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INTRODUC T I ON 

Mag i c . As a c h i l d  I was f a s c i n a t ed w i t h  t h e  

fant a s t i c  e f f e c t s  mag i c i an s  s e emed t o  b r i n g  t o  l i fe on the 

s t age and s c r e e n . I spent hours a t  the mag i c  shop w a t c h i n g  

a s  the mag i c i an beh i nd t h e  coun t e r  made s i l k s  f l y  a n d  c o i n s  

vani s h . The ma g i c i an succeeded i n  ma k i n g  me be l i eve the 

ma g i c  w a s  r e a l  s o  I e a ge r l y  p l un k e d  down cash and rushed 

home t o  d i s cover t h e  s e c r e t  behind t h e  t r i c k  and p r a c t i ce 

t h e  i l l u s i on s  on a c ap t i v a t e d  audience wh i c h  o f t en con s i s t e d  

o f  my mo t he r ,  g r andmo t he r ,  a n d  s i s t e r . 

As I g r ew o l de r ,  t h e  t r i c k s  w e r e  p a c k e d  away i n  a 

che s t ,  but my l ove o f  t h e  ma g i c a l  h a s  r ema i n e d. M a g i c ,  t h e y  

s a y ,  i s  a van i s h i ng a r t . 

t h r i ve i s  i n  t h e  t h e a t r e .  

Ye t ,  o n e  p l a c e  ma g i c  con t i n u e s  t o  

Both ma g i c  and t h e a t r e  a r e  

c r a f t e d  t o  produce an i l l u s i on o f  t ru t h  and b o t h  have an 

emo t i o n a l  a f f e c t  on the audi e nce . L i ke the ma g i c  a c t ;  

a c t o r s , de s i gne r s ,  c re w ,  a n d  d i r e c t ing s t a f f  spend count l e s s  

hours p r epa r i n g  s t a ge e f f e c t s  wh i c h  w i l l  b r i n g  a t h e a t r i c a l  

i l l u s i on t o  l i fe be f o r e  a n  aud i ence. In t h e  t h e a t r e , t h e  

d i r e c t o r  i s  t h e  mag i c i an w h o  g iv e s  l i f e t o  i l l u s i o n s  wh i c h  

m a k e  peop l e  suspend t he i r  d i s be l i e f .  

1 



C l a s s i c a l  t h e a t re h a s  a lways f a s c i n a t ed me . I am 

drawn t o  t h e  c l a s s i c a l  wo r k s  o f  C a r l o  Go zzi , Robe r t  G r e e n ,  

a n d  W i l l i am S h a k e spe a r e  b e c a u s e  t h e  mag i c a l  a n d  mys t i c a l  

pervade t he i r  s c r ip t s .  Coming f rom a cont empo r a r y  t h e a t r e  

2 

b a c kground t h roughout my unde r g r adu a t e  s tudi e s ,  I s e t  a g o a l  

t o  t ra i n  m y s e l f  i n  the c l a s s i c s , b e g i n n i n g  two y e a r s  b e fo r e  

I e n t e r e d  an M . F . A. p r o g r am .  A s  a di r e c t o r ,  I w a s  a lways 

l o o k i n g  for w a y s  t o  share c l a s s i ca l  wo r k s  with cont empo r a r y  

audi ence s .  One such veh i c l e  wh i ch accomp l i shed t h i s t a s k  

was Goodn i gh t  De s demona , Good Mo r n i ng Ju l i e t 1 wh i ch I 

di r e c t e d  f o r  a l o c a l  t h e a t r e  company du r i n g  a s umme r h i a t u s  

f rom g r a du a t e  s tudi e s . W i th i n  t h e  gu i s e  o f  a cont empo r a r y  

wo r k ,  Goodn i gh t  De s demona comb i ned two o f  S h a k e s p e a r e 's 

t ragedi e s  t o  c r e a t e  an o u t r ageous comedy . L i t t l e  did I 

r e a l i ze t h a t  a s imi l a r  pi e c e  wou l d  be s e l ec t e d  f o r  my the s i s  

product i on . 

Ano t h e r  s ub j e c t  which h a s  s u r f a ced i n  my di r e c t ing i s  

f a t h e r / son r e l a t i o n s h i p s . Upon comp l e t ing my bache l o r ' s  

deg r e e ,  I spent t h e  s umme r  o f  1991 di r e c t i n g  Wo r k i ng . T h i s  

mus i c a l  h a s  o n e  p a r t i c u l a r  s o n g  wh i c h  con t in u e s  t o  have a 

s t r ong a f fe c t  on me . I t  i s  c a l l e d  " Fa t h e r s  and Sons . "  

Aga i n ,  t h e  t heme app e a r e d  in my comp r e h en s i ve exam i na t i o n . 

I di r e c t e d  two p i e ce s ,  one c l a s s i ca l  and one cont empo r a r y ,  

1Ann-Mar i e  Ma cDona l d, Goodn i ght D e s demona , Good 
Mo r n i n g  Jul i e t  ( Can a da : Engl ewood P r e s s ,  1980 . ) 



wh i ch focu s e d  on t o  t h e  r e l a t i o n s h i p  b e tween f a t h e r s  and 

sons . A p a t t e rn of ma g i c  and p a t e rn a l  r e l a t i on s h i p s  was 

b e g i n n i n g  t o  eme r ge i n  my wo r k . I bec ame convinced t h a t  my 

t he s i s  shoul d  embody a f u r t h e r  exp l o r a t ion of t h e s e  t wo 

i d e a s .  
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The dep a r tment sugge s t e d  t h a t  I d i r e c t  a spe c i a l l y  

comm i s s i o n e d  c h i l d r e n ' s  show f o r  my t he s i s  p r o j e c t . The 

Land W i t hout L i be r t y  h a d  mag i c  and wond e r  but the s c r i p t  

l ac ke d  cont i nu i t y  a n d  cohe s i vene s s . Due t o  a va r i e t y  o f  

c i r c ums t an c e s ,  t h e  pro j e c t  was abandon e d . On l y  days b e fo r e  

aud i t i o n s ,  I w a s  a d i r e c t o r  i n  s e a r c h  o f  a s c r i p t . 

A f e l l ow s t udent s t a ged a s e l e c t i on f rom a pla y  

ent i t l ed T h e  Il l u s i o n . He r e c ommended t h a t  I c o n s i de r  i t  

f o r  m y  t he s i s  p ro j e c t  and gave me a b r i e f  i n t rodu c t i o n  t o  

Tony Kushne r ' s  wor k .  I had r e ad Kushne r ' s  An g e l s  i n  

Ame r i ca : M i l l en n i um Appr o a c h e s  a n d  I w a s  i nt r i gu e d  w i t h  t h e  

d r e amli ke qua l i t y  o f  t h e  p l ay, b u t  t he po l i t i c a l  n a t u r e  o f  

t h e  show d i d  n o t  i n t e r e s t  me . Howev e r ,  I was i mmedi a t e l y  

c ap t i v a t e d  b y  t h e  ma g i c ,  romance,  l a y e r i n g ,  and amb i gu i t y  

found i n  The Il l us i on . It ma i n t a i ned Kushne r ' s  emot i on a l  

i n t en s i t y  w i t ho u t  be com i n g  ove r t l y  po l i t i c a l . 

The p l a y  f i t  t h e  b i l l . It s s t o r y  c e n t e r s  a round a 

f a t h e r / s o n  r e l a t i o n s h i p, i t  u s e s  ma g i c  and the a r t  o f  

i l l u s i on a s  a veh i c l e ,  i t  i s  a cont empo r a r y  adapt a t i on o f  a 

c l a s s i ca l  p i e c e ,  and i t  i s  a wonde r fu l  a rgument f o r  t h e  



pow e r  o f  t h e a t r i c a l  imaginat i on over r e a l i t y. The p l a y  

s e emed p e r f e c t l y  s u i t e d  t o  m y  i n t e r e s t s . 

4 

M y  a dv i s o r  a g r e e d  and the propo s a l  was approved . Y e t ,  

my own d i f f i cu l t i e s  w i t h  t h e  p l a y  rema i n e d  on the ho r i zon . 

B e c a u s e  t h e  p l a y  ope r a t e s  on a va r i e t y  o f  l ay e r s  and i s  

f i l l e d  w i t h  me t aph o r s ,  I w a s  a f r a i d  t h a t  t h e  d i r e c t i on woul d  

overwh e lm o r  undermine t h e  s c r i p t . How ¥o u l d  I p r e p a r e  the 

t r i c k  i f  I c o u l dn ' t  see be yond t h e  i l l u s i o n s  myse l f? I 

needed t o  d i s co v e r  how the e f fe c t s  w i th i n  t h e  p l a y  w e r e  t o  

be c r e a t ed. 

Ope r a t i n g  on a l imi t e d  budge t ,  t h e r e  were conce r n s  

a b o u t  t h e  f i nanc i a l  f e a s i b i l i t y  o f  moun t i ng The I l l u s i o n . 

The s c r i p t  c a l l e d  f o r  p e r i o d  c o s t ume s and a v a r i e t y  o f  

spe c i a l  e f f e c t s . How wou l d  I c r e a t e  t h e s e  e f f e c t s  w i t h  

m i n ima l r e s o u r c e s  whi l e  ma i n t a i n i ng t h e  i nt e g r i t y  o f  t h e  

s c r i p t ?  

I a l s o  found t h e  ending o f  t h e  wo r k  t o  be amb i guous 

and uns e t t l i ng; r a i s i ng que s t i o n s  and l e aving them 

unanswe r e d . I n  f a c t ,  much o f  t h e  pla y was n o t  c l e a r  t o  me , 

I o n l y  knew t h a t  I enjo yed i t .  

A s  I cont i nu e d  t o  r e ad and r e - r e a d  t h e  s c r i p t , 

cont r a s t s  b e c ame mo r e  app a r e n t  - - e spe c i a l l y  t h e  con t r a s t  

between l i gh t  a n d  d a r kn e s s .  A s  my und e r s t an d i n g  o f  t h e  t e x t  

began t o  deepen, I no t i ced t h a t  t h e  shadows w i th i n  t h e  p l a y  

b e c ame mo r e  s t r i d e n t . One i l l u s i on a f t e r  ano t h e r  w a s  b e i n g  



shatte re d . That wh i ch I thought to be true b e c ame f a l se .  

My expec tations and p e r c eptions d i d  not equal r e a l i ty .  I 

b e c ame d i si l l usioned . What began a s  romanti c ended i n  

n i ghtma r e . Sudde n l y ,  the p l a y  be c ame f i l l ed w i th da r kness . 

I nste ad o f  showi n g  us what l ove i s ,  i t  se emed tha t  Kushner 

was sho w i n g  u s  what l ove is n o t .  What was Kushne r  sa y i ng 

about l i fe i n  the twenti e th c e ntu r y ?  Wou l d  th i s  be 

commun i cated to the aud i en c e ?  

5 

T h i s  thesi s se rves a s  an e xami nation o f  the p r o ce ss I 

underwent to a r r ive a t  answers to those questi ons . Chapte r  

I e xam i n e s  d i f f e r en c e s  b e tween P i e r r e  C o rne i l l e 's 

sevente enth c entu r y  L'I l l usion Comi que and Kushne r 's modern

d a y  adaptati on . Chapte r I I  ta kes a c l ose r look a t  te xtua l  

a n a l ysi s spe c i f i c  to Kushne r ' s  adapta ti on . Chapte r  I I I  

documents p r e - r e h e a r sa l and desi g n e r  co l l ab o r ation . Chapte r  

I V  fo l l ows the p roduction p r o c e ss f rom c a sti ng to 

p e r f o rman c e s . T h i s  chapte r a l so i n c l udes many o f  the 

p r ob l ems e n counte r ed and so l utions r e ached . Chapte r V ,  the 

summa r y ,  i n c l udes an a ssessment o f  the enti r e  p r oc e ss, 

i n c l u d i ng; r e h e a r sa l s , p roducti o n ,  and my r o l e  a s  d i r e c to r . 

A summa r y  o f  aud i en c e  e v a l u a ti ons a l so i s  i nc l uded i n  th i s  

chapte r . T h e  app e n d i x e s  fo l l ow w i th a transc r i ption o f  the 

a u d i e n c e  d i scussi o n ,  b a c kw a r d  ana l ysi s ,  f l o o r  p l an ,  photos, 

and the p l a yb i l l . 



