame the conversation in a way to let the
students respond to their proposed rolesim production withouthemfeaiing retaliation.Each
student seemed genuinely excited about their roleigk EverlastingThe Black woman
actually said that while principalrole would be a good experience, she would have a more
enjoyable experience mdancing position for this show, which prompted me to offer her an
understudy role to one of tipeincipak, in order to receive some of that experience, and also ask
herto take on the responsibility of dance captéinan excellentésune credit.

Conclusion
Satisfied with my engagements with the marginalized cast members, my supervisor

approved the cast list, and it was distributed to the design areas.happy with my cast. |

32 A position of honor, thelance captairserves as the cast member responsible for keeping dance routines
according to the choreogr ap her ddmaintaining tberintegrity ofaghe geth o u t
choreography during the run of performances (Blumenfeld 85).
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knew that | hachssembled worthy team to tell this enchantingsg. But | had learned

something in the casting procéssot just the pros and cons of video submissions and live

stream callbacks. | learned in my talks with the students that many of them face oppression in the
world and in the industry in ways | neveaive, and likely never will. The students deserve to be
seen and heard, and | hope as | transition into the professional realm that | will continue to grow

by seeing and hearing the artists of color in the theatre community.

I Miller, Chris, et al.Tuck Everlasting: The MusicalNew York: Samuel French, 20134

2Tysen, Nathan. Interview buthor, 8 Apr. 2020.

3 Babbitt, NatalieTuck Everlasting(SquareFish, 1975 37.

4 Miller, et al. 5

0j ewuyi, Segun. AiDepart ment StfDeparimerd of EheateB3tJanet 2020e nt o f

www.facebook.com/SIUTheater/posts/4181726228566657.

67



PRODUCTION

CHAPTER 5
NOTHING BUT TIME:
THE PRODUCTION PROCESS
There is a circularelationshipbetween the rehearsal process and the production process.
Both germinate from the fertilizer of the design processbbtitare susceptible to changing
elementsas they growReheasals begin mounted on the intentions of the designs, and yet a
disturbance in the production procéssften a miscalculation of money, time, space, or labor
inevitably affects scenery, costumeslighting, etc, andinduces adjustments in the rehefgsa
Similarly, rehearsals, being a collaborative journey among artists, invite unforeseen obstacles
sometimes spacing, staging, or actor needs, ththeyharemoreoften the produstof creative
discoveryi which then must be accounted forsicenery, ostumes, or lighting, etdt is,
therefore, difficult to cleanly divide the two processes into two chapters, and so some overlap of
topics is necessarileverthelesstis for these reasons, | believe, that the famous Russian
director Kama Ginkas counsel young directors, Alf you are th
conception, you will forgo a fantastic number of possibilities that could have become a part of
your j ‘oDespite eny besi laid plans according to my initial concept, the production did
indeedtake a route of its own devicghaped in part by its own unique scheduled process and
performance format.
Not knowing how the production would be performed was an enormous hindrance to the
production process, and yebicame an elephant in the livingpmthatwe were almost
determined to ignore since it could not be resolved. This was simply a biproduct of navigating

the pandemic one week at a time, but it did nothing to help us plan for a stable and scheduled
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production. In an attempt to provide thefestconditions possible for all involved with the

project, thechair of the departmenecidedto cancel all season productions exceptk

Everlasting as it was the thesis project fust only me but foMohlman and Rigdon, and

diverted all departmemesources to support it, particularly shop labor and time. Additioriady,

faculty electedo delay the performance dtick originally slotted for mieNovember, until

Spring of 2021. The twold hope was to have a clearer idea of how live performanag# be
handledshould the pandemic abate, and in the meantime, provide a generous amount of rehearsal
and production time to accommodate any impact from social distadthgugh weltintended,

we did not foresee the negative consequences of suelva-dut process.

Divisive orDecisve

AThe director i sGirkdskas sdategrdiearingaohistheatrdrairgng , 0
from George Tostorogov. Ndihing can arise in the theater without the touch of the director,
and nothing can disappearireth t heat er wi t hout tllmaee neverbesrca o r
directorwith a godcomplex ratherl whole-heartedlyinsiston a productiotilourished from
collaborationamong designers, actors, and director. NeverthgBgkas iscorrectin thata
director has final sai leading to how a production witiulminate Decisionmaking has never
been my strengthand particularlynakingabrupt decisions with finality attribute this seeming
flaw to my strength as @unselor who weighs the outcomfevarious possibilities, which, as a
director, includes the artistic implications of certain choi€es.most of my directing career this
hasnoét b e e nlhavetakenghe tesponsibility of emanagassortegroduction
elementdy myself, operang on my own timelinelntroducing other artists into the equation
and particularly for a larger production, also introdlideadlinedbeyondthose of my ownand

some of those inevitably requir@a more rapid and decisii#rectoial response
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Take, br example, my initial meeting with propseaded by scenic gragtestudent
Bailey Crawford andupervised byAssistant Professor of Scenic Desi@ennie Neman
Lambert | requested flowers for Hugotoprese t o Wi nni e when he court :
Storyof Winnie Fosten and thatwvas as far as my brain had gotten. When | was promypitéd
fWhat kind of flower® ¢ aowdmaiy @ n d A Wh alttriecct@be deci§ive but could
not help considering all of thotential outcomesf my choices. Purple wamy first thought
since it would tie into Winnieds dress, but t
though yellow, which could be fun azamplematary color though we were considering that
for Winniebs daughdserwhat awhulnd ffebelbleil é u®nf |
thought about white or whatever flowavere part of the set dressiimgthe woods because |
liked the tiein to that, as well, but then | wondered if that wordthind Winnie too much of
Jesse; although countered to myself that she and Hugo shared a very memorable walk home
through the woods and perhaps the flowers were higavaamind heof that.Yes. This was
how my mind processitheinnocuous decisionf flower color. Ultimately, | settled orasking
to wait on the color. | simply did not kngwnd as the answer was not urgent, we could afford to

wait. Other decisions would learndid not have such a luxury.

Setting the Scene

One of my shortcomings as a director is my limitatiothinking threedimensionally.
This can be quite an impedimdnotthe necesty of interpreting scenic designstom he Scenic
Design course offered ur department, | learnedatwhite model$® are a useful todbr
circumventing that hurdle, as they allow pigsicallyinteract with theset on a smaller scale.

The downsidef having ascenic designan abstentiavas that Reagan could not offer me a

33 A white models an unpainted scale replica of the set design (Fletcher and Irelan 45).
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model of hisdesign.AlthoughReagan did provide me with a digital modedfrequently
presented with it at production meetingstill found myselfinhibited by the twedimensional
screenand sdoelieve | did nofully grasp how space was being occupied on stageunately,
| amrather decent at interpretiggound plans irsofar as tleytranslateo taping out aehearsal
space (a credit to my Stage Management couaseyell asonverting theninto a functional
white model myselfand while | did manage &iart construction of quarterinch scale model, |
ultimately found myseltinable to devote the time to finish it. Nevertheléleset pieces | did
create namelythose inthe Fairsceneprovided me with enougtietails to recognizee were
going to face somgerious spacing issues.

This complicatiorcreated further cyclical isss, the first being thatHad a strong need
to useour set pieces, or @tose a representation of them as we could famine pieces, such as
the chaise in the Tuck Cottage, could be substituted in rehearsals with actor blocks and other
stock rehearsal furniture. However, other pieces, like the table in the Tuck Cottage, needed to be
selected and approved by Reagan, whielamh that we had no precise measurements for that set
piece. In the Tuck Cottage, this was problemiagicause we had no accurate spatial awareness

for the actorsd movements.

-
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Figure 5-1. Tuck Living RoorRendering (Created by Logan Reagan)
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As seen in Figure-3, the set piecesenderedorovided little information abouhow much
room the actors had to endow the set as a whole, particularly in the upstage space among the
table, chairs, doorand walls My staging for these interior scenes became guesswork at best, as
| tried toengage with the architecture while fighting against cramped picturization, tight traffic
patterns, and, of course, social distanaeirtlp the unknown scenic parameteBsmilarly, |
struggled tabtain a cleaunderstandingf the set pieceintended for the breaking down of the
Fair at the top of Act Jland by midOctober, four weeks into rehearsals, | was no closer getting
answersThiswarranted what | considered to be an egeacy production meeting, which is to
say, a production meeting outside of our schedsitd

Understanding that even the most seemingly innocuous changes for one design area can
impact another design area, | elected to call a Friday afternoon meétirgcenery, technical
direction, properties, lighting, costumes, and choreography. | stated my concerns and asked very
specific questionto the groupWhat were the table and chairs for the Tuck Cottage going to be?
What was goi ng tEv Grey tohisn?payseods thervdiagumytendered in
Reagab s design for the top of Aieable/stahebble?Whatt i o n ;
is the choreography trying to achieve and what is needed to enable that? Whichcama,
props, or ostumeg is facilitating the set dressing and properties that MIYS procures and dons
during his song?

| found myself frugrated by thesilence that seemed tdlfov these qustions. No one
seemed confieht enough téakeinitiative for resolving themasif everyone were witing for
someone else to rka the first moveMohlmanprovidedsufficient explanation about theagon,
but there wadittle headvay withmy other questiondueto the argumernthatReagan vould

need toselect and approve treet piecesind set dresing FortunatelyNeumanLambert
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suggested thaPropsprioritize shop hours that sfrnoonto pull optionalfurniture and pieces for
Reaganand lwas gateful for this proactivattempt toexpeditethe prodation proces. Towery
and | along withNeumanLambert,Crawford and twoof our stage marggers,visitedthe
furniture stoageandselectedhn assdment ofpieces that would net ou staging and
choreogaphy needspending R a g aamishiccappoval.

Althoughthis greaty helped insolvingquestionable sgang issuesthere remained some
character activities such as fATop of the Worl do and #fAThe
that could not be staged until we were able to actually interact with the set pigthermore, |
felt we had rehearsed as much as we could without adding the layer of scenic elemmaids. By
November, we were finally able start using most of the scenic wagons in the McLeod,
allowing us two weeks to find comfort with them before the students rethored for the
remainder of the semester. | decided to devote nightly rehearsals to runs of the individual acts,
for the purposes of cleaning, adjustments, and overall, contiffditwas during these runs that
| became highly awaref continuous issues thi crowding and failed social distancing, and
ultimately, and at the recommendation of my supervisor, | realized we needed e apedtr>

When set design had first been discussed, there was question of whether we would use
the apron oreserve the pifor Abrams to conduct. At some point in the design process, we
decided to reserve the use of the pit for the music diracttbe event it was needesh |
foolishly dismissed its use to me as staging space. Although | am inclined to attribute this
oversght to my lack of physically having a scenic model to understand spacing, | nevertheless

take full responsibility for neglecting the potential the apron space could offer. Unable to call

34] also intended for the various design areas to observe the runs, so they could better understand, though | found
only technical direction and costumes took advantage of this.

35 Apronrefers to the part of the stage that extends out past the prosceaiuamdrinto the audiencia the case of

the McLeod Theater stage, much of the apron is able to be lowered in order to serve as an orchestra pit for musicals.
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another emergency production meeting, and unable to wait a fullumiekhe next scheduled
one, | hastily reached out to each designer to ask if utilizing the apron for staging would
negatively impact them. Scenic and costumes had no concerns, and technical direction only
cautioned against set pieces rolling across pherdpit threshold. Lighting suffered the largest
repercussions, as Crowder had planned for a design that primarily lit the stage proper. He agreed
to negotiate with the change as best as he could, but | would not fully understand the
consequences of thiste adjustment until tech week.
Fabrication and Follies
Costume Connectors

| found myself unwittingly proving Kama Ginkas right, as my initial concept of
connecting actors through measured rope begslowdy transform intadeliberate artistic
decisionghat affected various design areas. For example, the shawl that Rigdon had intended for
Mae was rendereitd be securedround hewvaist, as was the ficRbiattached to her top.
However, as a director who favors stage business, | wanted these items deschizdt Mae
could assemble or disassemble her wardrobe as needed. As it turned out, we discovered in
rehearsals how wonderful a tool the shawl could be for connecting charaotdifsis, future
toolsof this naturevere coinediConnector®

Throughouthe production process, | tried to make it a habit to stop by the various shops
at least once a day to check in on progress and address any concerns from the production team or
my own.| was beginning to find that despite our biweekly production meetmagstaining
communication between departments to foster a unified production was mulcérlikeg catsl

suppose | had assumed some of that responsibility was going to be delegated to stage

36 A fichu, a Neoclassical accessory, isoft stransparent neckcloth that surrounded the nedknas tucked into
neckline or sash, or tied around back

74



management or production management, but | found myself magnagyway, and for the most
part, it was beneficial to the production. However, there was an incident in which | overstepped
some boundaries.

At the beginning of October, having finishadmeeting with Crowder, | popped into the
costume shop atatimethat st so happened to coincide with
| was deeply concerned with what | saw. Everything about the costume read too contemporary to
me. Rigdon attempted to explain the historical accuracy of each garment, and yet | tould no
shake that it all felt too close to current fashion. The difficulty of these final looks for the Tucks
was that they needed to read as 1960s while also feeling very removed from the present, so as to
help the story keep its distance from the audieAnd. J esseds costume did no
standard. Rigdon apologized and agreed to rethink the attire, assuring me that she would set up a
|l ater time to meet. But it wasnot madethei | I was
glaring realization: | hadaver actually been invited to sit in on that fitting.