CHAPTER 1 

S H I FT ING PERS PECT I VE S  

One o f  t h e  f i rst steps t o  prepa r i ng a ma g i c  act i s  t o  

k n o w  your audi e nce . Depending on t h e  audi ence , t h e  mag i ci an 

se l ects appr op r i a t e  t r i cks . One o f  my f i r st st eps t owa r d  

knowing wh i ch t r i cks t o  se l e ct w a s  t o  rese a r ch t h e  l i f e and 

t imes of both p l a yw r i gh t s  and t o  comp a r e  Kushne r 's 

adapt a t i on wi th an Eng l i sh t r ansl a t ion o f  C o r n e i l l e ' s  

o r i g i n a l  L ' I l l usion Comi que . 1 

P i e r r e  C o r ne i l l e  was born on June 6 ,  16 0 6 ,  i n  Rouen , 

No r th e rn France . He was r a i se d  i n  a l a r g e ,  bou rgeo i si e  

f ami l y .  H i s  f am i l y  was we l l  known and r e spect e d . H i s  

f a t h e r  w a s  an o f f i ce r  o f  t h e  W a t e r  and Fo re st Commi ssi on . 

P i e r re was t h e  e l dest o f  si x ch i l dren . I n  1 6 1 5 , he e n t e r e d  

t h e  Jesu i t  S ch o o l  o f  Rouen wh i ch w a s  consi d e r e d  o n e  o f  t h e  

best schoo l s  i n  France . He w e n t  t o  a Jesu i t  co l l e ge a n d  was 

heavil y i n f l uence d  b y  t h e  cl assi ca l  w o r ks of C i ce r o  and 

S e n e ca . 

C o r ne i l l e  b e g a n  t o  study l aw i n  1 6 2 2 . I n  1 6 2 4  he was 

a dm i t t e d  t o  the ba r ,  but because of bad d i ct i o n ,  he p l eaded 

o n l y one case . B y  1 6 2 9  C o r ne i l l e  occup i ed two posi t i on s  

IP i e r r e  C o r ne i l l e ,  The C i d ,  C i nna , T h e  The a t r i ca l  
I l l usi o n ,  t r a n s .  John C a i rncross ( New Yo r k : P e n gu i n  Books 
Ltd,  1 975 ) . 
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t h a t  he wou l d  ma i n t a i n  f o r  the next twent y  y e a r s : a t t o rney 

gene r a l  i n  t h e  Dep a r tment of Water and Fo r e s t  and a t t o r n e y  

gene r a l  i n  t h e  Depa r tmen t o f  Harbo r s . 

I t  w a s  dur i n g  C o r n e i l l e ' s  twen t y - t h i rd y e a r  t h a t  he 

w r o t e  h i s  f i r s t  come d y ,  Me l i t e ,  wh i c h  b rought h im 

r e c o gn i t i o n  and s u c ce s s . Dur ing the n e x t  few y e a r s  

Corne i l l e  w r o t e  a s e r i e s  o f  come d i e s  wh i ch f o l l owed t h e  

7 

i n t r i gu e s  o f  young l ov e r s . " Fr e e  in f o rm ,  w i t h  a m i x t u r e  o f  

r e a l i sm and f a nt a s y ,  t h e y  show a Baroque conc e r n  w i t h  

i l l u s i o n  a n d  t h e  f a l s i t y  of app e a r a n c e s . " 2 

L '  I l l u s i on Comi que , w r i t t en i n  1 6 3 5 ,  was a popu l a r  

s u c c e s s . C o r ne i l l e ,  u n s u r e  o f  what t o  c a l l  t h e  p l a y ,  de emed 

it a " s t range mon s t e r " 3 and an " e x t ravagance . " 4 I t s t r a g i c  

p l a y  w i t h i n  a comedy de f i ed s t an d a r d i zed fo rms . Even toda y ,  

s cho l a r s  a r e  i n t r i gued w i th i t s  s t r u c t ur e ,  t re a tment o f  

cha r a c t e r ,  a n d  t h e  ending t re a t i s e  o n  t h e  n a t u r e  o f  t h e a t r e . 

C o r ne i l l e  c l a ims t h a t  " t he s u c c e s s  o f  t h e  p i e c e  i s  i n  i t s  

t ra g e dy , " y e t  " t he s t y l e  o f  t h e  c h a r a c t e r s  a r e  e n t i r e l y  f r om 

comed y . " S 

2G e o r ge Sa i n t sbur y ,  ed . Corne i l le ' s  H o r a c e  (Ox fo r d : 
C l a r endon P re s s ,  1 886) , 143 . 

3C a i rn c r o s s ,  200. 

4P i e r r e  C o r ne i l l e ,  I l lu s i on Comi que f r om 1 6 6 0  
D i s c ou r s e s ,  t ra n s . St e f an Si t t i g  (Ri chmond , 1 9 9 6) .  

SI b i d .  
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E cho i ng H o r a c e , Co rne i l l e  va l i da t e s  the u s e fu l n e s s  o f  

the t he a t re . W i t h  t h e  i l l u s ion a s  h i s  veh i c l e ,  he s hows how 

t he a t r e  can i n s t ru c t  t h rough de l i gh t . W i t h  the wave o f  h i s  

wand , Al c andre r a i s e s  a c t o r s  t o  t h e  l ev e l  o f  k i n g s . He 

produces b e a u t i fu l  c o s t umes s a y i n g ,  " . . .  is  a p r i n c e  mo r e  

spl endi d l y  a t t i r e d ?  And can y o u  s t i l l  have doub t s  h o w  g r e a t  

he i s ? ,,6 To be an a c t o r  i n  t h e  s e v en t ee n t h  c e n t u r y  w a s  t o  

b e  i n c l uded i n  o n e  o f  t h e  nob l e s t  p r o f e s s i o n s , a p r o f e s s i o n  

wh i ch w a s  a c kn6wl edged a n d  r e gu l a r l y  a t t ended by t h e  K i n g  o f  

France . 7 Ku s hn e r , w r i t i n g  i n  t h e  twen t i e t h  c e n t u r y ,  wou l d  

have a d i f f i cu l t  t ime conv i n c i n g  h i s  a u d i e n c e  t h a t  t h e  

t h e a t r e  rema i n s  a nob l e  p r o f e s s i on . 

Born i n  Broo k l yn ,  New Y o r k ,  i n  1 9 5 7 , An t h o n y  Ku s h n e r  

w a s  r a i s e d  i n  L a k e  C h a r le s ,  Lou i s i ana . Re c e i v i n g  a B a c h e l o r  

o f  Ar t s  d e g r e e  i n  Medi eva l St ud i e s  f rom C o l umb i a  U n i ve r s i t y ,  

h e  spent mo s t  o f  h i s  s umme r s  d i r e c t i n g  t h e  wo r k s  o f  

Sha k e s p e a r e  and B e r t o l t  B r e c h t . He a t t ended New Y o r k  

Uni ve r s i t y  and r e c e i v e d  h i s  Ma s t e r  o f  Fine Ar t s  i n  

D i r e c t i n g . A f t e r  g raduati n g  f r om NYU i n  1 9 84,  Ku s h n e r  w r o t e  

h i s  f i r s t  n a t i on a l l y  r e c o gn i ze d  p l a y  e nt i t l e d  A B r i gh t  Room 

C a l l ed D a y . Emp l o y i n g  many B r e ch t i an convent i o n s , t h e  p l a y  

p o r t r a y s  " the d i s so l u t i on o f  a sma l l  c i r cle o f  f r i ends under 

6C a i r n c ro s s ,  20 7 .  

7C a i rn c ro s s , 28 0 .  
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the p r e s s u r e  c r e a ted by the Nazi ' s  r i s e  to powe r . " S The 

p l a y  opened and c l o s ed to mixed r e v i ews . 

B e f o r e  w r i ti n g  h i s  adap t a t i on o f  The I l l u s i o n ,  

Kus h n e r  b e g a n  wo r k i n g  on t h e  f i r s t  i n s ta l l me n t  o f  h i s  two-

p a r t  e p i c  Ang e l s  in Ame r i ca . P a r t  I ,  M i l l en n i um App r o a che s , 

won T o n y  awards and the Pu l i tze r P r i ze . Pa r t  I I ,  

P e re s t ro i k a , a l s o  w a s  honored w i t h  the Ton y . The p l a y  f u s e s  

a va r i ety o f  f o rms ( so c i a l  s a t i r e ,  me l od r ama , f a r c e , 

med i ev a l  mys t e r y  p l a y s ) and addr e s s e s , w i th g r e a t  p r e c i s i o n ,  

the i s su e s  a n d  c o n c e r n s  o f  l i fe i n  Ame r i ca i n  t h e  l ate 

twe n t i e th c e n tu r y . 

I n  1 9 8 8 ,  T o n y  Ku s h n e r  w a s  appro ached b y  a 

c o l l e a gue , B r i an Ku l i c k ,  to adapt C o r n e i l l e ' s  L ' Ill u s i o n  

Com i que . Many c r i ti c s  found the p l a y  i n f e r i o r  t o  t h e  

o r i g i n a l , wh i l e  a few c r i t i c s  found f avo r w i th t h e  s c r i p t  

c a l l i ng i t  " . . .  a j ew e l  o f  a pla y  - - f u n ,  p rovo c ative . . .  a 

t r i c k  ending wo r t h y  o f  Agatha Chr i s t i e  . . .  T h i s  p l a y  h a s  

s t y l e ,  mo r a l  ba ckbone a n d  humo r ,  a n d  r i ch l y d e s e rve s i s  

burgeon i n g  popu l a r i ty . " 9 

C r i ti c s  and s c ho l a r s  f a i l e d  to r ea l i ze that Ku s h n e r  

n o t  o n l y adap t e d  C o r n e i l l e ' s  p l a y ,  but a l s o  r e i nvented i t .  

STom S zentgyo r g y i , " Lo o k  B a c k - - and Forward- - I n  Ang e r : 
Tony Kus h n e r  P o r tr a y s  Peop l e  C aught i n  Hor r i f y i ng Moments i n  
H i s to r y "  Theatre W e e k , Janu a r y  1 9 9 1 , 1 4 - 20 .  

9D a v i d  P a tr i c k  S t e a rn s , r e v i ew o f  The I l l u s i on by 
T o n y  Ku s hn e r ,  USA Toda y ,  26 June 19 9 1 ,  4 D .  
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A c l o s e r  s tudy o f  bo t h  p l a ys reve a l s  s imi l a r i t i e s  and 

d i f fe r e n c e s  t h a t  make i t  v i ab l e  f o r  the t ime s i n  wh i c h  i t  

wa s c r e a t e d . A comp a r i s o n  b e tween the two works wou l d  

i n f l u e n c e  m y  cho i ce s  t h a t  would be made i n  produc t i on . 

I n  b o t h  p l a ys t h e  s t o r y  rema i n s  r e l a t i ve l y  s imi l a r . 

P r i daman t  i s  s e a r c h i n g  f o r  i n forma t i on r e g a r d i n g  h i s  

e s t ranged s o n  who w a s  d r i ven away b y  P r i daman t ' s  ange r . The 

son , C l i ndo r ,  appe a r s  a s  a s e rvant t o  a bo a s t f u l  Ma t amo r e  

a n d  fa l l s  i n  l ove w i t h  I s abe l l e . Cli ndo r mu s t  f a c e  a r i va l ,  

Adr a s t e ,  whom h e  eventua l l y  k i l l s .  I n  b o t h  p l a ys , I s abe l l e  

h a s  a wi t t y  ma i d  who r i s e s  t o  e qua l s oc i a l  s t a t u s  b y  t h e  

p l a y ' s end . I n  b o t h  p l a ys , i n f i de l i t y  l e ads t o  C l i n d o r ' s  

demi s e . Al c andre r e s o l ve s  t h e  a c t i on b y  reve a l i n g  t h a t  t h e  

vi s i on s  w e r e  t h e a t r i c a l  s ce n e s  a n d  t h a t P r i daman t 's s o n  i s  

a l ive a n d  s u c c e s s f u l l y  wo r k i ng a s  an a c t o r  i n  P a r i s . T h i s  

i s  whe r e  t h e  s im i l a r i t i e s  between t h e  t wo p l a ys end . 

Kushne r ,  i n  f r e e l y  adap t i ng t h e  p l a y ,  h a s  t a k e n  many 

l ibe r t i e s  w i t h  the t e x t . Fr i end and co l l ab o r a t o r  B r i an 

Ku l i ck s t a t e s ,  " One t h i n g  t h a t  m a k e s  T o n y  a g r e a t  wr i t e r  i s  

t h a t  h e  c ou l d  r e a d  t h i s t ex t ,  and i t  w a s  a s  i f  h e  put i t  i n  

a d r awe r f o r  t w o  d a y s  a n d  t h e n  w r o t e  i t  f r om h i s  own 

s e n s i b i l i t y . " l O 

lOArthur Lubow,  " To n y  Ku s h n e r ' s  P a r ad i s e  Lo s t "  T h e  New 
Yorke r ,  30  Novemb e r  19 92,  6 4 . 
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Ku shner e l imi n a t e s  the ro l e  o f  Doran t e ,  f r i end o f  

Pr i dama n t , and a dds Amanuens i s ,  a some t imes de a f  and dumb 

mut e  who i s  s e rvant t o  t h e  s o r c e r e r  Al candr e . I t  i s  

Amanuen s i s  who c r o s s e s  ove r i n t o  the r e a lm o f  t h e  conj u r e d  

s p i r i t s  and appe a r s  a s  I s ab e l l e ' s  f a t he r  i n  t h e  s e cond 

il l u s i on . Amanuen s i s  p r o v i de s  an o u t l e t  f o r  Kushne r to 

exp l o r e  s a doma s o c h i s t i c  r e l a t i o n s h i ps . " I  want t o  e xp l o r e  

S & M mor e  b e c a u s e  I f e e l  t h a t  i t ' s  an e n o rmo u s l y  p e r va s i ve 

dynami c ,  t h a t  i t 's i n ex t r i c ab l y  wound up w i t h  i s s u e s  o f  

p a t r i a rc h y ,  and t h a t  t h e re a r e  ways i n  wh i ch i t  p l a ys 

t hrough e v e r y  a sp e c t  o f  l i fe .  " 11 

Kushne r ' s  ma i d  s l eeps w i t h  t h e  j a i l e r  i n  o r de r t o  

manipu l a t e  h i m  i n t o  g i v i n g  h e r  the k e y  t o  Cl i n do r ' s  c e l l . 

Kus h n e r  a l so i nt e n s i f i e s  the r e l a t i on s h i p  between t h e  ma i d  

and t h e  s o n  b y  h a v i n g  Cl i ndo r s e du c e  t h e  ma i d .  Co rne i ll e  

ma i n t a i n e d  t h e  h e ro ' s  s e n s e  o f  honor b y  r e fu s i n g  t h e  

advanc e s  o f  t h e  ma i d .  I n  Kushne r ' s  a dap t a t i o n ,  t h e  h e ro 

s exua l l y  u s e s  t h e  ma i d  and c o n t i nu e s  on a s e l f i s h p a t h  

towa r d  de s t ruc t i o n ,  c a u s i n g  t h e  audi e n c e  t o  que s t i on whe t h e r  

t h e  young m a n  i s  wo r t h y  o f  h e r o  s t a t u s . 

R a t h e r  t h a n  s t a yi n g  w i t h  Co r n e i l l e ' s  p l a y-w i th i n- a -

p l a y  mot i f ,  Kus h n e r  di v i de s  t h e  i l l us i on i n t o  t h r e e  p a r t s . 

C h a r a c t e r  n ame s and p l a ce s  change i n  e a c h  i l l u s i on b u t  a l l  

llD a v i d  Sav r a n , " An  i nt e rvi ew : T o n y  Ku s h n e r  c o n s i de r s  
t h e  Longs t a ndi ng P r o b l ems o f  V i r t u e  a n d  Happ i ne s s "  Ame r i c a n  
T he a t re , O c t o b e r  1 9 9 4 , 2 1 - 2 7  & 1 0 0 - 1 0 4 . 
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thr e e  i l l u s i on s  a re i n e v i tab l y  connected . Kushne r shows u s  

the deve l opment o f  e a ch char a c te r  g r o w i n g  f rom youth to o l d  

age . Rath e r  than a p l a y- w i th i n- a p l a y ,  Kushner weaves 

s to r i e s -w i th i n - s to r i e s  to c r e a te a comp l e x  and mu l ti - l a y e r ed 

text .  

I n  C o rne i l l e 's p l a y  E r a s te ,  a s e rvant o f  P r i nce 

F l o r i l ame , is  sent to mur d e r  Theogene s ( C l i ndo r ) .  I n  

Kushn e r 's , P r i nce F l o r i l ame doe s  the k i l l i ng h ims e l f .  I t  

c o u l d  b e  imp l i ed that,  i n  our time s ,  l eade r s  o f  countr i e s  do 

the i r  own k i l l i ng r a th e r  than s en d i n g  a henchman to do the 

j ob .  

The method o f  expo s i ti o n  and p o i nt- o f - a tta ck h a s  a l so 

changed . Rath e r  than having P r i damant reve a l  h i s  p a i n f u l  

p a s t  to a con f i dant a n d  f r i en d ,  Kushne r f o r c e s  P r i damant to 

con f e s s  d i r e ctl y to the ma g i c i an . T h i s  h e i ghtens the 

con f l i ct and p l a c e s  P r i damant in a di f f i cu l t  and une a s y  

s i tu a ti on . C o r ne i l l e 's point- o f - a tta ck o c c u r s  when A l c andre 

conj u r e s  the " f i n e s t  c o s tume s of the a c to r s . " 12 Th i s  mag i c a l  

app e a r an c e  o f  the c o s tume s j us ti f i e s  the nob i l i ty o f  the 

a c to r s  at the end o f  the p l a y .  Kushne r 's Al candre con j u r e s  

the s o n  a n d  imme d i a te l y  the s to r y  b e g i n s . By b r i n g i n g  the 

f a th e r  and s o n  tog e the r ,  the po i n t  o f  atta ck hooks the 

aud i ence ( bo th P r i damant & o u r  aud i ence ) and f o r c e s  the 

action o f  the p l a y  to beg i n . 

12C a i r n c r o s s ,  2 0 7 . 



The l ocation or s e tting of the a cti on a l s o  h a s  

change d . Corne i l l e  b e g i n s  the p l a y  w i th Alcandre eme rg i n g  

f r om h i s  cave , i nv i ti n g  the f a th e r  i nto the cave , and 

f i n i s h i n g  the a cti on outs i d e  the cave . Kushner choos e s  to 

beg i n  and end the p l a y  i n s i d e  the cave . Corne i l l e ' s  p l a y  

1 3  

b e g i n s  and ends i n  l i ght, wh i l e  Kushne r ' s  b e g i n s  and ends i n  

dar kn e s s .  

The rol e of I s ab e l l e ' s  f a th e r  a l s o  h a s  changed . 

Corne i l l e shows I s abe l l e  p l e a d i n g  w i th the f a th e r  be fore the 

mur d e r  of Adr a s te . Kushne r ' s  Alcandre den i e s show i n g  

P r idamant the appe a r ance o f  the f a th e r  s a y i n g  tha t  i t  i s  

" i r r e l evant to the s tor y,,1 3 (23 ) Kushner kept the 

f a th e r / daugh te r  s cene fol l owing the mu r d e r  of Adr a s te . 

I n c l u d i ng th i s  s c ene and e l iminating the rema i n i n g  

f a th e r / daughte r  s c e n e s  h e i ghtens the i r  r e l a ti on s h i p  and 

emphas i ze s  the p a r a l l e l  between Pr i damant and h i s  son .  

The fundamenta l  di f fe r e n c e  between the two s c r ipts 

l i e s  in the p l a y's conc l us i on .  Corne i l l e ' s  com i c  ending 

shows the a c tor s counti n g  out mon e y  and e a c h  ta k i n g  h i s  or 

h e r  s h a r e . P r i damant ac knowl e d g e s  the u s e s  and v a l u e  of 

the atre and r u s h e s  o f f  to be reun i ted w i th h i s  s on .  

Ku s h n e r ' s  e n d i n g  i s  amb i guou s . At one moment the f a th e r  i s  

13 P i e r r e  Corne i l l e ,  The I ll u s i on ,  f r e e l y  adapte d  b y  
Ton y  Kushne r ( New Yor k :  Theatr e  Communi cati on s  Group , I nc . , 
1 9 9 0 ) , 23 . Al l p a r en th e ti c a l  p a g e  r e f e r en c e s  a r e  to the 
s ame . 
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r e l i eved and e x c i ted w i th the pos s ib i l i ty of b e i ng r e un i ted 

with h i s  s on; the next moment he denounce s  h i s  s on ' s  

p r of e s s i on, " an a ctor . . .  I don ' t  know that I l i ke that" ( 8 1 )  

The audi en c e  i s  l e ft wonde r i ng wheth e r  P r i damant ma k e s  the 

tr i p  or not . I n  Corne i l l e ' s  time to be an a c tor w a s  to be 

r a n k e d  w i th k i ng s h i p . Un for tuna te l y, the s ame c a nnot be 

s a i d  for Kushne r ' s  e r a . 

I n  s umma r y, Corn e i l l e ' s  L ' I l l u s i on C om i que w i th i ts 

famou s p l a y- w i th i n - a - p l a y  s eems f i tti n g  for the a g e  of 

B a r oque . I n  the twenti e th centu r y, The I l l u s i on ' s  hod g e -

podge of s tyl e s  and f orms comp l ements a post-mod e r n  s oc i e ty . 

Having comp a r e d  the s imi l a r i ti e s  and d i f f e r e n c e s  b e tween 

C orne i l l e  and Ku shner's wor k, I began to unde r s tand how the 

p l a y  r e l a te d  to i ts audi enc e . I n  ord e r  to deve l op spe c i f i c  

strate g i e s  to a r r i v e  a t  de s i r ed e f f e cts, m y  next s tep w a s  to 

b e g i n  a c l os e r ,  tex tu a l  e x ami nati on of Ku s hne r ' s  p l a y . 



CHAPTER 2 

TEXTUAL ANALYS I S  

Aft e r  unde r s t an d i n g  the envi r o nment i n  wh i ch b o t h  

a u t h o r s  wro t e ,  t h e  n e x t  s t ep was t o  b e g i n  t o  d e f i n e  a n d  

unde r s t and t h e  wo r l d  o f  Kushne r ' s  p l a y . 

One o f  t h e  fi r s t  p r ep a r a t i on a c t i vi t i e s  I engaged i n  

w a s  a b a c kw a r d  ana l ys i s  o f  t h e  pla y ' s  a c t i on . Fo l l ow i ng the 

advice o f  Dav i d  B a l l I, I t r a ced the a c t ion of t h e  p l a y  and 

found the c a u s e  and e ffe c t  o f  each mome n t , s t a r t i ng w i t h  the 

fi n a l  moment of t h e  p l a y . I u s ed a l a r g e  p i ec e  o f  pape r and 

a l l owed t h e  ma t e r i a l  t o  c r e a t e  i t s  own pa t t e rn on t h e  p a g e . 2 

When comp l e t e d ,  t h e  fi n a l  product re s e mb l e d  an i n t r i c a t e  

ma z e . Mome n t s  l ooped a n d  e n c l o s e d  o t h e r  mome n t s  wh i l e  the 

e n t i r e  p i e c e  is h e l d  t o g e t h e r  by a s e r i e s  o f  a c t i o n s  and 

r e a c t i o n s . The a c t i on of the p l a y  neve r s t oppe d ,  flowing 

e ffo r t l e s s l y  from one l a y e r  t o  ano t he r . A p l ayab l e  

s t r u c t u r e  eme r ged from t h i s  " s e em i n g l y "  s eaml e s s  wo r k .  The 

next s t ep in my ana l y s i s  was t o  t a ke a c l o s e r  loo k  a t  the 

IDav i d  B a l l ,  B a c kwards & Fo rwa rds : A T e c hn i c a l  Manua l  
fo r R e a d i ng P l ays ( Ca rbonda l e : S o u t h e rn I l l in o i s  Un i ve r s i t y  
P re s s ,  1 9 8 3 ) . 

2i nc l uded i n  t h e  append i x . 

1 5  
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s tructu r e , c h a r a c te r s ,  and thought of the p l a y . Us i n g  P a r t  

T w o  of Lou i s  E .  C atron ' s  book The D i r ector ' s  Vi s i on3 , I 

a r r i ve d  a t  a b e tte r und e r s tand i n g  of Kushner ' s  u s e  of the s e  

thr e e  e l ements . 