In my contented state of fluidly moving among the various production shops, | had
developed the assumption that I, as the director, should be privy to everything. It did not even
strike me to considehat a designer may wish to first examine her work alone, without the
charged opinions of the directar at least not without invitatioit. would be no different than a
designer coming into my rehearsals and assessing a scene without context orquefiromsi
me.In my narrowed focus to keep the production unified to my vision, | had inadvertently
stepped on Rigonédés toes, and by doing Tkeo i n f
next day | apologized to Rigdon for overstepping. She f@gae and reemphasized that she
would reconsider Jessebs 060s | ook. We met ag

to digest my concerns with her own aesthetic inclinations, and | was presented with a truly
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wonderful iteration of Jesse that efted his growth from his encounter with Winnie and also

suggested the appropriate decade while simultaneously distant from contenfgsiviany

Figure5-2. Jesse Tuck, 1963 (Photo by Jon Lambert)

Duck Everlasting

To help address the complications of COVID safety proto&itgjon, Zeaand our
costume shop managdanePivovarnik collaboratedo devisea maskhatwould meet the
safety needs, allow the performers to sing, and provide as asgtihetias possibleDrawing
from the Broadway SingérMask>’ they created a prototype singer mask that would
accommodate singexctor diction and technique while also accommodating microphone
elementsUnfortunately, the functional purposes of thiside left little to be desidfor the

fashion of it.

The Broadway Singerdéds Mask was developed by the B
all owing space around the mouth to sing comfortabl
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Figure 5-3. Singer Mask, Final Design (Photo by Author)

To put it frankly, air singer masks lo@dlike duck bills, and frankly, | was not entertained by
the inescapabl e pun ADuck Everlasting. o6 Altho
coordinate with the costumes of each character was an appealing prospect to timitigate
aesthetic anomalyssociate Professendi Zea strongly encouraged Rigdon and me to
considerusing a neutral fabric across the board for all characters for the benefits of saving
budget, eliminating the need for fAmask change
thatasauniformemponent, the masks were more® |l ikely t
llluminating Ideas

Lighting is a mysterious element to work with prior to tech week, as it is all fairly
theoretical until it can actually be shown. However, Crowder and | were addieltess some

design interests during the fall production phase.

38 As it so hapened, just shy of tech week, the cast unanimously voted to use generic medical masks instead of the
singer masks, citing breathing complications during the heavy dance numbers. During performances, | found that
Zea was correct, in that the uniformity betmask$ probably in tandem with the social normality of wearing

masksi caused them to fade away until | did not even notice them.
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Shadow Play

As | mentioned in Chapter 2, | was very interested to explore the prospect of shadow play

to support Milesd story in ATime. o The script
[THOMAS]ent er s . MI LES watches hi Ndtanlywest | i fe pl
reluctant to pass off a coll ege man as a fsma

shopdés wor kl oad, whi c honewBusthe @ruthrissthahtdas heartiymb e r i n g

married to an image in my mind of Thomasd sil
phrase, Al dm | eft with nothingéo foll owed by
there, and so ending, fANothing but time. 0

To achievehis, | neededome independent and dependent variables. The dependent
variables would need to include the position of the clothesline, including its angle and height, the
translucency of the sheet, and a stable light source. The independent varialiésdcohthe
position of the light source and the position and angle of the actor(s) being lit. Unfortunately, the
clothesline, which would be attached to the Tuck Porch, was a low priority for scenic, so
Crowder and I, along with his assistant lightingigaersexperimented as best as we could with
an ETC Source Four lighting instrument on castors, a sheet drapdwovausic standsand
taking turns as model actors.

It was necessary to play with the mechanics of the light and subsequent shadow it
prodwced. In accordance with the inverse square law, the further away the light source was from
the object being lit, the larger it became, and the fainter its shadow was cast. At this point in the
process, | was less concerned with the precision of the #ffatits viability as a storytelling

method.
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Figure 5-4. Shadow Play Testing and Performance (Photos by Author and Jon Lambert)

Lighting Fabric and Skin

Other design components Crowder and | were aldistuss at this point in the
production process included gel colors and gdtextures. In the lighting lab, Crowder set up
some sample gels he was considering, as well as prospective gobasge my feedback.
However, | knew from the lighting coursebad taken that light does not provide an accurate
representation of its quality unless its intended objects are lit. |, therefore, insisted that Rigdon
join our conversation, along with swatches from her prospective fabric choices for the costumes.
Thiswas useful for both design areas, as it demonstrated not only how the light might be
perceived but also how it transformed the various fabrics. In fact, the latter effect helped Rigdon
andmenarrow down fabrics for Maedesfhawthey s and MI

appeared under Crowderds | ighting conditions

3% Gobosare steel cutouts that can be inserted between a lighting instrument and its object to mold a beam of light
into adesired pattern or design, for example, tree branches (Fletcher and Irelan 57).
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One color for which Crowder advocated but toward which | held reservations was green.
Pouncing off of my desire to see the verdant nature of Treegap Wood magnified, Crowder hoped
to emphasizéhelandscape with some green lighting. My objections to this were that green
lighting often conveys sickliness or villainy, and moreover, the Nymphs, who lived in that world
for the majority of the play, were embodied by some women of color. Generally spegiden
light on a Black body or an Asian body is not flattering. These charactieese womeii were
heroines to me, champions of this forest and had no business being anything but beautiful and
mysterious. | needed the lighting to support that. Iretiee Crowder compromised by
minimalizing his instruments with green gels so that the majority of the lighting for Treegap

Wood was saturated in a less viridescent hue.

APropder Protocol

One of my greatest and most consistent causes of frustration th&ipgoduction
process came from the props departm&hSIUC, the props department falls under the
supervisiorof the scenic professor, and often becomes the responsibility of the scenic designer.
| n Re aganGanfoatoak enrnthe eole of Props &éter, but there was very large
overlap between properties and scenic paintamgl this, | believe became the primary reason for
my propproblems

For the most parBrops was very good about providing our rehearsals with $tand
objects for the actor®tuse. This was chiefly a biproduct of two of the stage managers working
in the scene shop, and therefore, having an acute understahdihgt was needetHowever,
some of the props weleing constructed or pulled in ways that were not conducive to how they
were being used in the play. One example of this was the cotton candy Winnie enters with as she

and Jesse arrive at the Fair. One of the props artisans had crafted a very pratintegotton
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candy replica. However, Wi nniebs cotton candy
becomes casualty of a keapray warbetween Winniend himthroughout. The soft excuse for

sugar floss issued by props was never going to stand a chance in this number!

Figure 5-5. Final Cotton Candy Prop (Photo by Jon Lambert)

This and other similar properties concerns could have been better addressed, or even avoided, by
having a props represetite attend an occasional rehearsal or run. Although members of stage
management lived in both worlds, it would have been far more beneficial to have someone
devoted to seeing how a prop was intended to be used so as to better understand what was
needed fothe show.

Another consequence of stage management overlapping with props and props
overlapping with scenic painting was the simple drop in communication for items of priority and
delegationl found myself frequently having to reiterate and clarifytes management and

properties what the Winnidesse Rope ConnectdWinnieeHugo Ribbon Connector, and
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Wi nni e 0 s-Ydorg Sgtor Ribbon Connector were, and how many were needed. | seemed
to be the only person that could track these items through®ptakl, and | found myself at a
loss, despite numerous meetings, on how to communicate this any clearer. | believe one obstacle
was the confusion about who was responsible for which items. For instance, the-Mligoie
Ribbon Connector neededtobe ofsilir col or, i f not the same f at
did not necessarily mean that Costumes was responsible for creating this prop, but they would
need to coll aborate with Props for it to be c
Daughterandoung Suitor needed to match Daughter os
cooperation of Costumes and Props to achieveThis.failure to communicate often caused me
to question my ability to communicate my ideas and lead other artists to manifesariaeim,
think it ultimately contributed to an exacerbation of my controlling nature.
Tracking with the Tucks

In my professional experienaecordedrchestraracksare becomingncreasingy
common among regnal theagrs, particularlynon-Equity*° venuesMore and morgthe
beautiful tradition of Ve orchestration isecrificed forthe tradeoff of amoreeconome
productionvia recorded or synthesized orchestration, although there are benefits to either
method.Live instrumentatiomprovides sultlety andnuanceandallows foreaser adjustmentss
required by the cast or productiorracks provi@ betterconsistency and a cesffective
rehearsaéxperience fothe castight up through performanceBurthermoredesigns can be
timed reliably to the musiandthus allow forbetter preparatiogarlier in thedesign production
processNeverthelesgheimmediacyof theart is lost Film is nota replacement faheate;

canned music is not a replacement for live orchestmas we greatly desired to use live

40 Actors Equity Associatigrecommonly referred to d@quity, is the national union for stage actors and stage
managers.
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orchestration foour TuckEverlasting However, COVID eventually made it evident that this
was simply not an option

Through Right on Cue Services, a company that specializes in tracked music for plays
and musicals, we acquired a package of reheaes&istforTuck Using an app called
ShowReady, actors were able to download the orchestration for the show and rehearse with the
tracks at their own leisure. Abrams, Towery, stage managementuaad the authorized logins
that enabled us to adjust tenfipi songs, add or remove vamps, and insert feffhasewe
desired.Thisbecamammensely advantageofs rehearsals, as the acttiad months to
become familiar with the trackand weenjoyed the luxury obur own personal edemand
accompanistThe cost, however, waslditional labor for the stage management team,lwho
default were charged with the responsibility fesrning how to operate the soétwe in addition
to running it during rehearsals while juggling their other dutesthermoreutilizing the tracks
diminished the need for Abramshe as present athearsalsyhich, exacerbated blyOVID
occupancy restrictionsleniedour production the benefif @ completecreative teanthroughout
the rehearsal process
Conclusio

The producton process for the fall semester, indeed, felt long and drawMaintaining
communication among the various design areas felt like a colossal feat, and | am not convinced it
was very successful. Regardless imterplay with rehearsals, also long anavweh out, resulted
in an unprecedented experience forah&ying to bring togetheproductionelements that

would not be fully implemented until the following semester.

41 Fermateor fermata singular, are a musical notatidne r i ved from the I talian for T#fst

musicians to hold the given note beyond its given value.
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2 Miller, Chris, et al.Tuck Evelasting: The Musical(New York: Samuel French, 20167.
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CHAPTER 6
MY MOST BEAUTIFUL DAYS:
FALL SEMESTER REHEARSALS
When a mother nursé®rnewborn the process releases oxytocin, which is a hormone
that promotes emotional bonding between the'tResearch has showrigfeffectmay also
occur in social bonding situatioasdfi i n ¢ gbettatsustand empathyamongthose presert.
| can only assume this is the chemical responsdrtrapiredvhen lengagd in rehearsalsvith
my cast There is something transformative about the rehearsal precesis effect on a team
of artists collaborating isomewhat magical hat is not to &y that a rehearsal process
sunshine and roses and campfire spragher, it is thdardshipof theprocess thafborge and

temper the bondasmongthe actorsandthecreative team
Rehearsal Logistics

The Story of the Hat

It started as a joke, but it became a running gag with function throughout the rehearsal
process. As part of my graduate assistantship, | served as the instructor for the stage management
course, which entailed teachiaglass fothe enrolled studentssavell as supervising them as
stage managers during an actual production, in this Task, This posed a challenge to my goal
of being less managerial and more artidticing my thesis. It also was problematic for the stage
management students, as tlseyiggled to discern when they were working with me as a director
andwhenas their supervisor. During one rehearsal where we were collectively frustrated by this,
I aggressively twisted the baseball cap | was
| 6m wearing my st age . aldagghedatrhe ridculopsmasyvofteeor h a

situation, but from then on, | came to utilize the literal action of hat shifting to help everyone

85



compartmentalize which role | was performing at a given tithe.default position of my cap,
bill forward, became my director hat. When the bill was shifted to my right, we knew | was the
stage management supervisor. On rare occasions, | shifted the bill to the back and proclaimed
myself an actor. And, one time, upteeling completely overwhelmed, | removed my hat
completely.One of thestage managsy Allison Shoreasked me who | was in that moment, and
| sighed, Al 6m just a student. 0

All j oking aside, while the hat did serve to externally signify my variousigosiin this
production, internally I did not compartmentalize as easily. | found myself distracted from my
directing work by an assortment of administrative and logistical needs, such as managing
rehearsal space needs, procuring rehearsal furnitureapsl pnd occasionally taping out
neglected ground plan markeffiese managerial concerns also extended to the task of rehearsal
space coordination. Although these scheduling and space opseaBdypically handled by
stage management in the profesalaealm, as the stage management superviaod also the

director who had boasted his plan for COMiDmpliant rehearsais| found myself dishing the

responsibility onto my plate.
Location, Location, Location

| had anticipated the challengeladlding rehearsals in a socigldistancednannerand
had therefore organizexhd divided the rehearsal needs between two spaces: Altgetchd16
Comnunications0022, ak.a, A The 8a&,udfiTohoe (DLaungeon, 0 accordin
students)Altgeld 116has long been the traditional rehearsal spac8ifd€ musicals, owing to
its spatus capacityor a castaccessible piano and speaker syst@nmusic rehearsaland
full-length wall of mirrordor dance rehearsaldowever,at therequest of Profess@®jewuyi,

and in accordance with SIUC administratpretocols, llimited the maximum occupanoy this
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space to ten people, including caseative team, and stage managemieitmilarly
implementedestrictions orthe Studigandsince our cast extered to sixteen, our full rehearsal
team of four stage managers, one music director, one choreographer, and one director would
havenumberedwenty-three

My original intention had been to reheafiaeck Everlastingdike a finely devised jigsaw
puzzle, whose pieces would finattpme togetheto form a safe and cohesive picture on the
McLeod stagen the final weeks of productio However, i our first production meetingt was
suggested that | consider Furr Auditon as a possible rehearsal spquaticularly for design
runs so as to accommodate our numbers s&fél$hough | meticulously organized the
rehearsal schedule to accomplish my scene wor
and the Studio, wdid indeed, pursuBurr asvenuefor settingh The St ory odas Wi nni e
the climactic pieceequiredtwelve of our cast members to choreograph and rehearse to
completion.