Structu r e  

T h e  s tructu r e  of the p l a y  i s  deceptive . I ts p l a y ( s )  

w i th i n  a p l a y  i s  mi s l ea d i ng . P r i damant i s  the p r ota gon i s t  

o f  the p i e c e , y e t  thr ou ghout mos t o f  the p l a y  he i s  a 

spe ctator watc h i n g  the a c t i on happ e n i n g  i n  the i l l u s i on s . 

I n  our p roduction , we e s tab l i shed an i n i ti a l  s en s e  of 

e qu i l i b r i um w i th i n  the cave by u s i n g  the s ound of dr ipp i n g  

wate r . T h i s d r i p p i n g  e s tab l i s h e d  a r e gu l a r  b e a t ,  tempo, and 

s e n s e  of time . I nto th i s  envi r onment c ame the f athe r  

s tumb l i n g  and l i gh ti n g  a match . The open i n g  s ta s i s  

e s tab l i s he d  b y  the cave d r i p s  h a s  b e e n  d i s tu r b e d  b y  the 

entr an c e  of the f a the r .  E q u i l i b r i um h a s  b e e n  d e s troyed a s  

the p l a y  b e g i n s  a n d  wi l l  not be re stor e d  unti l i ts 

con c l u s i on .  

I n  h i s  expos i ti ona l s p e e ch , P r i damant te l l s  A l c an d r e  

tha t  f i f te e n  ye a r s  p r i or the r e  w a s  a d i s a gr e ement o r  f i gh t  

wh i c h  c a u s e d  h i s  s on to ta ke the hou s ehol d mon e y  a n d  run 

away f r om h ome . T h i s  i nc i ti n g  i n c i d e n t  d e f i ne s  the p r ima r y  

3 L ou i s  E .  C a tr on ,  The D i r e c tor ' s  Vi s i on (Mounta i n  
Vi ew : M a y f i e l d  Pub l i sh i ng C omp a n y ,  1 9 8 9 ) .  
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p l a y i ng a ction . P r i damant s ta te s tha t  he h a s  sought 

i n f o rmation about h i s  son to no ava i l .  He wants to be 

r eun i te d  w i th h i s  s o n  b e c a u s e  he needs r e s o l ution b e f o r e  he 

f a c e s  d e a th . This e s tab l i sh e s  the p r o tagon i st ' s goa l ,  and 

moments l ate r A l c an d r e  con j u r e s  an image f rom the s on ' s  

l i f e . L i k e  the gho s t  app e a r i n g  b e fo r e  Haml et,  the f i r s t  

appe a rance o f  the b o y  b e fo r e  h i s  f a th e r  con stitute s the 

p l a y ' s  p o i nt o f  a tta c k . 

From th i s  p o i n t  the f a th e r  watches a s e r i e s  o f  

" s cene s "  f rom h i s  s on ' s  l i f e .  I n  the f i r s t  i l l u s i on h i s  son 

( Ca l i s to ) wins Me l ib e a ' s  a f f e c ti o n s , d e f e a ts a r i va l ,  and 

f l e e s  as Me l ib e a ' s  f athe r  is about to appe a r . I n  the s e cond 

i l l u s i o n ,  comp l i cations accumu l a te and eventua l l y  l e a d  h i s  

s o n  ( C l i n do r )  to mu r d e r  the r i v a l  f o r  h i s  l ove's a f f e ction . 

Th i s  action ma r k s  the tur n i n g  po i n t  in the p l a y  and b r i n g s  

the f i r s t  a c t  to a c l o s e . 

The s e cond i l l u s i o n  conti nues i n  the s e cond a c t .  The 

ma i d ,  a i ded b y  I s abe l l e ,  a r r an g e s  C l i n do r ' s  e s cape f rom 

p r i s o n . The l ove r s  a r e  r e u n i ted and f l ee as the f athe r  and 

the ma i d  a r e  abandon e d . The th i rd i l l u s i on reve a l s  tha t  the 

son ( Theogene s ) , e x c e s s ive in h i s  p a s s i o n s , h a s  a g a i n  been 

u n f a i th f u l  to h i s  w i f e . This action l e ads to his d e a th at 

the c l imacti c moment when the P r i n c e  draws a d a g g e r  and 

s tabs T h e o g e n e s  r e p e a te d l y .  The bounda r i e s  between the c ave 

r e a l i ty and the i l l us i ons b e g i n  to co l l i d e . P r i damant 
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r u s h e s  the s tage on l y  to f i nd tha t  the i l l u s i ons have 

vanis he d . I t  i s  during the moment o f  h i s  son ' s  murde r and 

the act of c r o s s in g  the bound a r y  tha t  P ridamant s hows " tr u e "  

concern ( l ove) f o r  his son . T h e  moment he r u s h e s  the stage 

he is not thin k i n g  about the consequences but l i s te n i n g  to 

the voic e  o f  h is h e a r t .  Th i s  uns e l f is h  moment i s  the 

po s s ibil ity o f  l ove , the b r i ght spot in thi s  da r k  ta l e . 

Alcandre h a s  a c h i eved his a f f ect . This momen t  ma r k s  the 

c l imax o f  the p l a y . Alcandre i n d i c ate s  the denouement o f  

the p l a y  w i th i n  when h e  s a y s , " I  have noth i n g  mo r e  to show . 

I t ' s ove r now" (79 ) . Howeve r ,  we a r e  deceived a s  the p l a y ,  

ins te a d  o f  end i n g , ta k e s  yet anoth e r  turn . Alcandre 

announc e s  tha t  P r i damant ' s  son is  a live . 

" Yo u r  s on ' s  not d e a d ,  s i r . Not re a l l y  de a d . I 
me r e l y  s howed h im to you in h i s  p r e sent o ccupati on . 
T h e s e  . . .  s c e n e s  you watched a r e  f rom a the a tr i c a l  
r e p e r to i re . Your s o n  . . .  i s  an acto r "  (8 0) . 

A p o s s ib l e  r e u n i on between f a th e r  and son now e x i s ts ,  

r e newing o u r  hope f o r  a happy ending . Un f o r tunate l y ,  the 

f a th e r  doubts the v a l u e  o f  the the a tr e  and the acting 

pro f e s s ion . The s o n  d i d  not l ive up to the f a the r ' s  

expecta tions .  The f a th e r  and son theme ends on a note o f  

f r u s tr ation b e c a u s e  P r idamant c annot s e e  be yond his own 

il l u s io n s . This l e ave s the audience questi o n i n g  wheth e r  

P r idamant wil l vis it h i s  s o n  i n  the s p r ing . T h e  p l a y  ends 

ambiguous l y .  Neve r th e l e s s , i t  is Matamo re ' s  unexp e c ted 



entr a n c e  whi c h  c l os e s  the p l a y .  H i s  s e a rc h  f or the moon 

r e p r e s e n ts the hope and pos s i bi l i ty that i l l u s i on s  p r ovide 

i n  l i fe . 

Cha r a cte r  
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One o f  the f i r s t  s teps to unde r s tand i n g  the 

cha r acte r s  i nvol ved i n  thi s p l a y  was to i d enti f y  the g i vens 

for e a c h  of the c ha ra c te r s  i n  the s c r i p t .  I d i v i de d  the 

cha r a c te r s  into two g roups ;  thos e i nvol ved i n  the "cave " 

r e a l i ty and those s e en i n  the i ll u s i on s  (the p l a y (s ) w i thin 

the p l a y ) . I n  both r e a l i ti e s ,  I noted how e a ch c ha ra c te r  

wa s de s c r i bed thr ough tex tu a l  ima ge s ,  i n te ra c ti on between 

the cha ra c te r s , and the i r  emoti ona l  s tate . 

C avemen 

P r i damant, the p rota gon i s t of the p la y ,  is a l awye r . 

He i s  ove r l y  con c e r n e d  w i th hi s own reputa ti on and hi s 

f i nance s .  He i s  a man who ha s never c r i ed but i s  

emoti on a l l y  engaged throughout the pi e c e .  He often 

comp l a i n s  of phy s i c a l  a i lments when thi n g s  a r e  not goi ng 

accor d i ng to hi s l i k i n g . He s e e s  A l c andre ' s  u s e  of p r e 

Chr i s t i a n  mag i c  a s  a la s t  a ttempt a t  r e c onc i l i a ti on a n d  i s  

e mba r ra s s ed that h e  ha s f a l l e n  to such a l eve l a s  to 

con s i d e r  the u s e  of magic . He a l s o  i s  s kepti c a l  of the 

w i z a rd ' s s e rvant . 
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A l c andre i s  the s h aman who , at time s ,  acts a s  

P r i damant ' s anta go n i s t .  L i ke a the atre d i r e c to r ,  h e  

conj u r e s  a n d  cons tructs a make-be l i eve r e a l i ty i n  o rd e r  to 

a f fect h i s  aud i ence , i n  th i s  c a s e  P r i dama n t .  A l c andre h a s  a 

s e n s e  o f  humo r and enj o y s  p a i n ,  p l e a s u r e ,  and h i s  aud i ence ' s  

d i s comfo r t .  He i s  both omi nous and accommodati ng . 

Amanu e n s i s ,  a name me a n i ng s e c r e ta r y ,  i s  A l c andre ' s  

s e rvant . L i ke a sta g e  manag e r ,  he c a r r i e s  out Al candre ' s  

( the d i r e c to r ' s )  w i s h e s  and e n s u r e s  the p r o g re s s i o n  o f  

i l l us i o n s . An i ntr i gu i ng cha r a cte r ,  Amanuens i s  i s  the o n l y  

i n d i v i d u a l  to p a s s  f rom the cave r e a l i ty i n to the r e a lm o f  

the i l l u s i on s . The consummate acto r ,  Amanu e n s i s  swa l l ows 

p i l l s  and emb o d i e s  i n d i v i du a l s  who s e  l i ves are f u l l o f  

" p a i n , thwa rted hop e ,  r e j e cted l ove , g r i e f ,  d i s appo i n tment, 

j o y . . . " (5 0 ) .  Much l i ke a stage man a g e r  f i l l i ng i n  for an 

absent acto r ,  Amanuen s i s  i n c a rnates the c h a r a cte r o f  

G e ronte , the shadowy r e f l e ction o f  P r i dama n t .  As A l c andre ' s  

s e rvant he i s  s ubmi s s ive, a s  I s ab e l l e ' s  f athe r  he i s  

autho r i tative . 

" C l ouds o f  co l o r e d  vapo r "  

A l though the names change e a c h  time the i l l u s i on s  

change , the c h a ra c te r s  rema i n  e s s e n ti a l l y  the s ame . 

P r i damant ' s  s o n , C a l i s to / C l i ndo r / Theogen e s , o ften i s  

a s s o c i a ted w i th a hawk and a cat i n  e a ch o f  the i l l u s i on s . 
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He a l s o  i s  d e s c r i b e d  a s  mus cu l a r ,  a ttracti ve , w i l d ,  and a 

hunte r . Through h i s  i n te r a cti ons w i th o th e r  c h a r a c te r s  on

s ta g e  we f ind tha t  he u s e s  i l l u s i on to d e c e i ve o the r s . He 

f i rs t  app e a r s  a s  the typ i c a l  romanti c h e r o  and is  l ate r 

reve a l ed to be an a du l te r e r ,  not typ i c a l l y  the a ction o f  a 

h e r o . He i s  emoti ona l ,  p a s s i on a te ,  and e x c e s s i ve . H i s  

h e a r t  burns w i th the f i re o f  l ove . Through the p r o gr e s s i on 

o f  the p l a y ,  th i s  c h a r acte r  be come s i n c r e a s i n g l y  s e l f 

s e rving and decepti ve . The a cto r p l a y i n g  h i m  wou l d  n e e d  to 

g r i p  the e a r th l i k e an animal and mesme r i z e  through the u s e  

o f  h i s  vo i c e . 

P l e r i bo /Adr a s te / P r ince Flo r i l ame i s  the r i v a l  and 

chi e f  antagon i s t  of P r i damant ' s  son . He con s tantl y i s  

thwa rted i n  h i s  a ttempts to w i n  h i s  l ove ' s  favo r . I n  

contr a s t  w i th the C a l i s to c h a r a c te r ,  the r i v a l  s e ems 

e l evate d . He b e g i n s  as the we l l- b r e d ,  spo i l ed r i ch k i d  and 

be come s the powe r fu l  and dangerous P r i nce Fl o r i l ame . Th i s  

cha r a c te r  evo k e s  the l aw to j u s ti f y  hi s actions and achieve 

his de s i r e s . W i thi n the f i r s t  i l l u s i o n ,  he is  d e f e a te d ;  in 

the s e cond , he is  d e s tr o yed; and in the th i rd ,  he be come s 

the vi cto r  and murde r s  Theogene s . H i s  w e a l th and nob i l i ty 

d i s ti n gu i s h  h im f r om h i s  opponent . 

Me l ibe a / I s abe l l e / H ippo l yta i s  the f ema l e  i ngenue . 

She i s  d e s c r i b e d  a s  we a l thy and spoi l ed .  S h e  i s  e a s i l y  

man i p u l a ted i nto a c c epting i l l u s i on o v e r  r e a l i ty .  She 
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p r o f e s s e s  to b e  s trong-wil l e d  but is r educed to a whimp e r ing 

cow a r d  when p l a c e d  in dif f icu l t  s ituations . Like many young 

l adie s o f  s eventeenth centu r y  Fran c e ,  she s e e k s the 

ide a l iz e d  l if e  emb odied in romantic nove l s  o f  the time . As 

h e r  c h a ra c te r  p r o gr e s s e s  f r om il l u s ion to il l us ion she 

become s inc r e a s in g  dependent and s e e k s  to r e a f f irm h e r s e l f  

when h e r  r e a l itie s f a l l  s h o r t  o f  h e r  ide a l iz e d  il l u s i on s . 

She be gin s  the p l a y  we a l thy and ends the p l a y  poor - - even 

in l ove . 

The maid , E l icia / L ys e / C l a rina ,  a cts a s  con f idant to 

the ingenue . Motivate d  by many o f  the s ame n e e d s  a s  

P r idamant ' s  s o n , s h e  become s his l over a s  we l l  a s  his r iva l .  

Revenge and intrigue s e rve a s  h e r  driving f o r c e s  throughout 

the p l a y. S h e  be gin s  a s  the maid s e rvant to 

Me l ibea /ls abe l l e  and th rough h e r  own conniving become s h e r  

mis tre s s ' s o c ia l  e qua l . At the p l a y ' s midpo int, the p o o r  

maid b e c omes r ich a n d  the r ich maiden become s p o o r .  Once 

driven by h e r  f ee l in g s  of l ove and revenge , in the f in a l  

il l u s io n ,  s h e  come s to a cceptance a n d  r e s o l ution . 

P e rhaps the p l a y ' s  mo s t  co l o r fu l  c h a r a c te r ,  Matamor e  

ma k e s  h is f ir s t  app e a r ance in the s e cond il l u s ion . This 

b r a g g a r t  s o l die r p r o vide s  much o f  the comic r e l ie f  which 

b a l a n c e s  the da r k  p r e s e n c e  o f  Geronte , who a l s o  is fir s t  

s e en in the s e cond il l u s ion. Matamo r e ,  who is " . . . s o  g r e a t, 

a t  time s I want to f l e e myse l f "  (3 1 ) ,  s e e k s to win 



23 

I s abe l l e ' s  a f fe ction . He o ften bo a s ts o f  h i s  own b r a v e r y  

b u t  i s  the f i r s t  to r e l ent i n  moments o f  c o n f rontati on . 

R e j e ction and mur d e r  a r e  too r e a l  f o r  h im . Matamo r e  i s  the 

f o r e f athe r  to the c h a r a cte r s  o f  C yrano de B e r g e r a c  and Don 

Qu i xo te . Matamo r e  b e g i n s  the p l a y  knowing ex actl y whe r e  

he ' s  g o i n g  a n d  e n d s  the p l a y  " l o s t  a n d  map l e s s ,  a wand e r e r  

through the wo r l d "  ( 8 3 ) . 

Matamo r e  c o n s tructs a r e a l i ty i n  wh i c h  he p e r c e i v e s  

hims e l f  a s  v i c to r  and h e r o . When f a c ed w i th r e a l i ty ,  he 

p u r s u e s  f u r th e r  i l l u s i ons to e s cape r e a l i ty .  Th i s  b r ave and 

h e ro i c  f i gu r e  is  r educed to a patheti c  s o u l  s e a r c h i n g  for 

r e l e a s e . He s e a r ch e s  f o r  va l i dation and f i nds it i n  h i s  

s e rvant C l i ndor . L y s e  ( the ma id) cons tantl y pul l s  the 

i l l us i ons f r om under h i s  f e e t, but l a te r both come to 

unde r s tand e a c h  o th e r  a s  the y  s e e k  a r e l e a s e  f rom l i f e 's 

p a i n s  and l o s s e s . 

Thought 

I n  o r d e r  to determ i n e  the thought o f  the p l a y ,  C a tron 

sugge s ts l o o k i n g  a t  the r e l a ti on s h i p  b e twe en the p l a y's 

p o i nt o f  a tta c k  and the p rotagoni s t's go a l . 4 I n  th i s  c a s e , 

the appe a rance o f  the s o n  b e fo r e  the fathe r  c o r r e sponds to 

the inc iti ng i n c i dent b e c a u s e  P r i damant s e e k s  r e s o l ution f o r  

4C a tron , 75 . 



an event w h i c h  happene d  f i fte e n  y e a r s  b e fo r e  the p l a y  

b e g i ns. Mo r e so ,  P r i damant desi r e s  r e so l ution a nd wants 

Al candre to " l aund e r  the fab r i c  o f  my r e co l l e cted l i f e "  

( 72 ) . One b y  o ne ,  P r i dama nt's i l lusi o ns a r e  fed, the n  

shatte r e d . 

The majo r drama ti c que stion o f  the p l a y  i s  " W i l l  

P r i damant be reuni te d  w i th hi s son? " The a nswe r  ... ma ybe . 

Pridamant pro f e sses that he has chang e d  and war.ts 

reconc i l i a ti on w i th h i s  son, however, th roughout th e pl ay,  

he repeats the same de structi ve behav i o r .  He f a i l s  to se e 

that the sta ge i s  m i r ro r i ng h i s  own l i f e .  

T h e  a nsw e r  to the que st i o n  i s  i ntenti o na l l y  
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ambiguous. One mome nt P r i dama nt i s  e x c i ted at the p ro sp e c t  

o f  a reuni on w i th h i s  so n and in the ne x t  mome nt sa ys "I 

ma y ,  i f  he a l th p e rm i ts, go to Par i s  i n  the sp r i ng, prov i d i ng 

that the y've put str aw down on the muddy r o ads a nd made them 

passable " ( 8 2 ) . The re a li za tio n that h i s  son i s  an a cto r 

f a i l s  to fu l f i ll P r i da mant's expe ctati o ns. L i f e 's a nsw e r s  

a r e  not bla c k  a nd wh i te ,  b u t  comp l ex shades o f  g r a y. 

The sub j e c t  o f  the pl a y  i s  l ove . Th i s  i s  r e i te r a te d  

by the cha r a cte r s  throughout the cou r se o f  the p l a y. 

P r i damant ' s so n " e a ts and b r e a th e s  l ove " ( 75) , both G e ro nte 

a nd P r i damant ask " W h a t  do es l ove me a n? " ( 1 8 a nd 5 8 ) .  Few 

a nswers a r e  g i ven; r a the r ,  Kushne r  e x am i ne s  what love i s  



n o t .  C h a r ac te r s  o f ten a s s o c ia te l ove with g r e e d ,  c o 

dependence , and abus e . 
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The s tage , l i ke the c ave in P l a to ' s  The Repub l ic ,  is 

a metaphor f o r  human existence . The f a th e r  h a s  l ived his 

l ife s e e ing o n l y il l u s ions . The s e  il l usions a r e  s hadows o f  

the r e a l  thin g . P ridamant cannot s e e  b e yond the s h a dows . 

I t  is A l c andr e ,  a man o f  the the a tr e ,  who a ttempts to s how 

him the l ight o f  ins ight, but the f a th e r  l ea v e s  the c ave 

unab l e  even to r e ca l l  his s on ' s  name . This o f ten is the 

c a s e  f o r  a dire cto r -- he c r e a te s  a new wo r l d  f o r  h is 

audience to b r ie f l y  visit, yet when the y  l eave , the me s s age 

o ften is l o s t .  Howeve r ,  if one imp r e s s ion o r  memo r y  

remain s , a l l  is n o t  l o s t  and the p o s s ibil ity to e f f e c t  

change e x is ts . 

The title o f  the p l a y  indic ate s  the vehic l e  th rough 

which Al c andre wil l a r r ive a t  his g o a l . I n  l ove , l ike in 

the the a tr e , we can be fooled . The I l lu s ion chall e n g e s  us 

to que s tion what it is we see and b e l ieve . That which s e ems 

true m a y  be f a l s e : " Wh a t  in this wo r l d  is not evan e s cent? 

What in this wo r l d  is r e a l  and not s e emin g ? " (8 1). The p l a y  

cha l l en g e s  u s  to s e e  be yond il l u s ions . 



CHAPTER 3 

WORLDS OF I LLUS I ON 

Pe r fo rming a b a c kw a r d  ana l ys is and s tuding Kushne r ' s  

u s e  o f  p l ot, c h a r a cte r ,  and thought, a l l owed me to c l e a re r l y  

unde r s tand what e f f e c ts to c r e a te . My next s tep in 

preparation f o r  this magic act was to s o l idif y  the ide a s  

into c o n c r e te ,  de s ignab l e  te rms . H e r e  we began to c r e a te 

the e f f e c ts which wou l d  give s ub s tance to the il l u s ion . 

This chapter con ta in s  documenta tion o f  the s c en i c  e l ements 

u s e d  in The I l l u s ion and an a ccount o f  how r e s e a rch wa s 

inc o rp o r a te d  into the de s ign p r o c e s s .  Ron Ke l l e r  was the 

s cenic de s ig n e r  with E l iz ab e th Weis s Hoppe r  and Lou S za r i  a s  

c o s tume a n d  l ight de s igne r s  r e spe ctive ly . Luc a s  I nde l ic a to ,  

a s e nio r B FA c a n didate , de s i gned sound f o r  the p r o duction . 

Ron ,  Liz and Lou a r e  VCU f a c u l ty memb e r s . 

Gene r a l  Note s  

I n to the f ir s t  p r o duction meeting I b r ought the 

a f o r ementioned thoughts about the p l a y . I exp l ained tha t  I 

b e l ieved the p l a y  to be about the e l us ive n a tu r e  o f  l ove . I 

expl a in e d  how Kushne r e x amin e s  conventions o f  l ove and 

procee ds to s h a tte r them one by one . Each type of l ove , 

2 6  
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abus ive l ove , c o - depende n t  l ove , l ove and g r e e d, l ove a s  a 

po s s e s s ion , and roma n t ic l ove i s  e x amin e d .  I c o n t inued b y  

e xp l a i n in g  t h a t  t h e  p l a y  a l s o  i s  about ma g i c . I t  is about 

t h e  t h e a t r e ' s  abil it y t o  move an i n dividu a l , to ma ke peop l e  

f e e l .  I t  i s  about how things a r e  n o t  a lw a y s  what t h e y  s e em 

t o  b e . This p l a y  poin t s  up t h e  dif f e r e n c e  between il l u s ion 

and r e a l it y ,  expe c t a tion and a c t u a l it y ,  t he a t r e  and l if e . 

T h e r e  is a lw a y s  mo r e  than mee t s  t h e  e ye . 

I b e g a n  t h e  p rodu c t ion mee t ing b y  s howing t h e  

de s ign e r s  and c rew a dr awing o f  a No r s e  god . ]  I a s k e d  t h em 

what t h e y  s aw .  Almo s t  immedi a t e l y  t h e y  r ep l ied t h a t  t h e y  

s a w  an o l d  man . Man y  o f  t h em k n e w  t h a t  I h a d  s ome t hing up 

my s l e eve and w e r e  s ke p t ic a l .  I quic k l y  poin t e d  o u t  t h a t  

whil e i t  app e a r s  a s  an o l d  m a n  on t h e  s u r f a c e , whe n  s t udie d 

c l o s e l y ,  t h e  pic t u r e  is comp r is e d  o f  two l ove r s  kis s ing . A 

smil e o f  de l ight and wonde r  c ame t o  t h e ir f a c e s  when t h e y  

r ea l iz e d  t h a t  w h a t  I s a id w a s  t r ue . I exp l a in e d  t h a t  i n  

many ways t h e  e f fe c t  o f  t h e  p l a y  was quit e s imil a r .  The 

audien c e  s h o u l d  e n j o y  dis cove r ing t h e  " s e c r e t " a s  much as 

they did when t h e y  f ir s t  s aw t h e  two l o ve r s . 