Unfortunately, after receiving the proper permissions ftieeninstructors thattilize Furr
Auditorium, following the appropriate channels of scheduling, and navigating a successful week
of choreographing the number, we were informed by our regmledtiction manager, Tom
Fagerholmthat Furr Auditorium hagreviously been subjeab &an internal risk assessment and
been deemednsuitable for any Department of Theater productiamsduding rehearsal8y this
point in the rehearsal process, we had reached the end of October and were at somewhat of an
impasseyes, we could continue rehearse and clean scenes and songs, but what we now
needed was space to allow the actors a sense of show continuity, trafficking and positioning, and
ultimately to bring everyone togeth&cenic and technical direction kindly agreed to make

arrangemerstthat would grant us the McLeod stage for our final two weeks of fall rehearsals,
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and the access to this space allowed me to develop some of my recently realized staging

practices.
Directing Gems

Staging Practices (Triangulation)

Marshal Mason advocatesttzed i r ect or, fAmust have a keen e
movement can tel]l us what 6s h a[pegntgwillimeanté amu st un
audi ¢lhave always prided myself as a director who excedtage compositio | know
thatl can create dynamiaicturizationthatstrongly communicatehe action of a scene to the
audienceWhat | did not quite recognize, unfilick was the power my stagirmguld wieldfor
the motivation of the actafg In particular, | became aware of my fondness for triangulation.
TuckEverlastingis riddledwith complex relationships among characters, particularly given the
history andoropinquityof the Tucks*3| found that when | placedcharactein conflict, most
often Jesse, in between his adversathesyesult was polarizing dramaticallychargedand
ultimately moreeffectivescene.

One example of thiwasin Act |, Scene 5, when Winnie is first introducedvies and
Mae.Mae is immediately panicked by Winniacredulous toward Jesse, asupplicant to
Miles; Mil es is startled by Winnie, outraged toward Jemsdheuristicto Mae; Winnies
confused by bilh Mae and Miles anmhdignanttoward Jesse; and Jesse is simplygtd in the
middle of it all.l realized, what better way to manifest this conflict than by actually placing Jesse
in themiddle of it all?Trappedamong his accuserdessavas consequently inclined v@rious

tactics of appeasememndby his own inpetusrather than my direction. | find this edso

42| believe that on some subconscious level | was still achieving these results, but my awareness of it was
significantly heightened duringuckrehearsals.
“Seethdi Contrasting EIl emefotesamplesl i de in Appendi x D
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Ma s osudgest sentimeni Al | m omus appeait originate inthe ct or sd i mpul s e
should never | ook as though an acitfoundothes movi n
scenes in whicko apply this technique, such as Act I, Scene 7, when the Tucks bring Winnie

home to Angus and accusations are once again raiseals wel | as during AThe
Tucks, 0 when Jesse, Mi |l es, and Mae ahleie all vy
genesisl came to enjoy watching a character who is caught, and | decided to try it for comedic

effect elsewhere.

Figure6-1. A The Story of the Tucks

As | mentioned in Chapter 1, Constable Joe functions (with Hugbeaschetypical
musical comedy relieHis character, while truthful, is larger than life, and | decided to capitalize
on that, both to help the actor and, consequently, his scenes.tllav&onstable Jde forever
wooing Betsy Fosteandyet perpetuallyannoyedoy Hugo, | sought to trap his character in

triangulationbetween those twior the majority of his scene8ny time he attempdto court
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Betsy with machismo and bravade waften interrupted by Huggrompting him to
chastisement and exasperatithre physicakffect ofthis beinga humorous juxtaposition of
codeswitching.
Triangulation was not always the most effective staging practice. In my original blocking
for Act I, Scene 3, wher@/innieunwittinglyb et r ays Jesseds plan to hay
spring water when she turns seventédrad placed Jesse sitting at the table in the center of the
Tuck Cottageso that immediately following this revelation, all epesstage would zero in on
him in a cofflagration of shame, shock, and disappointmEpivever, once we allowed
ourselves the luxury afsing the apron of the stagdoundwhile spacing the scerbkat| could
create a much momowerful picture by placinglesse downstage lefo that wheiwinnie, who
holds focus with Mae and Angugstage right, announces the plan,dhdience panwith the
char act er s @stheglock onto dessg.durtbesmore, this staging adjustment enabled
Mae to make a muamoredriving and determinedross to Jesse to shame him before
dramatically exiting through the upstage ddoraddition to discovering some fun staging tricks,
therewerea handf ul of other, what | might <calll Adi
rehearsal process.
Connectors
The Connectors were truly an ingenious dramatic device born of my aforementioned
whimsical reverie but nourished by the clever souls ofthea st s i n rehearsal s.

which | mention in Chapter 5, became one of the first Connectors, and so sprang into being

throught he actressd i mpulse to connect to her fan
at the Tree waiting forJessed h i m, and the sentiment al mot he
have a proper hell o, here?0 fol Priveedy by st age
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character instincts but inhibited by social distancing, the actress was torn by how to recencile th
need to touch her scene partner. The shawl
Suddenly, Mae had a world of possibilities for interacting with the other characters. The
shawl became an extension of her being, by which she could corhizstise, tease, seduce, etc.
other characters as fit her needs in the momidr.Connector was empowering the actor to
maintain her social distance while creating corporeal relationsfipsher pees onstageSo, |
hungrily looked for more opportunitiésr Connectors.
In general, | sought to find an item for each principal charactemtisjustifiable within
the world of the playand could become their means of interacting or connecting within that

world. Some of these items were intentional frmypinitial concept, such as the Winrlesse

RopeConnector

Figure 6-2. WinnieJesse Rehearsal Rope Connector (Photo by Author)

91

o



Other Connectors were spawned by moments of inspiration in rehearsaxamples of this

wer e

Anguso fii

shing

pol Muahdl ChaesMabbe

poedsr

hugging, both Angus and Constable Joe were scripted to have handshakes with other characters.

To circumvent this obstacle, | decided they wowdgédhobjects that would be extensions of their

characters; Angus has a proclivity for fishing, and Constable Joe has gear appropriate for law

enforcement. The result was a creative albeit unusual solution where characters could grasp these

objects to suggés handshaké

Working with these Connectors was a challenge for the actors that certainly warranted

more attention than what | gavighe following is a breakdown of the various connectors, which

characters used them, the characteristics of those qlgadtshe flow of energy suggested by

them

Table6-1. Breakdown of Connectors

Broom Betsy Rigid and Strict Direct
Fishing Pole Angus Simple andStraightforward | Direct
Shawl Mae Embracive and Sheltering | Indirect
Sash Mae and Angus Youthful and Unbound Indirect
Billy Club Constable Joe Sturdy and Martial Direct
Winnie-Jesse Rope | Winnie and Jesse Wild and Adaptive Indirect
Winnie-Hugo Ribbon| Winnie and Hugo Innocent and Valuable Indirect
Nymph Branch Staff | Tree Nymph Firm and Guiding Direct
GGWEF Ribbon Water Nymph, Betsy, Nan Denseand Restricting Indirect
Cane Man in the Yellow Suit Driven and Unyielding Direct
Whip Cat Tamer Aggressiveand Pouncing | Indirect

Although this chart was compiled after the production, the information was disseminated to the

actors throughout the rehearsal proc&se late J. Thomas Kidd, one of my acting mentors,

attended one of our final rehearsals of the fall semester and noted a lack of intentionality with the

41n the postmortem, it was observed that although the conceit was unconventional and less subtle than the use of

the shawl, the suggested effect was nevertheless achieved.
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Connectors when t hey Roeinstante) the WinsigessgRopgect i vel y u
Connector was ehrly active when it was taut between Winnie and Jesse; however, throughout
sceneswherenl y one of them had the Connector, if t
it often lost energy and became disconnected from the character. These Conneators, whe

forgotten by the actor, became neglected extensions of their chdrt#wéezquivalent of dead

limbs. This delightful artistic discovery would therefore need to continue to be nurtured into the

spring semester in order to yield the full crop of its wéttMeanwhile, | had plenty of other

pressing matters of engagement with my actors.

Working with Actors

In aninstancehatboth terrified and amazed maedirecting genbecame excavated
while orchestrating stage busindesi Par t ner i n Crime. o0 During the
and | had more or less crafted the sequence at the beginning of the number, before it accelerates
into a fulkblown dance break. In the measures leading up to that, however, there was a gap in
which Winnie and Jesse were the featured dancers before the rest of the characters joined in.
Against the focused foreground of the two leads, | wanted organized chaos happening around
them.

Contrary to my usual directing style, | found myself approachinckrehearsals without
preconceived blocking. That is to say, | knew the various images | wanted set in scenes and
songs, but | did not enter rehearsals with the staging meticulously notated the way | might if |
had been stage managing. The risk, of course, wiag binprepared, and the accompanying
discomfort | have in situations beyond my contiidie gain was unknown and pending the

success of my endeavors. | knew the offstage starting positions of the ensemble, though, and

45 A list of production photos of the Connectors in use can be found in Appendix F.
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from there | began to direct. | calleut characters and traffic patterns and movements and
actions. | gave timings and formations and intentions and &itsthen, | asked to see it all
together, under tempo but in sequences.

It worked. There was Tamer Girl cracking her whip on the béhtStrong Man walking
down to her on a diagonal while two Townies ran past with stolen goods, narrowly avoiding
Constable Joe and Hugo, who likewise barely avoided Clown, who was magicking an endless
scarf train for Winnie and Jesse while FodUwller propositioned the heartbroken Townie
picking flowers. It was satisfying and all but complete, and had been staged withisgirpris
speed. There was the gain, twofold. | managed to flesh out the scene while inspiring the actors to
give it life, and | earned meward of confidence that | am an insightful and clever director who is
capable of working on the spot when necessary. Trust the process.

Director William Ball assertd) The most i mportant thing a di
to awaken tihtd omctamrdd sasisrutree the intuitidn that
| believe that a good director is neither feared nor respected but trusted. It is trust that establishes
a safe space for the actor to bring forth their intuition, and it isttrassustains that intuition
and shapes it into t h@neofétahamestonays tfduedtochelpneyct or 6
actors trust me was by learning to be wrong.

Young actors in particular can be hesitant to make strong choices that may ciattar w
director has given. Many times in rehearsals, | noticed impulses within my actors to move or take
actions that | had not given them. On those occasions, | would address the suppressed
movement : ADIi d you want to modetd htu@g?i MY® uAl
always, the actor would confirthat they had had an impulse but refrained from executing it.

Time and again | tried to encourage them to try things, to remind them that | would let them
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know i f their c¢hoi c etbewstdsping sewssterkbafoneghey weltandwo u |l d
truly began to take risks, but even in the fatrbveto fan the flame of their instincts, sometimes
at my own expense.

In one particular instance, | was working with Angus and Mae on their staging and text
during ATi me (Reprise)o. Specifically, I was
phrase fileft with nothingo ap arsteditfwasonotivatetde ot h
by desperation to not be alone, but the actor playing Angus politely objectée thaiughtti
was more victorious than that, that Mae was more likely celebrating the progressive reconnection
she was making with Angus, propellingreto theclosingdialogue of that scenénd he was
right. His suggestion was much more logical antine with the unfolding of the dramatic action
of the scene. I told him so, and oh, how humbling it was to be wrong; but, how satisfying it was
to knowthat an actor felt comfortable enough with me and dedicated enough to the production to
courteously argue against my suggestion.