The s e cond drawing I u s e d  t o  ill u s t ra t e  my r e s p o n s e  

t o  t h e  s how w a s  found i n  t h e  boo k . 2 This co l l e c t ion o f  

lT h e  g r ap h ic , r e p ro du c e d  o n  t h e  po s t e r  and p l a ybil l ,  
is inc lu de d  in t h e  appendix . 

2Ben t e l i  Ve r l ag ,  S andro D e l  P r e t e  I l l u s o r ia 
( Ge s t a l t u n g : Ben t e l i t eam,  S a t z  and D r uc k ,  1 9 8 7 ) , 21 . 
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drawin g s  is r eminis cent o f  M . C .  E s che r ' s  wo r k . One 

p a r ticu l a r  drawin g  showed a s e rie s  o f  p a g e s  of a b o o k  that 

s eemed to c a u s e  the viewe r ' s  e ye to be pu l l ed down into the 

drawing . I e xp l ain e d  to the de s igne r s  tha t  in many ways the 

p l a y  h a d  the s ame e f fe c t  on me . I ts many l a ye r s  pu l l  the 

audie n c e  into the wo r l d  o f  the p l a y . Through the s e  l a ye r s  

w e  a r e  brough t  to the cente r ,  cor e ,  o r  c rux o f  the p l a y . 

My f ina l r e fe r ence wa s Remb r andt ' s The Night W a tch . 3 

Using this p a in ting a s  a mode l ,  I e x p l a ined tha t  The 

Il l u s ion w a s  a p l a y  about contr a s ts -- e s pe c ia l l y  b e tween 

l ight and da r kne s s . The opening image o f  the p l a y  s e rved a s  

a n  e x amp l e . I n to a comp l ete l y  da r kened cave ente r s  

P r idamant who s trikes a match . This s ing l e  point o f  l ight 

r e p r e s e n ts the p o s s ibil ity of love amidst the da r kne s s . 

Light b e come s p r e c iou s . Like many o f  the paintings b y  

Rubens and Remb r andt, obj e c ts a r e  s ubme rged in da r kn e s s  a n d  

a r e  o n l y  p a r tia l l y  il l uminate d .  

From this meeting the de s ign e r s  began to ma ke choic e s  

r e l ating to the ir own specia l ty .  

C o s tume E l ements 

Liz Hopp e r  imm e dia te l y  tr ans l ated l ight and da r kne s s  

into a dis tinguis h in g  f ea tu r e  o f  the two r e a l itie s . S h e  

3Dr . E n z o  Or l a ndi, e d .  The Life and T imes and A r t  o f  
Remb randt ( New Yo r k : C r e s cent Boo k s , 1 9 8 7 ) , 4 3 .  



29 

p l a ce d  the c ha r a c te r s  who app e a r ed i n  the i l l u s i on s  i n  whi te 

and c re am col or s . To thi s s he contr a s te d  the c l othing of 

the c ha ra c te r s  i n  the cave by p l a c i n g  the s e  c ha ra c te r s  i n  

dar k  ton e s  ( b l ac k s  a n d  d a r k  g r a ys i n  a v a r i e ty of tex tu re s ) . 

Budgeta r y  and time r e s tr a i nts forced he r to pu l l  e i ghteenth 

centu r y  costume s f r om VCU s toc k .  To the s e  e x i s ti n g  costume s 

s he c hos e to add or mod i f y  the p i e c e s  for the v a r i ou s  

i l l u s i on s . I t  w a s  d e c i ded that the costum i n g  wou l d  rema i n  

f a i thful to the p e r i od and wou l d  a l l ow for authenti c i ty i n  

sword p l a y  a n d  s tage combat. Actr e s s e s  b e g a n  to wor k i n  

rehe a r s a l  cor s e ts a s  e a r l y  a s  the thi rd w e e k  o f  r e he a r s a l . 

I n i ti a l  c onv e r s ati on s  w i th L i z  Hoppe r  sent me b a c k  to 

the s c r i pt to de f i n e  c ha r a cte r g i ven s . W i th the s e  

de s c r i ptive e l ements , mos t o f  them adj e ctive s ,  s he w a s  ab l e  

to deve l op a p r ogr e s s i on of the costume s that p a r a l l e l ed 

c ha r a cte r deve l opme n t .  B e c a u s e  o f  the burden of the 

p r e v i ou s  p l a ys i n  the s e a s on ,  de s i gn s  c ame l ate in the 

proc e s s . 

S c e n i c  E l ements 

At the i n i ti a l  de s i gn meeting Ron Ke l l e r  rema r ke d  

abou t  the s imi l a r i ti e s  between a thea tr e  a n d  a c ave . A 

l i ter a l  c ave wou l d  have l im i te d  the p l a y's pos s ib i l i ti e s ,  s o  

Ron de s i gned P r i damant ' s  expectati on o f  what a ma g i c i a n ' s  

cave wou l d  l ook l i ke .  
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Ron d i v i de d  the cave space i nto two s e cti on s ;  the 

p r ima r y  s p a c e  at f l oo r  l ev e l  in which A l c andre ,  Amanuens i s ,  

and P r i damant wou l d  watch , and a r a i s e d  p l atfo rm whe r e  the 

i l l us io n s  wou l d  ta ke p l a c e . T h i s  s tage w i th i n  a s tage 

d i s ti n g u i s h e d  the s ep a r ation and e s tab l i shed a bound a r y  

b e tween the two r e a l i ti e s . A f i na l i z e d  f l oo r  p l an a r r ive d  

l ate i n  the p r o c e s s  a fte r i n i ti a l  b l o c k i n g  r e he a r s a l s  h a d  

begun . 4 

The c ave and i ts components were s u gg e s ted r athe r  

than f u l l y  r e a l i z ed . I n  o r d e r  to c re a te the d r e aml i ke 

f l u i d i ty o f  moti on , Ron i nco rpo r ated a r e vo l vi n g  p l a tf o rm i n  

the r a i s e d  s ta g e . The r e vo l ve a l lowed the a c to r s  to move on 

and o f f  s tage e f fo r tl e s s l y  - - app e a r i n g  and d i s appea r i n g  as 

if  by magi c .  

S c e n i c  e l ements were s p a r s e . The cave w a s  f u r n i shed 

w i th che s ts , b a s kets , old boo k s , and mi s ce l l aneous ma g i c a l  

i tems . On l y  two s e t  p i e c e s  w e r e  de s i gned f o r  the i l lu s i on s ;  

a ga rden wa l l  w i th a doo r  a n d  a p r i son ce l l . A s  the 

i l l u s i on s  p r o gr e s s ed ,  the phys i ca l  p r o p e r ti e s  o f  the 

i l l u s i on s  w e r e  e l i m i n a te d . Th i s  p l a c e d  emph a s i s  on 

c h a racter r e l ati on s h i p s  r athe r  th an the envi r o nmen t .  As 

de s i gn e d ,  the f i r s t  i l l u s i on had a garden g a te and bench . 

The s econd i l l u s i o n  had o n l y a bench and the f i na l  i l l u s i o n  

w a s  f r e e  f rom e x traneous s c en i c  e l ements . 

4i nc l uded i n  the appendi x . 
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I t  w a s  de c i de d  tha t  the p l a y  wou l d  b e  s ta g e d  i n  

p r o s c e n i um f o rmati on . T h i s  a c commo dated ma g i c a l  e f fe c ts and 

enhanced l im i te d  l i gh ti n g  pos s i b i l i ti e s . Cho o s ing to 

e l iminate s i de s e ating gave the the atre and the c ave a s e n s e  

o f  ho l l ow empti n e s s . 

L ighting 

Lou S z a r i  found the images of l i ght and da r kne s s  

compe l l i n g . Lou ' s  l i ghti ng cho i ce s  wou l d  p r o v i de mo s t  o f  

the c o l o r  a n d  tex tu r e  to the cave and the i l lu s i on s .  The 

l i ghts f u r th e r  de f i ne d  the p l a yi n g  space i n to thr e e  di stinct 

s ections : the cave s p a c e , p r ima r i l y  i nten s e  di r e c t i o n a l  

l i ght,  s h a rp l y  de f i n e d  through s hutte r s  and spotl i ghts on 

i n di v i du a l  a c to r s  and l o c a t i o n s ;  the f o r e s tage o f  the r a i s e d  

p l atform,  on wh i c h  a s e r i e s  o f  gobos we re pr o j e cte d; a n d  the 

upsta g e  spa c e ,  s h r oude d  i n  da r kn e s s  throughout the p l a y . By 

b a c k l i ghting the a c ti o n ,  Lou was able to k e ep v i s i b l e  

movement dur i n g  the s e t  change s to a m i n i mum . The un l i t 

a r e a  upstage a l l owed c h a ra c te r s  to s eemi ng l y  app e a r  and 

di s appe a r  f r om da r kne s s . 

Lou u s e d  a va r i e ty o f  gobos to c r e a te p a tte rns o f  

l i ght and v a r y  tex tu r e  f r om s c ene to s c ene . Lou r e qu e s ted 

tha t  I s ea r c h  through VCU ' s  e x i s ti n g  gobo c o l l ection and 

a l l ow myse l f  to r e spond i n s tinctua l l y  to the shapes and 

conto u r s  to match the s c e ne s . As a r e s u l t ,  the patte rns and 



l i ghting e f f e c ts w e r e  v e r y  s o f t  i n  the f i r s t  i l l us i on, 

becomi ng s ta r k  and s tr i dent b y  the th i rd i l l u s i o n .  
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Lou w a s  i ntr i gued by the i l l u s i o ns . W i th i n  the s e  

" s o ap bubb l e s " ( 81 )  he envi s i oned l i ghting wh i ch revealed 

o nl y  a h i nt of what wa s the r e . T h e s e  sp l a sh e s  of l i ght a nd 

c o l o r  coup l ed w i th s ta g e  smo ke wou l d  a l l ow the a c to r s  to 

app e a r  a s  " c l o u d s  o f  co l o r e d  vapo r "  (7 ) . 

S ound a nd Mu s i c  

The o nl y s ound e f fect spec i f i c a l ly w r i tten i n  the 

s c r i pt i s  the c r y  o f  a hawk. Rath e r  than accepti ng th i s  a s  

a l im i tation,  L u c a s  I nde l i ca to and I opened the s c r i pt to 

o th e r  po s s i b i l i ti e s . We d e c i ded to unde r s c o r e  the i nte r i o r  

s cene s  o f  the i l l us i o ns to h e i ghten and c o ntro l  the emoti o ns 

o f  the v i ew e r s  ( bo th P r i damant and the actual a u d i e nce)  We 

deci ded tha t  a non- rhythm i c  unde r s co r i ng wou l d  best 

a ccompany the a c t i o n  o f  the p l a y .  I c i ted the mu s i c a l  

s ty l e s  o f  K i ta r o  a nd C i r que du S o l e i l  a s  example s tha t  would 

c r e a te a n  a tmo sph e r e  o f  myste r y  and mag i c . Us i ng an 

e l abor a te s y s tem of compute r s  a nd spe a ke r s ,  Lucas was ab l e  

to s e nd vo i c e s  and sounds thr oughout the the a tr e . 

Luc a s  had spe c i f i c  i de a s  f o r  c ave sounds . H i s  

s e l e cti o ns i nc l uded r a ts , bats , d r i pp i ng wate r ,  a nd e cho 

e f f e c ts . The d r i pp i ng wate r  wou l d  run throughout the show 

and be i nc l uded in p r e - s how and i nte rmi s s i o n .  Amanuens i s ,  



when t u r n i ng o f f  t h e  l igh t s  a t  t h e  end o f  the show , wou l d  

r a i s e  a c l o t h  which e xpo s e d  a r e e l - t o - r e e l  f rom wh i c h  the 

cave s ounds s e emed t o  o r i g i n a t e . 
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The r h y t hmic s ound of t h e  w a t e r  dr ipping e s t ab l i s h e d  

a s en s e  o f  t ime and b e c ame t h e  pu l s e  o f  t h e  p l a y . W a t e r ,  a 

c l o s e  r e l a t ive o f  t h e  t e a r , i s  an impo r t a n t  e l ement i n  t h e  

show . The s ounds o f  the r a t s  and ba t s  w e r e  u s e d  t o  

a c c e n t u a t e  t h e  e e r i ene s s  o f  t h e  c ave . Luc a s  h i d  m i c rophone s  

n e a r  t h e  s t a g e  t o  c r e a t e  s t age echo . This r e in fo r c e d  t h e  

ho l l owne s s  o f  t h e  c a ve and a l l owed A l candre ' s  v o i c e  t o  come 

f rom di f fe re n t  p l ac e s  in the t h e a t r e . 