This trust further manifested as we collectively crafted the climactic encounter with Man
in the Yellow Suit in Act Il, Scen8. The main difficulty of this scene being that our actor for
MIYS could not join us until later in the process, we worked as best as possible to assume his
position and account for it in the staging and composifibis was a highly uncomfortable
scenenot because of the content but because of the crowding. In a socially distanced production,

a scene where six characare onstage and in neefle g u a | access to the aud
was incredibly difficult to shapé.managed to justify splittinthe characteronto either side of

MIY'S, who, threatening the Tucks and Winnie at knifepoint, needed to be clearly visible, but

that meanho character downstage of his plane could turn their backs to him, and thus, they were

forced to negotiate cheatingtoor upstaging themselves.
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At a loss, | asked for the actors to collaborate with me by trying the scene from the top,
but allowing them the freedom to move as motivated. It took several tries, as they explored what
felt natural while | commented on what looked aesthetically pleaBventually, they found
positions and movements that were dramatically justified, aligned with their characters, and
provided reasonable visibility of all characters throughout the scene. With their continued
collaboration, we established the fight chapephyby determininga slick and socially
distanced method for MIYS to injure Angus and capture Winnie (prompting Jesse to offer the
vial of spring water as a ransom and motivating Mae to shoot MN@&)all of my actor
interactions, however, were gems.

Actor Grievances

Something | insistedn for this production was a Ndfquity Deputy for the casthe
concept othe NonEquity Deputy (NED) was developed as a part of the Chichgaffe
Standard® as a means to provide nonunitasts with a confidential liaison betweators,
stagemanagementhe creative team, and produc&i&here have been past issues with SIUC
Department of Theat productions where casts have felt powerlegxpress concerns to
production and creativeadt who are ofteralso faculty membersdy hope with instituting an
NED for this production was to provide the cast with a voice, in addition to setting a precedent
for future SIUC production®8y mid-Novemberthe cast had indeed found a voice, but thdy d
not utilize the NED to express it. Rather, they implemented what | can only call an intervention.

The Sunday evening of our final week of rehearsal for the fall semester, Production Stage

Manager Alex Brue pulled me aside before its startrentidied me that the seniors in the cast

“®“The Chicago Theatre Standards i s a-gofiecnancetamongChicah® c u me nt «
nonEquity theatres. They were constructed by artists and administrators seeking to end sexual and other forms of
harassment in the theatre indysind introduce methods of monitoring and accountability (A Chicago Theatre

Community).
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wished to have a discussion with me after rehearsal. On that happy netesaneed a full run,
stopping only to adjust any tempo @mp issues, since Abrams nedtb inform Right on Cue
Serviceof any changes we woultteed for our performance tracks in the sprikiger rehearsal,
the seniors lined the edge of the stage, seated to face me, in the first row of the audience, and | let
them initiate the conversatiolm short, they were concernatioutthe length of reheaals set
for the upcoming week, scheduled for 7pm to 10:30phey claimed that althougimiversity
finalexamswver end6t schedul ed for anot herchéseno we ek s,
give finals this last week of iperson classes before studatispersed for Thanksgiving break.

Over the next hour, | listened tioe nine seniors expregaevances that entailed not only
the rehearsal process ltheir academic and personal experiences of the pandemic at large.
politely listened t@veryonewanting them to be heard and to know they were heard, but |
confess that it seemed to siifto a Breakfast Clutiherapy sessior¥es, they felt 10:30 was too
late to be rehearsing. Yes, they felt ovelnearsed as they entered tliifimals weekd However
complaints about having to take online biology clasgesre students feel like they are self
taught were outside my purvie®tustrations about this being the only show they would get to
perform their senior yeavere beyond the scope of mgmediationThe multilayered:loak
worn by a directom educational theatre was heavy as the line betwekistryprofessionalism
andacademy professionalism blurred

| felt attacked, to say the leasbt because there wagvalue or validity to these
grievances but because | wasing a firing squad of nine burnt cgtudents striving to make it
through their senior yeafrhat would not happen in the industry. At the very least, it would
happen with noticand notbe sprurg on the directomerehoursbefore. But more to the point, it

would be handled via the Equity Deputy, or, in our caseNtireEquity Deputy, whee very
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existence | instituted for this very reason. | foundeity difficult to sift through the barrage of
complaintsto hear the essential concerns | could addrelsen as a student myself, | was simply
trying to execute production while teaching and working and taking classes amidst a global
pandemic, tooAt the risk of sounding dramatic, | felt like A§ahouldering a worldf

grumbles Still, | sought taconsole the actors and assure them they were heard and that their
protestations would be addressed.

First, Ithanked them foexpressing to me their disquietydeough lemphasized the
significance olutilizing the NED for this production.dxplained how this situation would never
be handled in such manner at eegional theatreand | certainly would haveeen more
emotionally equipped to handle issues filtered through one person than a swiaem.&econd,
| acknowledged the extended rehearsal time for the veeek| stated that it was within my
rights as a director, per the DoT Production Handbook, to hold rehearsals for up to four hours
outside of tech week. My reasoning for the additioréfl lour, Icontinued, was tensure |
could complete planned work for the Wweéhad no active intentions of rehearsing until
10:30pm each night; however, if by some chance we needgdadandful of minutes past
10pm to finishsomethingit seemed apppriate to make that known ahead of time rathéhe
moment when everyone would be tirdlkvertheless, | conceded that | would return rehearsal
times for the week to their usual 7pm to 10dmird, | acknowledged their burnout and thanked
them for thework they had contributed thus far. | impressed upon them the necessity of getting
the bones of the show in a good place before we left for bpeakarily because we did not
know what the spring semester would hold for us regarding COA4@yidenced bhpst

rehearsal time earlier in the fall semester. | was not intending to rehearsepoaabur return
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in the spring other than to dust off the productonl polish it up for tech weeKkherefore, it
was essential that we take advantage of and pushgtitbis final week in the fall.

Finally, | recognized feedback they expressed about me as a director duriny ohests
which had highlighted a lack of articulag what | wanted in rehearsalad poor time
managemenbf those rehearsal¥hese, think, were the most useful comments for me to hear
that night, though | struggled topratewhich qualities were applied to nas a directooverall
and whichwere applied to me as a direcarthispoint intime: agraduate student teanly four
newcourses (to meyhile takingtwelve hours ofclassesand directing a musical prodien
during a global pandemighile supervising his mnagerial teamro me, that explained a great
deal ofmy failure to articulateleaty, though it did not excuse repercussions. | can reflect on
rehearsals whemy mind was clear and focused, which often cmiad with wellrested nights,
calmer daytimes leading up those rehearsals. | could not reallocate oiyed, but | did
resolve to myself and to the sg to make stronger effartobe clearer and slower with my
communicatiorin future rehearsalg\cutely aware ofmy contribution tothe communication gap
within the production process, | was not keen to be complicit to a communication gap in the
rehearsprocessThe spring semésr would be the marker of my held or failed resolution.
CompromisesindComplications
ChoreographyCompromises

As | have stated, collaborating with a music director and a choreographer was a new
experience for me. Over the summer, Towery and | had developed a shared vocabulary and
system of communication for manifesting the choreographic needs of songs in aceaevitlanc
my vision. These methods and ideas incubated through late summer and into the stéatl of the

semester, whereupon in our separate rehearsal spaces, a gap in communication between my
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intentions and Tower yThscraekinewcoliaboratiorsfirstbecgnaen t o ¢
evident three days into rehearsal. | had spent the first two days discussing character with my
principals, in preparation for the staging we would do that week; meanwhile, Towery
commenced witheaching tlke ensemblehoreographf or t he opening number,
Rehearsals were structurits wayin order to maximize time while still complying with social
distancing and occupancy capacity for rehearsal spaces.

The advantage of this system was efficient rehearsalthdéyutame at the cost of a
cohesive visionWhen | finally joined Towery to integrate the pringgpinto the number with
the Nymphs, | saw where Towery had overchoreographed and prematurely introduced the
ensemble, denying the piece a dramatic build.tiiith is that | had not been clear with my
intentions for this number, and in hindsight, | am not sure | could have articulated them outside
of the context of staging it. It was the firs
restrictions that preventad from creating in the same space. Had | been present at the initial
teaching of the number, | could have guided Towery and helped shape his beautiful movements
into the story | was striving to tell. As it was, we had to backpedal our work to find the
compromises that would let us merge the staging with the choreography. It was relatively
painless, and we navigated it professionally, but | resolved from then on to be as present as
possible for future initial choreography.

To be cl ear, Temededmy éxpgectations. ke wasable te kring life to
the characters and particularly the Nymphisin innovative ways | would have never imagined.
His trainingand experience shoteightly through hishoreography, and his enthusiasm and

positive attitu@, coupled with a driving work ethic, were invaluable to me in rehearsals,

47 Additionally, Towery was slotted to direct his heightened language pitafectin the semester, and so it was
necessary for him to bring his contributions to otgduction as early in the process as possible.
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particularly on days where my energy for inspiring the cast was ladkiagae to rely on him as
an artistic confidant whom | could trust for honest feedback and whose creativippunded
with my own. We catalyzed each other into a perpetual theatrical conflagration. But | was still

driving the train, and forks in the choreographic railroad were not always easily navigated.

fact, AThe Story of Wi mnie Fostero nearly cam
The single most important dance piece of t
written to depict Winniebés |life from the mome

through her timely deathf not carefully crafted and built to convey a adhatic journey that
embodies that el aborate |ife of this showds p
falls completely flat and suffers an anticlimactic and disappointing endartunately, Chris

Miller includedeverything necessary forade t i f u | i s t aideg by milestonksiins mu s i
thescoré’t hat guide the director, such as #Court sh
The motifs scattered throughout the number harken to earlier moments in the play and demand

that attention beaid to them.

Over the summer of 2020, Toweryand Ihad | ked t hrough fAThe Stor
Foster, o0 and | had even drafted a breakdown o
measureé’ However, by late October when it was finally time to set the piece, we found that we
were not on the same page, resulting in a terrible (and embarrassing) fight in front of the cast.
Towery felt | was not allowing for his interpretation of the number,lamas adamant in

executing my vision for the number. We found ourselves vying for jurisdiction of the song rather

48 According to Abrams, this work may also be done by the arranger of the music, who collaborates with the
composer, director, and choreographer to craft and notate such sequences. The arfeugleEfgarlasng: The
Musicalis uncredited in the script and score.

“SeeAppendixGf or AThe Story of Winnie Fostero Breakdown
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than forging a harmonious path through it, a situation exacerbated by the pressure of being in
front of the cast and pressed for time.

| called for arehearsabreak. There were no harsh womkshangedbut it was evident
we were both powerfully passionate at the mom
time and attention while we negotiatédelieve it was one of the first timas the production
that | felt my directorial power was threatened, which in turn provoked me to grip more tightly to
it. Towery presented me with the ultimatum to condedas workor he would need to walk
away from the projectn that moment, my ego warred with the wellbeing of my production. The
production won out, so | asked Towery to proceed.

That confrontation was one of the scariest moments for me in the entifatglof was
not willing to lose my collaborator, but lag also not willing to lose my vision, because as a
director, thatodés all Il have. However, Towery
in fact, we began to play and find interesting moments to include, such as Constable Joe catching
Wi n n wegldingbouquet and presentinigto Betsy. The following night, our collaboration was
even stronger, with both of us feeding creative energy and respect into each other rather than
fighting for control. By t he enwlorok, tthlee weaet, ¢
execution of the piece, and the story we were telllingre were some aspects with which | was
still dissatisfied, but they were pawn sacrifices for the checkmate of a truly touching
choreographed narrativi the heat of the moment, eything seems immediate, urgent, and
irrevocable But| suppose the lesson | take away from this isgsbatetimes to gain, you have to

give.
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COVID Complications
According to the lllinois Department of Public Health, the month of October in 2020 saw
a238% rise in cases for Jackson County, capping out at 201 cases per 100,008 g¢ogle.

was not spared the impact of this exponential increase.
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Figure 6-3. Jackson County Cowtl9 Cases June through October

Throughout the rehearsal processny company membevgere absent from various
rehearsalg,esponsiblyopting to get tested foEOVID andthenselfquarantine if they felt any ill
symptomsDespite our generous rehearsal plan (totaling nine weeks for the fall semester), the
holes created by these absences inhibited cohesive rehearsal work. Maoneoweof the actors
lived together or frequented proximity with one another, inciting a casdammtact exposures:
if one actor potentially contracted COVID, up to ten could easily have been affected by close

contact.This was, indeed, what transpired durihgmiddle of our seventh week of rehearsal in
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early November. Although no cast membewuatly contracted COVID, the potential for
exposure caused by one ill castmate created a wildfire of actor callouts as a precaution.

When the flames had died down, we realized only two cast members were unaffected by
the potential outbrealConstable Joera his understudy in the ensembiean attempt to
salvage any worthwhile scraps of rehearsal, Towery and | agreed to call them both in order to
work throughi You Cano6t Tr ust musicayatagedobuldieisd r eld Wadver y
expertise for polising. An intimate but effective rehearsal, it was one of my strongest
experiences with Towery in this production; we were very clearly on the same page and thusly
jived. However, we could not justify cleaning that number for three days of rehearsal,aand as
result, we were compelled to cancel the rest of the week and hope recoveries and negative test
results would enable us to resume rehearsals the following week.

One of the largest blows from COVIBowever even afteadjusting ougame plan for
theproduction, was a phone call from Graham Lylaur Man in the Yellow Suit.uker had
originally been scheduled to come to Carbondale during our final week of fall rehearsals for a
putin®® before students left for winter break. However, Lukgpressed concesrior his fall
visit, owing to the spike in cases, in tandem with the travel restrictions instituted by New York
City®L. After hearing his explanation, | reasoned that it was indeed a heightened risk for him to
visit Carbondale at this time, and we agrdet tnviting him earlier in the spring would allow

time for a proper puih and pose fewer complications for risk and tralit.overall plan for the

50 A putin is a rehearsal or series of rehearsals where an incoming actor, typically a replacemenrgsrefitbars

stage management to receive their staging for scenes and often will have set rehearsals with the other actors to
acquaint themselves with traffic and positioning on stage.

SSAccording to the -NewTiavékl SAdviesdCpyodwhich went into
persons traveling outside the contiguous state area for more than-faenhpurs are required to take a COVID

test three days prior to their retumNew York, and, if the test is negative, also quarantine for three days upon their

arrival to New York, to be followed by second test which must test negative in order to be released from quarantine
(New York State).
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fall semester would not be fulfilled, banhew plan was formed for the sprirapnd the bonesf

the showwere set.

Conclusion
We could not live like this forever. By the end of the third week in November, we all
eagerly and graciously welcomed time away fifbuck Everlastingl encouraged the cast to step
away from the production until the start of the new Yaéer which they should resume
reviewing lines and videos of choreographymyselfi nt ended to heed Kiddos
take a break from working on the protioo and let it all digest; then, at some point, pick up the
script and reread it for pleasure, and then read itidergify the major conflict in each scene,
along with the single most important line of each scétler than that, | took a page out of

Goddés book: | stepped back to appreciate my w

1A B o n d lansmohdttps://lansinoh.co.uk/bonding/

Fel dman, Rut h. fiOxytoci n &orrdones and BehdvipvAlf6l,ind. 3, Mar.i20d2 i n Hun
383. https://doi.org/10.1016/j.yhbeh.2012.01.008.

3 Tuck Everlasting Production Meeting®roduction Meeting #1.

4Mason, MarshallWCr eat i ng Life on Stage: A Di r.€ortsmouth:s Approach
Heinemann, 2007130,

5Mason 131.

6 Miller, Chris, et al.Tuck Everlasting: The MusicalNew York: Samuel French, 20175.

7 Ball, William. A Sense of Direction: Some Observations on the Art of Diredtitalywood: Drama Publishers,
1984 17.

8A Chicago Theatr€ o mmu ni t y. 0 CStandamd iol d th e @A\btin@wEHolise2621,
https://www.notinourhouse.org/chicagjoeatrestandardspilot-project/.8.

9 Miller, Chris, and Nathan Tyseffiuck Everlasting: Piano/Conductor Scof€amuel French, 201&01, 2@-5.
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CHAPTER 7
EVORYTHI NG6S NOT GOLDEN:
SPRING SEMESTER AND TECHNICAL REHEARSALS
It seemed the worldollectively rejoiced to see the backside of 2020 tarwdelcome the
prospective embrace 8D21.For our production ofuck Everlastingit meant a return to
production meetings and reheardalslong-awaited yet rapidiapproaching performances. It
was like coming back to a summer home that had been secured for the winter, arahtisy

the pocess of sorting through what had been preserved and decayed had begun.
A Tree Gap in Communication

ATrunkoul ent Troubl es

The Tree had been ready for some time now. The Tree had been carefully built to
accommodate the climbing needs of Winnie, Jesskth@Tree Nymph. The Tree had even
been used in rehearsals a handful of tiBaely a week into February, mere weeks before
performances, | was approached by Mohlmaéh concerns about actor safety: he did not know
that the Tree Nymph would be barefoot for the production, and the Tree was not built to be
barefoot safe. | was dumbfounded by this lapse in communicatiaur first production
meeting of the fall semesT way back in August it had been clearly established thz
Nymphs would be barefoot and the stage and scenery would need to be barefotisafed o n 6 s

final renderings depicted the Nymphs as barefoot
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Figure 7-1. Nymph Final Costume Rendering (Rendered by Jessica Rigdon)

| could not believe this ltebeen overlooked. Mohlman assured me that the stage had
been planned to be barefoot safe, but explained that thevseeot built with that safein
mind and at this point in the process with the current budget, it would not be possible to amend
that. Fagerholm, his supervisor, insisted that although the production team knew that the Tree
Nymph would be barefoot and that the Tree Nymph would bebaligrthe tree, it should never
have been assumed that the Tree would be constructed to be barefoot safe without discussing it.
Although I did not understand how such a logical conclusion could have been jgrrorgdg
or assigning blame for the gap imemunication was a moot point: what mattered now was
resolving the issuéis there was only one production meeting left in the processl it would

not be for another weékl hastily composed anmail to Mohlman, Rigdon, and Towery
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(copying their supersors) explaining the predicament so as to get everyone on the same page in
order to problem solve. A solution was proposed to fit the Nymphs with jazz shoes, assuming
there was budget to do so, and as it turned out that there was, the priority becagé¢hgetizz
shoes for the Nymphs so that they could get comfortable performing the show in them before
performances. All in all, the solution was simple, and | confess that | was perhaps more alarmed
at the dropped communication itself thenconsequerg; especially since it was not the only
dropped communication we discovered in the spring.
AShawl 0shank Redempti on

Early in thefall production process, when | was still conceiving connector options,
advocated fotheshawl inRigdord s  d ferdviaegorbe removable and function&endered as
being tied around her waist, | envisioned thiprovideMaewith stage businessnda means to
connect to other characters. This discovery led Rigshmimeto invest inpaisley pashmina
shaws for all of thewome n i n AMy Most Beauti ful Day, 0 with
thecourtship choreographin one of our final rehearsals of the fall semestevas revealed
that costumes had matleseshawls available to usr rehearsalsome time agoWe had
indeed seen some shawlsong the costume piedagt had assumed they were for Mae, as that
was a primary accessory for her costurmvery and | agreed to revisit the shawlshe spring
semester when rehearsals resumed.

True to our intentiongluring our frst rehearsabf 2021, Towery worked with the dancers
in AMy Most Beauti ful Day 0 t oHaweverdythecendaot e t he
rehearsal, hexpressedoncern that the action of untying the shafndsn around the waist
would prove oo complicated tanaintain the graceful movements thus far achielvézind

myselfembarrassinglgaught between my designaith whom | had collaborated to enhance
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her dancedesigns by adding shawls for the sake of serving my practical purposes within the
production,and moreover encouraged her to invest part of her budget into these accessories, and
my choreographer, whom | trusted wholeheart&dtia preservinga cohesiveaesthetidor the
piece

What saved us alfom this communication blund&rasactuallythe happy accidemf
anothemiscommunicationthe shawls were never intended to be tied around the Waisgy d o n 6 s
renderings for the Memory Dancers depicted a-igshitem around the waist, and since we
knew Mae often wore her shawl around haist, the assumption was that tithershawls were
likewise adornedSashesThe cinching accessories were, in fact, sashes, and the $taalvls
never made it into any of the renderings or fitting phofbsugh relieved to have cleared up the
confusion westill faced a fashion v. function dilemma, as the shawls, wom loosely around
the shouldergrueto Neoclassicahttire,werewontto flying off the dancers amidst the twirling
choreographylt seemed unlikely they woulehhance the choreograplmgng incorporatedhis
late in the procesbuttheys t i | | held potential to add aesthe
be secured-ortunately, ever the problesolvers, Rigdon anBivovarnikadded elastic loops
which woul secure the garmentstton e dancer s 6 bshawlef posr, favhyd Mohsuts ,
Beaut i fwereredeemgdut, not to be outdone, Lighting had a communication blunder,
as well.
ShortSighted, Sho+Circuit

Lighting really does get the short end of gtick by being highly theoretical until the

actors are onstage for cteecue>? A lighting designerdirector, and stage manager can expedite

52 Cueto-cueis a rehearsal, typicglheld over the course of a day, devoted to adjusting the look and timing of cues
for lighting, automation, sound, fly rails, etc.
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this process with a paper tethyr, at the very least, discussing where in the show specific cues

might occur.The advantage of contemporary technology has enabled lighting designers to more
effectively and precisely cue shows by video recording a run through from a rehearsal and then
scrolling through the video at their leisukusicals have the added advantaagsumingll

parties can read music, of containing a musical score where crucial lighting moments can be
specifically noted by measur e. Based off of m
production ofSunday in the Park with Georgehere the majority olighting and projection

cues were called in tandem with musical motifs, | ass@htledt such practices were common
procedureThey certainly are not.

At Crowder és request, | arranged a meeting
designers, Jogy Calvo,towor k t hrough fAThe Story of Winnie
anticipated it being one of the cheaviest numberén fact, given that the entire piece is
danced, uninterrupted for ten minutes, it seemed most sensible to me that the soed from
the scord as | mentioned in Chapter 6, the composer had already provided the necessary clues
in the score aboutoteworthymomentsHowever, as we began toeet, Crowder and Calvo
insisted on using the rehearsal footage of the piece andngfto timestamps. | complied with
their preference, but after a while it became difficult to communicate the significant changes or
event s. Didnét they hear the change in music?

manifested? No? Timestamps &eroving to lack the specificity we needed. | again suggested

53 A paper techis a meeting of the director, designers, and stage manager for the purposes of defining and recording
the tecimical cues that will occur during the production (lonazzi 105).

541t should be observed that in each of the aforementioned incidents of miscommunication, | associate myself with
the wordassumptionpand that, therefore, is my takeaway from these commitsitassumption will yield a gap in
communication.
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using the score, if nothing else because the ShowReady app displayed both the measure number
and a timestamp as the track played.

As it transpired, Crowder and Calvo did not know about ShowRelaely did not know
that we had had access to the tracks for the show this entire time, to which they could have been
cueing in preparation for ctte-cue, secure in the knowledge that tracks are always consistent
with their timing, and therefore any nusemof cues could be tindgo autefollow throughout the
tracks.Another gap in communication. At this point | had come to realize there was no point in
assigning blame for such a lapse. The only thing to do was move foamaravith only a few

days beforeueto-cue, Lighting suddenly found itself armed withandy new tool.

Rehearsals (Reprise)

| worried about the repercussions of not rehearsing in the new year until February. As
much as wdad drilled and cleaned and set during the fall semester| Idouét hel p wonde
what shape the show would be in upon our retu
In fact, | was so pleased with how good the show ran our first week back that | elected to cancel
rehearsals for the upcoming Monday ana3day. We were reaping the rewards of our hard
work in the fall semester. | was pleased with how the cast was doing, | knew | could dust off and
clean what | needed to in the time allotted, and | certainly did not want to burn them out so close
to perfornances. Icarus was haughtily enjoying the rise of his production on the thermals of
strong organization and determination. And then that accursed sun.
Actor GrievancesAgain

The second week of February brought the wo
years in Carbondale. AccordingTbe Southern Illinoisarsome areas in southern lllinois saw

totals of ten inches of snow accumulatfoBlasses were cancelled for thsednesdaynd
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Thursday, including online classes, and by extension, my rehearstilgllfathis misfortune

of inclement weather coincided with the arrival of Graham Luker, at last in town to be integrated
into rehearsals, only to find there were no rehearsals beinghoetdnately, the weather cleared

up enough for campus to open atldw us the opportunity to rehearse that Friday. But the good
fortune ended there; the following Monday and Tuesday were again lost due to inclement
weather.

| confess, | regtéed my gesture of giving the cast two nights off, which were
immediately follaved by nearly a week off because of the snow. Yesyatiebeerin a good
place, but wénad been in a good place when there were still two weeks befote-cue. |
suddenly found myself rapidly reprioritizing, which included safely and cleanly insentikey L
into the show and working with set pieces in scene transitions to circumvent any catastrophes
over the upcoming weeken@rew View® was schedulfor Thursday, and | had originally
intended to give Friday off for everyone to rest before the dauntintpeuee weekend.
unfortunately needed to repossess that evening, and moreoveked a Hail Mary foushour
rehearsal. Cue the break of thechnies b ac k .

Allison Shore, who had assumed the rolgrofductionstagemanager, following the
graduation of Alex Brue, was bombarded withails from actors upset by this news. Mainly
seniors, students were citing the Production Handbook, vetétegshata ct or s must have
[hou]lr est per i od3Adteetofficiakantor cathtime ®r.cd®-cue the following
morning was 9am, by this protocol, | could not rehearse the cast any later than 9pm that evening.
As the stage management superviggmg to guide and console my unnerved pupasked

Shore to delay responding until | had spoken with Fagerheho in turn contacte@hair

55 Crew Viewis a run of the show where that students involved with the backstage operations of the production can
enjoy the production as audience members before they assume their responsibilitie®dunivegk.
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Ojewuyi. Both professorsonfirmed that due to the extenuating circumstabecesght on by the
weather, coupled ith the impending cuéo-cue weekend, | was within my rights to call a four
hour rehearsal. Armed with this knowledge, | instructed Shore to inform the students of the
administrative approval to conduct my intended rehearsal schéthever, as a measuoé
good faith to show that | heard their concerns, | also asked Shoradd an adjustddaily call
that compromised their demands by rehearsing-IPpm instead of the original 11pm.