L i ke t h e  l i ght , cos t ume , and s e t  de s ign e r s , Luca s 

div i de d  t h e  unde r s c o r i n g  o f  t h e  i n t e r io r  il l u s ions int o  

t h r e e  di s t i nc t  s e c t i on s . T h e  f i r s t  i l l u s ion wou l d  b e  

accompanie d  b y  s ounds o f  va r ious woodwind in s t rumen t s ,  the 

mus i c  i n  t h e  s e cond il l u s ion wou l d  consist of s t r inged 

ins t rumen t a t io n ,  and t h e  f in a l  il l u s ion wou l d  have e t h e r e a l  

o rche s t r a t ion . A common me l o di c s t ru c t u r e  wou l d  be 

e s t ab l is h e d  and r ep e a t e d  i n  e a ch o f  t h e  il l u s ions and wou l d  

g row l e s s  de f in e d  a s  t h e  il l u s i ons p r o g r e s s ed. L u c a s  kept a 

con t r a s t  between t h e  il l u s ions and t h e  c a ve by f a ding t h e  

unde r s co r e d  s ound b a c k  and f o r t h  a s  t h e  p l a y  p a s s e d  f rom o n e  

r e a l i t y  t o  t h e  o t he r . 

As A l c andre s a y s , "Conc en t r a t e  on t h e  gene r a l  

o u t l ine . L eave t h e  de t a i l s  t o  me " (1 0 ) . Having de f i n e d  t h e  



p a r amete r s  o f  the il l u s i on s , the de s i gn e r s  and I began to 

phy s i c a l iz e  many o f  the deta i l s  and e f fects wh i ch wou l d  

eventua l l y  c r e a te a ma k e - b e l i eve r e a l i ty .  The next tric k 

was to c a s t  and r e h e a r s e  the production . 

3 4  



C a s ting 

CHAPTER 4 

TOWARD REAL I ZAT I ON 

U s i ng the c h a r a c te r  i n fo rmati on I a ccumu l a te d  du r i ng 

the ana l ys i s  pha s e ,  I was r e a dy to c a s t  the p rodu c ti on . 

I n  the auditi o n ,  I w a s  l o o k i n g  f o r  s imi l a r  qua l i ti e s  o r  

c h a r a c te r i s ti c s  b e tween the a cto r a n d  the c h a r a c te r . I w a s  

ve r y  i n te r e s te d  i n  the a c to r ' s  " l ine o f  bu s i ne s s "  and c a s t  

a c c o r ding to type . 

I tr i ed to r ema i n  a s  obj e c tive a s  po s s i b l e  g o i n g  i nto 

the audi ti on . I h a d  s e ve r a l  a c to r s  in mind f o r  r o l e s  but I 

avo i de d  p r e c a s ti ng . I i n v i te d  e a ch a ctor to r e a d  f o r  a 

var i e ty o f  p a rts . 

Al l o f  the g r a duate di r e cto r s  c a s t  f r om the s ame p o o l  

o f  a c to r s . S ome o f  the di re c to r s  s h a r e d  the i r  thoughts on 

c a s ti n g  throughout the audi ti o n ,  o th e r s  cho s e  to k e ep the i r  

thoughts to thems e l ve s . As the a Udi ti o n s  conti nued, 

p a tte rns began to deve l op and we cou l d  see wh i ch p l a y  e a c h  

a c to r  wou l d  s e rve b e s t .  

From the gen e r a l  aUdi ti ons e a ch di r ec to r  condu c te d  

i n di v i du a l  c a l l b a c k s . T h e  I ll u s ion c a l l b a c k c o n s i s te d  o f  a 

b r i e f  imp r ov i s ation and c o l d  r e a di n g s  f r om the s c r ipt . I 

3 5  
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began the c a l l b a c k  with a s imp l e  e x e rcise in which a c to r s  

we r e  paired o f f  a n d  a s ked to s e l e c t  o n e  o f  two obj e cts I 

brought with me to the auditio n ,  e ith e r  a l a rge handk e r chie f 

o r  a wooden dowe l . I a s ked the acto r s  to tran s fo rm the 

obj e c t  into a dif f er e n t  obj ect . U s e d  as a wa rm-up to the 

c a l l b a c k s ,  this e x e r cise p rovided ins ight to the pla y f u l n e s s  

and c r e a tivity o f  e a c h  a c to r . 

During c o l d  r e a ding s  I a l l owed the a c to r s  the f r e e dom 

to expe r iment with the s c r ip t .  Given time to p r e p a r e  the 

s c e n e , I a s ked tha t  the y  deve l op an a ctivity to accompany 

the dia l o gue . Aga in , this a l l owed me to eva l u a te the ir 

c r e a tivity and unde r s tanding o f  the text .  Many o f  the 

acto r s  found the audition to be f re e ing while o th e r s  grew 

f r u s tr ated b y  the l a c k  of adj u s tments and dire c tion . Fo r 

me , this e x e r c is e  quic k l y  d e f ined the acto r s  with whom I 

wou l d  p r e f e r  to wo r k . 

From the s e  e x e r c is e s  and r e a ding s  two a c to r s  f e l l  

into p l a c e . Janine Rus s o had the qua l itie s o f  the ingenue . 

G r e g  DeLeona r dis a l so had many o f  the c h a r a cte r is tic s I was 

l oo king for in P r idamant ' s  son . Fo r tunate l y ,  I had wo r ke d  

with both a c to r s  i n  p r e viou s  p roductions a n d  k n e w  that the ir 

s ta g e  chem i s tr y  w a s  ir r e s i s tib l e  and the y  be c ame 

irr ep l a c e ab l e  to me as the young l o ve r s . 

Fo r Matamo r e ,  I w a s  l o o king f o r  an a c to r  who cou l d  

c ap tu r e  the spirit o f  the c h a r a cte r ,  his wit and 



vu l n e r ab i l i ty .  Ja s o n  L i n k i n s  provided an a lmo s t  i d e a l  

match . Ja s o n ' s  com i c  timing a n d  p l a yf u l  s p i r i t  r i va l ed 

Matamor e ' s .  The o th e r  g r a du a te d i r e c to r s  d i d  not have a 

p a r t  appropr i a te f o r  Jason and I was de l i ghted w i th the 

po s s i b i l i ty o f  wor k i n g  w i th h i m . 

The ma i d  and the r i v a l  w e r e  mo r e  d i f f i cu l t  to c a s t .  
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The r e  w e r e  a l a r g e  numb e r  o f  young fema l e s  to cho o s e  f rom 

but I w a s  l o o k i n g  f o r  a matu r e  and dange rous qua l i ty f o r  the 

ma i d .  Chr i s ti ne T o r c h i a  f i t  the b i l l . As an a c tr e s s ,  s h e  

s e emed myste r i ou s  and intr i gu i n g . I n  c a s ting the r i va l , I 

was s ea rc h i ng f o r  an a cto r who s eemed to w a l k above the 

g round and wou l d  contr a s t  w i th the young l ove r . The a c to r  I 

o r i g i na l l y  c a s t  cou l d  not continue with the show s o  I r e ad 

S teve Fe rguson who I o r i g i na l l y  cons i d e r e d  f o r  th e young 

l over . As the s o n , S teve d i dn't s e em to g r i p  the e a r th a s  I 

though t  the cha r ac te r  shou l d .  Howeve r ,  a s  the p r i nc e / r i va l ,  

S teve c l i c ke d  p e r fe ctly into p l a c e . 

I knew i t  wou l d  be d i f f i cu l t  to c a s t  the r ema i n i n g  

c h a r a cte r s . A l c and r e , Amanuen s i s , a n d  P r i damant w e r e  a l l  

p i vo ta l  c h a r a c te r s . I needed to f i nd a c to r s  w i th the a g e  

a n d  matu r i ty t o  command the s e  demanding r o l e s . Eventua l l y , 

I found Torn Ne l so n ,  Mi k e  Toda r o ,  and Bruce H e rmann to p l a y  

the r e spective pa r ts . I had wo r ke d  w i th Torn on p revio u s  

p r o j e c ts and b e c a u s e  he m i s s e d  the i n i ti a l  aud i ti o n s  he w a s  

not unde r  cons i de r ation f o r  the o th e r  p roduction s . I found 
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Tom ' s vo i ce and l o o k  i ntr i gu i n g ,  a p e r f e c t  comp l ement to the 

ro l e  o f  A l c andr e . Mi ke Todaro ha s a dangerous qua l i ty whi ch 

made him an i d e a l  c ho i ce for Geronte and hi s abi l i ty to p l a y  

a w i d e  r a n g e  o f  c ha ra cte r s  s u i te d  Amanuens i s . 

T he f in a l  r o l e  to c a s t  was P r i damant . Thi s ta s k  was 

d i f f i cu l t  due to the l im i te d  numbe r  of o l d e r  acto r s  i n  the 

dep a r tment. Bruce H e rmann ente r ed the department i n  the 

s p r i n g  and had an imp r e s s i ve re s ume . T he r e  we re two p r ima r y  

advanta g e s  to c a sting Bruce a s  P r i damant. Fi r s t, he w a s  

o l der and cou l d  be l i evab l y  p a s s  f o r  G r e g ' s  f a the r a n d  

s e cond , h e  h a d  p r o f e s s ional exp e r i ence and a wo r k  e thi c that 

wou l d  bene f i t  the p r oduction . Un fortunate l y ,  Bruce was 

emp l o y e d  outs i de the u n i ve r s i ty and wante d  to focus on 

deve l o p i n g  a s o l i d  a c ademi c s ta r t  i n  the g r aduate p r o gr am. 

Afte r  much c a j o l i ng Bruce r e a d  and accepte d  the pa r t .  

A comp l i cation a r o s e  when G r e g  DeLeona rdi s ,  my 

p r ima r y  c ho i c e  for the son , a l s o  was cho s e n  for a s e cond 

the s i s  production whi c h  r a n  one month p r e c e d i n g  T he 

I l lu s i on . I r e a d  seve r a l  o ther acto r s  f o r  the p a r t  but none 

s e emed to po s s e s s  the a n ima l istic quali ti e s  that G r e g  

pos s e s s e d . T he o the r d i r e cto r and I found o u r s e l v e s  i n  a 

s ta l emate . Through the guidance o f  the f a c u l ty ,  the i s sue 

w a s  r e s o l ve d  b y  ta l k i n g  to the acto r . He a s s u r e d  a l l  

p a r ti e s  that he cou l d  accommodate both di r e cto r s  whi l e  



ma i n ta in ing his g r a du a te cou r s e  wor k .  W i th the c a s t  in 

p l a c e ,  r e he a r s a l s  began . 

P r e - b l oc king 
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I a l l otted the f ir s t  two cast meeting s  f or r e a d

thr ough s . The f i r s t  was conducte d  in my apartment with 

cha i r s  p l a c e d  in a cir c l e . I a ttempted to b r e a k  the 

di s com f or t  of a f ir s t  r e a ding and encou r aged the a c tor s to 

i n te ra c t  a s  a te am . I f e l t  this in f orma l a tmosphe r e  w a s  a 

good b e g inning to the p roce s s . Un fortuna te l y ,  one c a s t  

membe r w a s  in r e he a r s a l  for anoth e r  p r oduction a n d  cou l d  not 

a tte n d .  Much t o  my di s a ppointment, a s econd c a s t  memb e r  did 

not a ttend b e c a u s e  he w a s  s tu c k  in New Yor k waiting f or his 

r ide b a c k  to Richmon d .  Our s tage man a g e r  a s s umed the r ol e s  

and w e  wor k e d  thr ough the s c r i p t .  I i n s tructed the c a s t  not 

to r u s h  the r e ading . Howeve r ,  when the c a s t  began emoting 

with eve r y  l i n e ,  I encou r a ged them to pic k up the p a c e . The 

goa l of the r e a ding w a s  to h e a r  the voi c e s  of the oth e r  

actors who wou l d  eventua l l y  inhabit the c h a r a c te r s . A f te r  

the r ea din g ,  I a s k e d  the actor s what que s tions the y  had 

r e g a r di n g  the s c r ipt . A few of the s e  que s tion s w e r e : 

Are the s e  dif fe rent c h a r a cte r s  in dif fe rent p l a ys or 

one continuou s  s tor y with changing name s ?  