A couple of hours later | received a phone call from an actoildmeEquity Deputy for
the castPleased that they had at least gone through the proper channels, | was inclined to listen
to the concerns of the cast regardingnewisedrehearsaplan Per the NED, some cast members
felt disrespected and unappreciabgdny dismissal of the Handbook and were adamant that
theywould notarrivé o t he f ol | etswcuenaoyrearliemttgrdasfull twvahisour rest
period between the end of the previous night©
acceptedThis was tuly a bind, as there was music, choreography, and scenic work that all
needed to be rehearsed and limited time left before we began dress rehearsals. | weighed options
with the NED, with Abrams, and with Towery, but ultimately received the same responas: i
my decision and | needed to make it. So, | did.

| addressed the full cast at the start of rehearsalpressed my disappointment with
them, not to guilt them but to honestly convey my very real and personal hurt that after listening
to them in thdall semester when they were stressed and in need of a compromised rehearsal
schedule, | accommodated them. And now, when weather had thrown us a curve ball and | asked
for two hours, and then offered only one hour, | was denied like courtesy. If trtdtl peknew
| wa s n 6 bvergaolithe grodaction with those two hours. In fact, it was unlikely | was

ever going to work all the way to 11pm. But much like the fall semester, | needed the security of
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knowing that | could work that late. | caved te tthemands of the cast because when | weighed
the options, | was more willing to sacrifice a polished show than to enter tech week with a
mutinous cast.
But something broke between me and the actors that higlttbetrayed. And though
we finishedoutta r ehear sal at 9pm as promi sed, Il coul
trust between director and actor was fractured, and as we left the McLeod to rest for t

weekend | wasnédét quite sure it was destined to n

Tech Week
Q2Q

| ¢ a n daving eeet lzeénla part of cteecue where | had any artistic input. The
shows | 6ve previously dir ec itoeuks aldahe grodeciiohnsher no
with cueto-cue that | have attended have not warranted my artistic contribEifenas an
assistant director my cohesive aesthetic was not the focus. Now it was, and | anxiously embraced
my role in synthesizing the assorted production elements.

Time managementforcde-c ue i s an art. 1 tdés difficuldt
will take to cue, and sometimes impossible to restrain various personalities when time is running
low and tensions are running high. Keenly aware of our need to maximize effidRentsssor
Mark Varns,Resident_ighting Designer for the DoT, advised me to spévdhy focusing on the
locationand timingof lighting cues rather than the look of them. In other words, he encouraged
me to invest more attention in ensuring | had sufficient cues in each scene and song so that
Crowder could create them and Shore cowle them in her promptbook; the looks of the cues

themselves could be adjusted later.
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Bearing this in mind, | strove to concentratewhethethe cues were landing where they
were most beneficial to emphasize or highlight certain moments, or if theyvesent at all.
This became a challenge, | found, as Shore, being a new production stage manager, was
experiencing her fat time calling cues for a musicdll struggled to discern which cues were
placed at the wrong times as opposed to which cues wag ¢asdled at the wrong times, or
were nonexistent. We were fortunate to have Alex Brue back for the weekend to mentor Shore
through cueo-cue; | certainly was in no headspace to wear my stage management supervisor hat
while also directingNeverthelesshy our lunch break at noon, we had barely delved into Act I.
Revived by the break, Shore seemed more comfortable callingueddke play had
progressed beyond moments that demanded a denser, congested amount of cueing, as tends to
happen with opening numbers, show stoppers, etc. As a result, | was able to give more attention
to the look of lighting cues and either take notegive Crowder later or tell him in the moment
when possible. | also tried to wrap my mind around the automation Mohlman had installed for

the portal trees onstage.

Figure 7-2. Automation Trees (Rendered by Logan Reagan)

56 Musicals tend to be ctigeavy shows, owing to the spectacle used to elevate the scenes and songs. Whereas a non
musical may have 200 to 400 lighting cues, a musical may have upwards of 600 to 800+ lighting cues. Moreover,
lighting cues in musa numbers tend to be called in a rapid sequence, and coupled with the cues of other

production elements, can be overwhelming to a novice stage manager.
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A great deal of the scenic budget was devoted to the use of autorfiagohechnical
Director program has a great affinity for engaging with automation and robotics, and they excel
at aiming to keep up with the higach breakthroughs of the industry. However, | confess |
never gave much thought to automation once the revolve waspparenly, automation was
installed so that the portal trees could move on and offstegygggest varied scenic
environments. Though | was vaguely aware of the portal trees, in as far as how they encroached
my playing space, my attention had been focused ofrtfeand other set pieces with which the
actors directly interacted. Now, suddenly, Mohiman and Fagerholmtryerg to enlighten me
to all the ways | could utilize the automated treexl tobeh o ne s t | IAwiserdnd 6t car e
more creative artist wédi have taken the time to explore how they might enhance his story, but
the trees were never on my radar as a tool fo
mental capacity to engage with them then, so | opted for them to move out wheneme @elr i n
Treegap Wood and move in when we were. Unfortunately, even that vision proved to be a
struggle to execute.
Shore was not able to have a paper tech prior tacaae. Overcommitted to a slew of
other obligationssheprepared her promptbook asbess he coul d from Crowder
sheet, but when | glanced at her book under the guise of stage management supervisdt, | found
did not resemble the organization we discussed for a cue calling script. | believe that being
underprepared, underexp@rced, and ultimately overwhelmed contributed to the breakdown
that ensued the following evening when we resumedcee.
Thirty minutes past what should have been the continuation of odo-@ue, | ventured
to the vending machine for a snack, enteted a regtyed Shore, and promptly asked her to

join me in one of the dressing rooms. In the privacy of the space she took time to compose
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herself while | sat patiently and distantly in a corner. She knew | was sporting my invisible stage
management s@pvisor hat and at her own pace divulged insecurities about calling the show,

anxiety about letting people dowemdan overarching feeling of distress and inadequacy for this

jobiand, of course, pressure to gelteti tt hteong ew ahietr,

told her. Al tave wiillll rmpusneowheand dm ready.
vital as she was to the show, the production could keep rolling on withquiohéo threaten or
belittle her, but to emphasize that no @eeson should feel they bear the burden for the entirety
of the production. Except maybe the director.

So, | told her to take her time and that she was not to come out of the dressing room until
she felt ready. | returned to the McLeod, informed Brue agkemolm of the situation and
insisted she be left to her own devices for at least ten or so minutes. And then | grabbed the
Voice of God®’slipped on a headset, and proceeded to rusticeage for my ownshow. can 6t
recall how much time passed. What | can recall is the pride | felt at being able to call cues for my
production while noting necessary adjustments to CroWwdegperfect marriage of my
administrative and artistic minds, aaghining reminder thdtknew my show well enough to
know wherecues needed to fall. Some time later, never mind how much, Shore returned and
reclaimed her positionsgoroduction stage managand | resumed full devotion of mental
capacity to artistry.
Conclusion

Looking back | think | would have done anything for my production. To some extent, |

think | did that, sacrifimg where it was necessary for the good of the produdtiomever, n

thePercy Jackson bodkhe Last Olympiat he goddess Hesti adestays,

5" TheVoice of God s é

118

0

S



power to mastessit h e p o we r “Bof adirecter, atlgast fpr.this director, | think the
hardest power is yielding the production to the collaborators who will now take it to its final

incarnation: performance.

1 Tuck Everlasting Production Meeting@roductionMeeting #1.

Hal stead, Marilyn. fASouthern 1|11 i noTlhsSo8hem BlinoBani®w Tot al s
Feb. 2021https://thesouthern.com/news/local/southiiinois-seessnowtotalsof-10-inchesin-some
areas/article_ef28d65a28f-5fc1-a00abb3a958cddcf.html.

3 Southern lllinois University at Carbondale Department of TheRtformance & Production Guidelines
https://cola.siu.edu/theater/_common/documents/handbook/prodinetiaibook. pdf3.

4 Riordan, RickThe Last Olympian(New York: Hyperion Books, 20093.
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POSTPRODUCTION

CHAPTER 8
ROWING, GROWING, CHANGING, AND MOVING ON:
PERFORMANCES AND REFLECTION

The palpablenergyconjured by the excitement of the opening night of a show is
incomparable to anything els&hatever woes may have befalke cast, crew, and
creative/productioteams during tech weelte washed awags the finamember of the
production is welcomed into the fold: the audieridee audience completes theartet of
performer, space, and ideeghich Dr. Anne Fletcher suggestemprise theatt&They are the
missingscene partnepresent yet protected by the fourth wéland theyignite the fusehat
feedsthe energy that has built tip create the conflagration of human experience that is live
theatre.

At least, they are supposed to do that.
Performances

All Tuckered Out

Because of the pandemic, we faced obvious restrtothe seating capacity of the
McLeod TheaterWe were limited tdifty people or fewer in the space, and this included the cast
and crewAlthoughwe knewthiswell in advanceit did not soften the blowthat comes from
seeing dheater designed to sewarlyfive hundred spectators sparsely filled witrely
twenty-five. Thecast had long since sufferbdrnout from such a drawwout production process

They were disheartened that their friends and families would be unable to see their hard work,

58 Thefourth wallrefers to the imaginary barrier between the performers on stage and the audience. The audience

appears to be viewing the action of the play through
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andas they entered dress reheardhlsy were further demoralizébm the announcement that
there would be narchival recording?Asmany students put it, fAWhat
f o r\Weddd it because we are artists dmecauseve arepracticing the skills thedre pertinent
to our craft and will one day again bebie to our industry.

There were no opening night speeches. &@reere few, if any opening night gif®ne
might likenthe arrival of opening nighto a wet firework weakly sputterindput nota Disney
fied incendiary extravaganzRersonally, | can only compare it to whainlagine it is to give
birth T after thirte@ months of incubatiorlhere is joythere is pridebut mostly there ian
exhale of reliefYou have done all you nanow go and live, child.
Sportinga Spectator Ha

What a terribly trying yetsefulexperience itistgetasidée he di rect or 6s | mp
shape the life onstage! If ever there were a mark of relinquishing control, it is to be a spectator of
oneds own pr odu speakimg onceRshow apens it becoraek theystage
manager 0s show. Sheatiasniegponsiakblcerddomgmao th
vision. But it is also the actorsodé show; it i
night is unique by the work of those thr&e, as a spectator, | sat back and played my part,
which is to say, | critiqued the production just as | would any other show | would attend.

How odd that | could hear tt&pringbut not see it. Lo and beholthe fountain pump
that operated the Spring in the Tree was not working ahalligh,thankfully, it was
supplemented by a sound effect of gentle trickling water. The overall preshow ambience evoked
a muted version of what | had envisioned, but it sufficed. And by golly! They finally covered the

ATO on t he TTrheg! cOh,e r kdaet.Scenic had made sometfihak

59 Due to concerns of licensing, and potential leaked footagadiménistration elected to forgo a recordingrofck
Everlastingfor the department archives.
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cosmetic adjustments, but no one thought to tell the director, stage management, or the actors.
How did that knot covering the ATO cletimd of f ?
with the first chord of the oveare Too late now. It had begun.

| attended both performances of our productiomwtk Everlastingl enjoyed myself
both times. But that is not to say any flaws escaped my eye. | was acutely aware of line changes
and pitch problems.delebrated botrerndi t i ons of ATop of the Worl d
performance that a paper leaf fluttered off the Tree Branch and remained clearly visible
downstage left for three scenes! | kept waiting for soméareyonei to discretely pick it up
and pocket itOr even not so discretely. | silently begged Hugo, tracking clues with his
magni fying gl ass du racknowleddethe ¢eaf ansl stiekiit in fis bagcldos e 0t
not even during the reprise. Not until AcSlcene 7 did Mae find a reason tolgeand discard
the scenic eyesordnd yes, Constable Joe did leave the Foster Manor door wide open so that
the cycloram®s hone brightly through the doBourtwaiyT hdeur i
Story of Winnie Fostero stildl made me misty,
the actors came out for their bows.

No, | have to say that throughout everything, what | noticed most during the
performances was the lighting, or ra@ccurately, the darknessemain deeply troubled by
how the lighting seemed to not quite grasp the essence of the drama in this play and
consequently did not support it. Of course, as | mentioned during tech week, it was difficult to
separateoutwhatas t he | ighting desi gn a=alngMyat was t
frustrationspoint back to my observations in Chapter 5 that the designers rarely took an

opportunity to come to rehearsals and understand the story we were telling. Moreovahaiiven

80 Thecycloramais the hard wall or curtain that creates a background for the stage and is often used in lighting
design as a surface for projecting colors.
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rehear sal recordings of both acts were avail a
guestion how such crucial moments could have been missed. | account for the inclement
weather, of course, but it seems to me there were an abundance of ipEs®dnities to
elevate the production through lighting.
| concede a major poinn Chapter 5, | also note how our need to add the apron for

staging was accepted by Crowder but would still have ramificathmseen in Figure-&,

Figure 8-1. Cool Front Lighting forTuck EverlastingRendered by Henry Crowder)

Crowder 6s original zone | ighting plan was des
areaaupstag of the proscenium with just a hint of coverage, supplemented with spotlights for

action downstage of the prosceniubhe decision to add the apron was made inNvgember,

allowing Crowder adequate time to scheme how he could address the changenbdéequate

amount of time (and resources) to do much more than cannibalize his initial design and

reallocate instruments to expand coveragecept the fault of being shesighted and
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disregarding the apron until late in the production process; nevesshélwish Crowder had
given more thought to the mood, focus, and drama of the story being told onstage.

Closing night felt much likés brother Opening: anticlimactic. Yes, there was pride, but
even more than a sense of accomplishment, of achievetmer,was an exhale of relidfuck
truly did feel everlasting, but ended, and it was time to start rowing, growing, and moving on.
Reflection and SelEvaluation

There was no litmus test for this production. One of the reasons | had desired to direct a
mainstage production was so | could gauge my directing skills accumulated throughout graduate
school alongside the added variables of designer collaboration aedmtos staging. The
unprecedenteddditionalvariable of directing a musical amidst a global pandemic completely
skewed my experiment. Although my heightened language prgkxty Days had been
executed at the beginning of COVAI, no one at our univaty had ever directed a staged
theatrical production under the restrictions and complications of an epidéemertheless,
having passed through the fire, | take with me some observations of my growth and
shortcomings from this production.

It took me sora time to recognize my fingerprints dack Everlastingl did not often
enough take time to stop and appreciate my hand in the mounting of this musical. The Nymphs,
for example, were purely a device of my own imagination, and yet | now cannot infagie
Everlastingwithout them. The Nymphs added a dynamic to the storytelling by justifying the
subtle magic in the world of thepldy. r ecal | sitting in Professor
pitching the idea of adding nature spirits to this play, seedonge affirmation that | was not

crazy for considering such a radical idele. did, indeed, affirm the creative choice, although he
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cautioned me to use them sparingly, and | confess thebidporated them beyond that, but |
think to a greater effect.

| acknowledge the clever artistry in using the variQasnectors, borpurelyfrom the
joking image of actors measuring their-dot social distance with a length of ropend this,
over the course of the rehearsal process, snowballed into a myriad &dstadimns for
Connectors Wi nni e and Jesseds Rope, Maebs shawl ,h, /£
Ri bbon, Constable Joebs bMhegscbobagbdlmendssha
more subtle propd.believe the actors learned how to endoesthobjects so they became
extensions of their characters that allowed the actors moments of intimacy with their scene
partners They enabled socially distanced staging with artistry and tied everything together, quite
literally, into a cohesive world. 1sh | had spent more time helping the actors understand how
to imbue their energy into the objettsvhat it means for an object to hold tension or lack it;
however, overall, | strongly believe they were effective instruments for my production.

| stand bymy castingEvery actor in our cast fulfilled tirerole in our production
excellently. Despite the hardships of bringing in a guest artist, | remain adaatdBitaham
Lukerwas the best choice for Man in the Yellow Suit, and | believe the student performers
benefited from seeing a professional actor flourish on staggret that my inclination for
understudies became a moot point, both for the students who receivetdtsscisd for the
health of the production.do still firmly believe that understudies are a useful policy and
necessary training for students aiming to enter the theatre industry. They are a humbling
opportunity to learn and develop a role while obseyather actors at work and prepare an actor
to be ready a moment és notice to jump in for

academic theatre is oftesio congested with too many projects and too few students that
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instituting understudies in the steof circumstances is challenging. | had foolishly assumed that
the lack of performance opportunities resulting from the pandemic would allow more students to
be involved withTuck if only as understudies, but | neglected to account for the limitations
implemented by rehearsal capacity restrictions and the overlap of actors in one role
understudying for another. In short, my intentions for utilizing understudies was good, but the
execution of those intentions was poor.

Concerningcasting in another veihcannotdismiss an unsettling feeling regarding my
Nympls. As | mentioned in Chaptek, | cast our auditioning students according to their talents,
and our three best dancers found themselves portraying these unscripted nature spirits, per my
conceptAnd yet, our Nymph casting yielded a Black woman, an Asian woman, and White
womanit he tri fecta of clrhesecNym®hsfivera ol iniesdedtelie cast i n
objects, and yet | wrestled with how they might be receivied both the actors and audierice
as insensitive stereotypes, thoughtlesslyfined to primal tropes while supportitige heroic
narrative ofcharacters played Bi/hite actorsThe Nymphs were devised to be moverment
driven characters whose actions, unseen by the corporeal world, aaftltire plot through the
subtl e manipulation of iIitems (Toad and Ri bbon
and AStory oflbaNeve becaase Bf ong focasron Qther aspects of the play,
coupled with a long production process, thatidyynph actors came to feel dehumanized and
depicted as scenery shifters, set pieces, and props, rather than their intended active status, and |
regret how failing on my part may have contributed to the oppression of these marginalized
studentsLooking back | see no other way casting might have played out, although | had hoped
to include a male act@s a Nymph, rather than stigmatize women as objects of nature. However,

| do now see where | could have done a better job as a director acknowledging thg pain
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casting might bring and taking actions to mitigate those concerns throughout the process to help
the Nymphs believe their roles as active participants in the storytelling and not just stagnant
objects.

Il was incredibly pr oudguenoefpodsiblyg it wagnoygavooite t he
part of the production. This pride stems from how hard | fought to obtain a climbable tree that
would promote the dramatic action of the scene and song. As | argued, the music of the song
supports a driving action of mimg forward or upward, and it was necessary for the actors to
manifest that in some capacity. | féledit finallyadding the climbing apparatuses to the back of
the tree allowed the characters to undertake a journey. Furthermore, the Branch Unit enabled the
journey to surpass the mundane realm of concrete action and sweep the audience into a
suspension of disbeligdllowing the characters to continue the action of climbing and exploring
on a singularalbeit movingunit. | believe my orchestration of musical staging, utilizing the
Nymphs to manipulate the Branch Unit, facilitated a clear dramatic arc for the ehsithet
wisely climaxed into a down centerstage picture of Winnie and Jesse hoisting their Rope
Connectolhigh to signify their platonic bond forged fromtheclimon d, fr ankl y, t he
singing sounded amazing, to boot.

Conversely, &cenghat nevequite met my expectations wtee top of Act Il,

AEv O6r yt hi nidgadenviSanéddhes sceng and number as a baag$yo-riches

fantasy, in which the Man in the Yellow Suit stirs the Fair folk up into a frenzied reverie of
luxury and leisureThelargest reason this aspiration did not come to pass was due to my lack of
vision, although | am unsure whether | mean my lack of a clearly imagined vision or a clearly
articulated vision; perhaps a mixture of the two. | knew roughly what | wanted, boftéod

found myself more focused on what | considered to be more crucial components of the
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productionit he Tr eegap set design, the principalsbéo
Wi nnie Foster, 0 t he ma nidogieenasnudh atierftiontolwbatwas ay as
happening for that first scene in Act Il. Contributing to what became a cyclical problem was an
uncertainty of what design elements were at my disposal for that scene. Reagan and | both

agreed that the setting was the breakdofahe Fair as it prepared to move on to its next town

however, with alepleted budget and tirtt@bor reallocated to more urgent areas, this se&se

put on theback burnerl wasunsurewhich pieces wee onstagewhich piecescould be onstage,

andwhich piecesneeded to be onstage.

Complicit to this issue, | encouraged Towery to choreograph and set the piece while |
tackled staging for other scenes, in the interest of efficient working but at the cost of a cohesive
storyline. | was, therefore, not presemotguide Towery through my intention for the scene, and
he, understandably, crafted the number as he salhétresult was a wetthoreographednd
well-rehearsedbut otherwise bland and uninteresting number that lacked the dramatic build
necessary toatapult MIYS out of the Fair and into his blackmailing shenaniganry at the
Fostersbo.

Conclusion

From this thesis production | learned that | possess immense imagitigtibnan use to
breathe life intdossilizedtext. What | have continugd doubt and question, even long before
graduate school, AAm | enough? Am | <creative
was answered and refuted tmy production offuck Everlasting: The Musically question is
now, HAWhat i f ®ufrom there. lknow éhat | willtconjinleaoynegotiate my
artistic brain with my management brain, but | am convinced that is not such a bad thing, and in

time, the two may even learn to coexnd, of course, | can now take pride in the claim that as
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of this writing, | am the only person at Southern lllinois University Carbondale who has directed
not one, but two musical productions during a global pandemic. And if the need ever arises, | can

do it again.

1 Fletcher, Anne, and Scott R. IreldxperiencingTheatre (Indianapolis: Hackett Publishing, 2015-3.
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APPENDIXA

DIRECTORIAL BREAKDOWN OF BEATS

1 7 .1a |Wher e Ther e TopofShow
Thereds Lif
2 7 I.1b | Live Like This Forever | WINNIE: Today is the day.

3 13 | 1.2-3a| Good Girl Winnie Foste} WINNIE: Okay, Mother, you can open you

eyes.
4 16 | 1.3b | The CarnvaMan ( [NANA: Wel |l , dear, I
Not Fair) excitement é
5 18 | 1.3c | Getting Out WI NNI E: Toad, youdr
6 20 | l.4a | Jessdsets Caught ENSEMBLE: Day Na Day Na Na
7 21 | L.4b | Top of the World JESSE Come with me!
8 25 1.5 | The Kidnapping! MILES: Ma! Are youo

caught out here?
9 28 l6 |[Hugodés FirsHUGO: Big day, firs

10 | 31 | L.7a | A Child Changes MAE: Angus, where are you?

Everything
11 | 33 | I.7b | The Story of the Tucks |[ WI NNI E: Youdbdve been
12 | 38 | I.7c |[Guess Shed6llANGUS: Wel |l , | gues

7z

greatgr andf at her é
13 | 41 | 1.8a | My Most Beautiful Day | MAE: Oh, this attic is an embarrassment.
14 | 44 | 1.8b | More Than | Bargained | WI NNI E: A night in

For haunt edé
15 | 46 1.9 | Bring Me a Funnel Cake ANGUS: Going somewhere?
16 | 48 | 1.10a | Join the Parade ENSEMBLE: Join the
17 | 48 | 1.10b | Partnerin Crime WI NNI E: ltés even b
remembered!
18 | 51 | 1.10c | Guess Your Age JESSE: Ok avy, Apa? tn
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19 | 55 | .11 | Do You Want to Live WI NNI'E: | was so af
Forever? away.

20 | 59 Il (EverythingoMIYS: l'tos water!

21 | 63 | Il.3a | | Messed Up WI NNI E: Six years f

22 | 66 | 11.3b | The Story of Thomas |WI NNI E: Mil es, whoo

23 | 69 1.4 | Envy and Regret ANGUS: You going to be okay?

24 | 72 .5 | Yellowmail MI' YS: I n all my tr a

25 | 75 | 1.6 [You Ca nAManol| HUGO: Look at him go.

26 | 78 | Il.7a | The Wheel WINNIE: I think | got another one.

27 | 80 | I.7b | What Jesse Did MILES: Pa, hurry!

28 | 82 | I.8a | The Story othe Manin | MIYS: Hold it right there, seventeen.
the Yellow Suit

29 | 84 | 11.8b | Goodbyes ANGUS: Donét | ook.

30 | 88 1.9 | Everlasting WI NNI E: There are t

31 | 89 |Il.10a | Water on the Toad HUGO: Well, here we are.

32 | 89 |I.10b | The Story of Winnie WI NNI E begins danci
Foster

33 | 92 | I1.11 | The Life We Never MAE: Winnie Foster Jackson.

Could
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APPENDIX B

DRAMATIC FUNCTION OF SONGS

Song Title

Characters

Function of Song

ALIi ve Li ke Th Winnie, MaeMiles, Jesse, | To llluminate the Given
Man in the Yellow Suit, Circumstances
Ensemble
AnGood Girl , V Winnie To Build Winn
(Al Am/ 1 Want
ATop of the VJesse Winnie To Distract Winnie from
Spring
AHugoo6s Fi r st|Hugo Al Want o Song
AStory of t he Mae, Jesse, Miles To Give Exposition to
Winnie
AMy Most Be auMae, Angus, Ensemble To Encourage Winnie
AJoi n t he Par|Maninthe Yellow Suit, To Entice Patrons to Spend
Ensemble Money
APar tGreirmea tn Jesse, Winnie, Ensemble | To Enamor Jess@/innie
ASeventeeno Jesse To Propose to Winnie
AEveryt hi ngo s Maninthe Yellow Suit, To Celebrate Victory
Ensemble
NRnSevent een ( R Winnie To Excite Winnie
ATi meo Miles To Caution Winnie
AYoCuandt Tr us |Constable Joe and Hugo To Provide Comedic Relief
AThe Wheel 0 Angus, Winnie To Advise Winnie
AThe Story of|Maninthe Yellow Suit To Taunt the Tucks
Yel l ow Suito
AEver |l ast i ngdWinnie To Decide Win
AThe &ft oWiynni | Ensemble To Memoriali z
Life
AThe Wheel ( R Tucks, Ensemble To Honor Winn
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Birth of
Angus
Tuck

Birth of
Mae Tuck

Marriage

of Angus

andMae
Tuck

APPENDIXC

THEORIZED TIMELINE FORTUCK EVERLASTING

Birth of The Man

Birth of
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APPENDIX D

DI RECTOROGS DESI GN PRESENTATI ON

Tuck Everlasting:
The Musical

Stephen G. Tabor

Design Meeting Presentation

The Vision

“You don’t need to live forever, you just need to live.”

~Angus Tuck

This musical is a reminder that it is not how much time
you have, but what you do with it that matters.

61 Phob Credits (lR): Nathan Dumlao, Mohamed Mahmoud Hassan, Howard Brian Klaaste © 123RF.com (See
Appendix H)
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The Concept

= “Earthbound Fantasy”

We will tell this story by highlighting its contrasts.

Mortality vs. Immortality Free vs. Bound Man vs. Magic

52 Photo Credits (tR): Ben Lockett, Flash Alexander (See Appendix H)
63 Photo Credits (tR): Sheila Brown, Paul Brennan;
Noah Berndes, Krailas Yothatya Alejandro Lizardo (See Appendix H)
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Naiads, Dryads, Oreads, etc.

- A ensemble trio to materialize the magic

<

Possibly used for transitions

64 Photo Credits (tR): Ray Asselin © New England Forests, Lynn Greyling, Peter Griffin;
Norhalla, Shelley Brooks © Concord, NH Monitor (See Appendix H)

85 Photo Credits (LR): Linnaea Mallette, Bobby Mikul;
Kevin Caspe George Hoden (See Appendix H)
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Locations

Treegap Wood The Foster House and Yard

=  Warm and Inviting = Cold and Closed
Fertile and Growing Sterile and Preserved
Untouched by Man Crafted and Constrained

Alive and Breathing Tomb or Mausoleum

Locations

The Tuck Cottage The Fair

= Rustic Cozy Home = Artificial and Commercial
Stagnation Buzzing and Energetic
Indifference and Neglect Distracting Consumerism

Messy but Not Dirty - Clean but Only Surface -
Authentic Disingenuous

Hanging Sheet Lots of “stage business”
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Characters

Winnie Foster Jesse Tuck

A caged bird that longs to A wild bird that can never
take off land

Reserved Reckless
Mortal (11) Immortal (17 or 102)

No father to guide her Ignores his father’s guidance

Characters

Jesse Tuck Miles Tuck

= Immortality is a Blessing = |Immortality is a Curse
"One-Man Operation” Had and Lost a Family
17 (despite being 102) 107 (despite being 22)
Prankster Parental
Cheerful and Carefree Bitter and Burdened
Proud to Stick Out Tries to Blend In

Welcomes Treegap Wary of Treegap
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Miles Tuck

Never Settles
Hides in the Present
Pragmatic

Divorced/Widowed, Alone

Mae Tuck

Sentimental

Attentive to Her Appearance
Lives Cyclically

Emotional

\EIENE]
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Characters

Mae Tuck

Never Steps Out
Hides in the Past
Passionate

Married, Partnered

Characters

Anqus Tuck

Stagnant

Indifferent to His Image
Lives Vicariously
Intellectual

Paternal




Characters

Anqus Tuck The Man in the Yellow Suit
= Apathetic = Ambitious

Sedentary Spirited
Has a Family Has No Immediate Family
Seeks to Accept Death Seeks to Avoid Death

Simple but Wise Smart but Foolish

Characters

The Man in the Yellow Suit Winnie Foster

= Squanders his life chasing = Gives up mortality to live her
immortality life

Cunning and Conniving Curious and Compassionate
Old Man (60s) Young Girl (11)
Greedy (Water for Sell) Generous (Water for Toad)

Fallen and Forgotten Leaves a Legacy
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A Ripple in Water

Why This Show for This Audience
at This Time?

COVID-19

= “T’m left with nothing / nothing but time” ~ Miles Tuck

“Time we’ve been granted so much time / but what if all this time / did more

than pass us by? / Life even mnfinite / still must have life in it...” ~ Mae Tuck

“We’ll stay / more / connected / we’ll do / what we / can / we’ll / stop sitting /

wondering / why...” ~ Angus Tuck
f= (=}

66 Photo Credits (tR): Circe Denyer;
Linnaea Mallette, Carl Tremblay (See Appendix H)
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APPENDIX E

TUCK EVERLASTING: THE MUSICAAUDITION NOTICE

S/U Departinent of 7heater

Auditions for
Tuck Everlasting: The Musical

Music by Chris MilleiLyrics by Nathan Tysen Book by Claudia Shear & Tim Federle

Photo Credit: Uriel Achilleus

How to Audition

Please submit the following:

0 A video recording of a 3Bar cut form a contemporary musical theatre song, preferably in the folky style
of the show (i.e.Bright Star The Robber Bridegroonthe Spitfire Gril] etc.) You may choose to use
accompaniment or sing a cappella.

A headshot/resume PDF (if you have one). Please include any special skills.

A list of any evening or weekend conflicts between now and March 15th, 2021. Examples of these may
include Concert Choir, UPTAs, SETC, SIDC, Midg¥eetc. You may list these in the body of theail.

o O

All materials should be submitted toickeverlastingsiu@gamail.corby no later thanl1:59pm of Saturday,
August 22 Callbacks will be held via Zooran Monday and Tuesday evening (8£25).

For an example of how to video audition, please see the following links:
Mock Video Audition (Accompaniment)
Mock Video Audition (a cappella)

A breakdown of the show may be found below:
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Tuck Everlasting: The Musical

Music by Chris MilleiLyrics by Nathan Tysen Book by Claudia Shear & Tim Federle

Directed by Stephen G. Tabor
Music Directed by Andrew Abrams Choreographed by Rion Towery

Synopsis

Based on the childrends b oo RucloEverldstngs abowae name
young girl who meets a family of immortals. When Winnie Foster ventures into her backyard

wood, she stumbles upon Jesse Tuck drinking from a spring of water. Winnie is swept into a
whirlwind adventure with the Tuck family and learns how immortat y 1 sné6t al | it 6
An evening of revelry, some sage advice on a pond, and a deadly confrontation with the Man in

the Yellow Suit, who has been searching for the Tucks, all lead Winnie to face a difficult

decision: Will she live and die a ntat life or drink the water and become everlasting?

Casting Breakdown

Winnie Foster

Female, 11, Any Ethnicity, Soprano.

Aselfascri bed fAgood girl o with a napuve wonder f
companionship.

Jesse Tuck
Male, 17, Any Ehnicity, Tenor.
An immortal boy who roams the world in search of adventures like a bird that never lands.

Miles Tuck

Male, 22, Any Ethnicity, Baritenor.

A young man embittered by the familial consequences of his immortality. Also doubles as a
Carnival Peformer.

Mae Tuck

Female, 40s, Any Ethnicity, MezZ&oprano

A loving and maternal immortal woman entrenched in sentimentality. Also doubles as
Townsperson.

Angus Tuck

Male, 40s, Any Ethnicity, Tenor

A simple but wise patriarch who has grown sederftary immortal life. Also doubles as
Townsperson.

Man in the Yellow Suit
Male, 60s, Caucasian, Tenor
An alluring carnival barker in search of immortality. Should move well.

Hugo Jackson
Male, 15, Any Ethnicity, Tenor.
A bright, aspiring deputy withkoyal heart and determination fo
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Constable Joe Jackson

Male, 60s, Caucasian, Tenor

An outof-shape policeman with good intentions but a bit of a buffoon. Should play comedy
well. Also doubles as Young Suitor.

Betsy Foster

Femade, 30s, Any Ethnicity, Mezz&oprano

A recently widowed and thus overprotective mother charged with caring for both her daughter
and motheiin-law, as well as the family estate. Also doubles as Townsperson

Nana Foster

Female, 80s, Any Ethnicity, Alto

A candid but kind old woman. Also doubles as Carnival Performer. Should play dry comedy
well.

Man #1
Male, Any Ethnicity, Unspecified Vocal Range
Plays Nature Spirit, Memory Dancer, and Townsperson. Strong dancer preferred.

Man #2
Male, Any Ethnicity, Unspcified Vocal Range
Plays Carnival Performer, Memory Dancer, and Migdiiged Hugo. Strong physique preferred.

Man #3
Male, Any Ethnicity, Unspecified Vocal Range
Plays Carnival Worker, Memory Dancer, Thomas, and Old Hugo.

Woman #1

Female, Any EthnicityUnspecified Vocal Range

Pl ays Nature Spirit, Memory Dancer, Townspers
preferred.

Woman #2

Female, Any Ethnicity, Unspecified Vocal Range
Plays Nature Spirit, Carnival Performer, Memory Dancer, and Middkd Winnie. Strong
dancer preferred.

Woman #3
Female, Any Ethnicity, Unspecified Vocal Range
Pl ays Fortune Teller, Memory Dancer, Mi |l esd W

Vocalists As Needed
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APPENDIXF

PRODUCTION PHOTOS OF CONNECTORS

87 Broom and Fishing Pole Connectors (Photos by Jon Lambert)
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8 Shawl and Sash Connectors (Photos by Jon Lambert)
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89 Billy Club and Cane Camectors (Photos by Jon Lambert)
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OWinnie-Jesse Rope Connector (Photos by Jon Lambert)
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" Winnie-Hugo Ribbon and Good Girl Winnie Foster Ribbon Connectors (Photos by Jon Lambert)
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7 Nymph Branch Staff, Fan, and Winrnlesse Rope Connectors (Photos by Rion Towery and Jon Lambert)
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APPENDIXG

ATHE STORY OF WINNIE FOSTERO

BREAKDOW

Measures Event Available Characters Add. Notes
7-22 Winnie Reconciles with Family  Winnie, Betsy, Nana | Family is healing
23-30 Winnie Matures Winnie, Betsy, Nana Grieving has

passedgate is
removed from
fence
31-34 Winnie Transforms into Teen| Teen Winnie, Betsy, Nan| Be mindful of
Winnie fence- sightlines
3550 Winnie Matures Teen Winnie
51-59 Jesse Sees Teen Winnie Teen Winnie, Betsy, |* Hugo 6 s
Nana, Jesse, Tree Nymg causes/coincides
with Jes
retreat
60-63 Teen Hugo Attempts to Courl Teen Winnie, Teen Hugqg
Teen Winnie Betsy, Nana
64-72 Teen Hugo Successfully Cour| Teen Winnie, Teen Hugqg
Teen Winnie Betsy, Nana
73-80 Teen Winnie Reciprocates; | Teen Winnie, Teen Huga
Court Together Betsy, Nana; (poss. Con
Joe)
80-91 Con. Joe Marries Teen Winni( Teen Winnie, Teen Hugo
and Teen Hugo Betsy, Nana, Con. Joe
92-116 Teen Winnie and Teen Hugg Teen Winnie, Teen Hugqg
Wedding Dance Betsy, Nana, Con. Joe
1171120 | Nana Dies; Tree Nymph Lead Teen Winnie, Teen Hugg Deaths should
Nana Away Betsy, Nana, Con. Joe, always be
Tree Nymph signified with the
Tree Nymph Stafi
pulling the
character back
121-124 Tree Nymph with New Teen Winnie, Teen Huga Baby prop;
AThreado for Betsy, Con. Joe, Tree | Possibly when
Nymph house walls
contract
125132 Teen Winnie and Teen Hugo Teen Winnie, Teen Hugg Con. Joe may
with New Baby Betsy, Con. Joe need to leave
before for
costume change
133140 Mid-Winnie with Daughter Mid-Winnie, Daughter Some kind of

mother/daughter
activity?
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141-151 Daughter 6s T¢ Mid-Winnie, MidcHugo, | Betsy might have
Betsy, Daughter Nanaodos f
AShedl |
when st
readyd
152-157 Suitor Courts Daughter Mid-Winnie, Mid-Hugo,
Betsy, Daughter, Suitor
158164 Daughter Reciprocates and| Mid-Winnie, Mid-Hugo,
Mutual Courtship Betsy, Daughter, Suitor
165168 | Betsy Dies; Tree Nymph Lead Mid-Winnie, Mid-Hugo,
Betsy Away Betsy, Daughter, Suitor,
Tree Nymph
169174 Mid-Hugo MarriesDaughter | Mid-Winnie, Mid-Hugo,
and Suitor Daughter, Suitor
179182 Daughter and Suitor Depart| Mid-Winnie, Mid-Hugo,
Daughter, Suitor
183190 | Empty Nest: MidWinnie and | Mid-Winnie, Mid-Hugo
Mid-Hugo Recall Wedding
Dance
191-211 Old Winnie and OldHugo Old Winnie, Old Hugo Would love a
Replace MidVersions Hugo Booty
reference
212 Old Hugo Dies; Tree Nymph| Old Winnie, Old Hugo,
Leads Old Hugo Away Tree Nymph
220223 Winnie Dying Old Winnie, Tree Nymph
224237 The Life of Winnie Foster Old Winnie, Old Hugo, *Teen Winnie
Mid-Winnie, Mid-Hugo, | should be able to
Daughter, Suitor, Betsy,| quickly remove
Con. Joe, Nana, Teen| added skirt to
Winnie*, Teen Hugo revert to Winnie;
Foster Manor
should be stricke
238257 Winnie Dances with Old Winnie, Old Winnie Tree should start
Winnie to move forward
near end of this
258270 Old Winnie Ascends Tree | Old Winnie, Tree Nymph| Old Winnie is
welcomed by
Tree Nymph
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APPENDIX H
PERMISSIONS

123RF.comPhotograpi
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