I n  what time p e r i od wou l d  the p l a y  b e  s et? 

W i l l  the f athe r  be r e unite d w i th the s on ?  
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Thi s l a s t  que s tion provoked a he a ted debate . I 

encouraged the c a s t  to go b a c k  to the s c r i pt f o r  answe r s . I 

o f fe re d  my opi nion that many o f  us de s i r e happy end i n g s  but 

man y  time s l i fe ' s  answers a r e  comp l ex and amb i guous . Bruce 

a c know l edged my opi nion but dis a g r e e d  s a y i ng that p l a yi n g  an 

ambiguous ending wou l d  ma ke the s how b i tte r . Ja s o n  

inte rvened s a ying that i t  i s  hi s cha r a c te r ,  Matamo r e ,  a n d  

the s e rvant, Amanue n s i s  who ho l d  the k e y  to the ending o f  

the p l a y . 

We con c l uded that the s i tuati on s  put on stage a r e  

s imi l a r  to s i tu a ti o n s  i n  da i l y  l i f e a n d  o n l y the names have 

been changed . T he names chang e ,  but the s i tuations and the 

cha ra c te r s  e s s en ti a l l y  r emain the s ame . The c ha r a c te r s ,  

a l though growing o l de r ,  continue i n  the s ame d e s tructive 

p a tte rn s . I n  a w a y ,  the cha r a c te r s  i n  the i l l u s i o n s  have 

been typ e c a s t  throughout the i r  c a r e e r s . 

I s ha r e d  with the c a s t  the de c i s i on to p l a c e  the s how 

in the e ig hte enth centu r y .  I a c knowl edged we were mov i n g  

the p l a y  forward a centu r y  to accommodate the c o s tume s .  

Thi s was to be a p e r i o d  p i e c e  with a contemp o r a r y  f e e l . I 

cited Dange ro u s  L i a i s o n s  a s  an example o f  how the pi e c e  

wou l d  be s ty l i z e d . P l a c i n g  the p i e c e  i n  a p e r i o d  a llows a 

s e p a r a tion f rom the aud i enc e . I n  a w a y ,  i t  a l ienate s  the 

audien c e  so the p a r a l l e l s  can be s e e n . 
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The c a s t  dis cu s s e d  Kushn e r ' s  examination o f  l ove. I 

purpo s e f u l l y  o f fe r ed few answe r s  and encouraged the c a s t  to 

que s tion the p l a y  and their c ha r acte r s . At this point, I 

acte d  a s  an obs e rve r ,  noting their que s tion s . The s e  

que s tion s  a n d  comments cou l d  be s imi l a r  to the o n e s  the 

audie n c e  might a s k .  At the end o f  the r eading J a s o n  note d  

that " Love i s  wo r k . "  Eve r yone a g r e e d  and we began the ta s k  

o f  c r e a ting T he I l l u s ion . 

T he s e cond r e ading wa s conducted in the r e he a r s a l  

space . With a l l  o f  the acto r s  p r e s ent, w e  began the s econd 

r ea ding of the tex t .  At the conc l u s ion of the p reviou s  

r e he a r s a l  I encouraged the a c to r s  to l o o k  u p  any un famil ia r 

words . I cou l d  te l l  that their unde r s tanding o f  their 

c ha ra c te r s  and the pie c e  had grown f rom the fir s t  reading . 

Throughout the r e a ding I d i s cu s s ed with the a c to r s  the 

subtl e s hifts in the i r  cha r acte r s  f rom the p l a y ' s  beginning 

to the p l a y ' s  end. Bruce came to the conc l u s ion that 

eve r ything in the p l a y  is a r e f l e ction o f  his c ha ra c te r . 

The the atre is mir r o r ing P ridamant ' s  l ife . One down fa l l  o f  

wor king in the r e hea r s a l  space was tha t the a c to r s  s eemed to 

shi f t  into a mo c k  p e r fo rmance mode . I encouraged them to 

k e ep l is tening and r e acting to their s c e n e  p a r tn e r s .  I t  w a s  

a l s o  a t  this r e a ding that I l a id down b a s ic g round r u l e s  f o r  

the p r o duction . With this common g round e s tab l is he d  w e  

cou l d  n o w  be gin b l o c k i ng r ehe a r s a l s . 
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Sho r tl y b e f o r e  the s e  rehe a r s a l s  began , I conta c te d  

Mr . Je f f  Matthews a t  W a s h i ngton Un i v e r s i ty i n  Web s te r  

Grove s , Mi s s o ur i . Je f f  i s  an a l umnus o f  the VCU the atre 

dep a r tment and s ta g e d  WU ' s  production of The I l l u s i on in 

1 9 9 5 . Je f f  h a d  the good fortune o f  wo r k i n g  w i th Kushne r on 

the WU p roducti o n . We comp a r e d  note s  and s h a r e d  s to r i e s . I 

exp r e s s ed my c o n fu s i on w i th the f i na l  l ine o f  the show : " No t  

i n  thi s  l i fe ,  b u t  i n  the n e x t "  ( 8 2 ) . Je f f  r e a s su r e d  me b y  

s a y i n g  " Don ' t  be a f r a i d  o f  the amb i gu i ty . P l a y  i nto i t . " 

We ta l ke d  a t  l en gth about the moment when P r i damant r u s h e s  

the s ta g e  a n d  c r o s s e s  the ima g i n a r y  bounda r y . We b o t h  

a g r e e d  that the moment s h o u l d  be f i l l ed w i th b l i n d i n g  li ght .  

I a s ke d  many que s ti ons and was r e li eved th at many o f  J e f f ' s  

answe r s  con f i rmed my s u sp i c i o n s .  Oth e r  answe r s  p r o v o k e d  

fur th e r  thought and d i s c u s s i on. H i s  i ns i gh t  w a s  i nva l u ab l e . 

B l o c k i n g  

H a v i ng d i v i de d  the p l a y  into 3 9  French s c e ne s ,  I 

wo r ke d  e a c h  s cene i n  a s imi l a r  wa y .  The a c to r s  r e a d  thr ough 

a s cene and then I a s ked them to p a r aph r a s e  the s cene u s i n g  

the i r  own wo rds . Th i s  imme d i a te l y  p o i n te d  up p l a c e s  whe r e  

the a c to r s  w e r e  c o n f u s e d  o r  unc l e a r . I then c r e ated a s p a c e  

f o r  the a c to r s  t o  p l a y . B e c a u s e  the f l o o r  p l an h a d  not y e t  

been deve l op e d ,  we e x p e r imented w i th d i f fe r ent ways o f  

s e tting e a c h  s ce n e . W i th i n  th i s  s p a c e  the a c to r s  w e r e  ab l e  
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to p l a y  f r ee l y  and c l a rif y the ir intentio n s . B y  the end o f  

rehe a r s a l s  the a cto r s  had a foundation o n  which the y  c o u l d  

wor k . 

I t  w a s  a l so du r ing the e a r l y s ta g e s  o f  b l o c king 

rehea r s a l s  tha t  f ight cho r e o g r aphe r  K y l e Zimme rman began to 

deve l op the s wo r d  p l a y  that wou l d  be inco rpo r a ted into the 

p roduction . I wo r ke d  with Kyl e on previou s  p r o j e c ts and 

knew he w a s  quite ve r s ed with the s ty l is tic conventio n s  o f  

the pe r io d ,  a s  we l l  a s  a cto r s a f e ty . K y l e  s ta rted b y  

s howing m e  a rough d r a f t  o f  wha t  the fights wou l d  l o o k  l ike 

in p e r f o rmanc e . After ma king comments and s u g g e s tion s , K y l e  

wor ke d  with the a c to r s  on an individua l b a s is and 

perio dica l l y  s howed me the ir p r o g r e s s ion . S e ve r a l  o f  the 

acto r s  h a d  l ittl e f ight experience , but by p e r f o rmance K y l e  

h a d  e r a s e d  their in s e cu r itie s . The r e s u l t  was v e r y  

convincin g  s w o r d  p l a y .  

The next s tep in th e b l o c king rehe a r s a l s  was to 

que s tion a l l  the choic e s  the c h a r a cte r s  w e r e  making . This 

c arne in the f o rm o f  b l o c king and voc a l  adj u s tments . I f  the 

choic e s  w e r e  not c l e a r  we wou l d  go b a c k  to the tex t  and 

que s tion l ine b y  l ine what the y  were s a yi n g  and why .  

A r e c u r r in g  p r ob l em s u r f a c e d  e a r l y  in r e h e a r s a l s  

invo l ving C h r is tine ' s  de l ive r y  o f  l ine s . Many time s the y  

l ac ke d  v a r iety and s eemed s l ow .  I t  w a s n ' t  until a fte r many 

r e he a rs a l s  tha t  we r e a l iz e d  tha t  her commanding image f o r  



h e r  cha r ac te r  wa s a s n a k e . Th i s  dev i ou s  c r e a tu r e  s l ipped 

and s l i th e r e d  but a l s o c a u s e d  h e r  to s l ow down her speech . 

4 4  

I a s k e d  C h r i s ti n e  to s ta r t  b r e a k ing up h e r  l i n e s  r a th e r  than 

runn i n g  them to g e th e r  and to cho o s e  mor e  a g g r e s s ive tacti c s . 

H e r  body l anguage a l so r e f l e cted p a s s ive c h a r a c te r i zation . 

She b e c ame c on s c i ou s  o f  h e r  cho i c e s  and we a ttempted t o  ma ke 

h e r  c h a r a cte r mo r e  dangerous and dr i ven . 

C h r i stine and I constantl y strugg l ed to f ind a common 

vocabu l ar y .  Man y  o f  my obs e rvations w e r e  e x te r n a l l y  b a s e d, 

" Your i n f l e c ti on i s  f a l l i n g  . . . Why don ' t  you f a c e  h im i n  th i s  

s cene ? "  Fo r eve r y  que s tion she s e emed to have an 

app r op r i ate answer but h e r  obj e ctive was not being conve yed 

c l ea r l y .  To me it s eemed that she was not own i n g  the l i n e s . 

I n  a l ate r r e he a r s a l  we di scove r e d  tha t  when h e i ghte n i n g  the 

i ntention b e h i n d  the l i ne , extr eme p a s s i o n s  bu r s t  to the 

s u r f a c e  and c r e a te d  a dynam i c  p e r f o rmance . 

A s e cond p r ob l em that I f a c e d  w a s  f i ndi ng time to 

r e he a r s e  the c h a r a cte r s  i n  the i l l u s i o n  v e r s u s  the 

characte r s  i n  the c ave . I found mys e l f  spending a ma j o r i ty 

o f  my time w i th the i l l u s i on s e quences wh i l e  the o th e r  

s e cti o n s , i n c l uding the mono l o g u e s  a t  the top and bottom o f  

the show , w e r e  s u f f e r ing . I a ttempted to r ecti f y  the 

s i tuation by a s k ing R i c k  S t .  Pete r ,  the a s s i s tant di r e cto r ,  

to wo r k  w i th o n e  o f  the g roups whi l e  I wo r ke d  w i th the 

o the r .  P r i o r  to r e he a r s a l s ,  Ri c k  and I wou l d  b r i e f l y  
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d i s c u s s  what needed to be accomp l i s hed i n  the g i ven scene . 

He wou l d  ta k e  the a c to r s  i nto an adj o i n i ng space and wo r k  to 

deve l o p  the p i e c e . At the end o f  the rehe a r s a l  I wou l d  l o o k  

a t  the s cene a n d  ma k e  comments a n d  adj u s tments . 

B y  the th i rd w e e k  o f  r e h e a r s a l , a f l oo r  p l an w a s  

f i na l i z e d .  T h e  p l a yi n g  space was de f i n e d  and I began to 

adj u s t  the b l o c k i ng to accommodate the p l an . 

S e qu e n c e s  w e r e  sma l l  enough tha t  the a cto r s  wou l d  

have the s cene memo r i z e d  by the end o f  r e h e a r s a l . Fo l l ow i n g  

the a dv i c e  o f  W i l l i am Ba l l l , I ran e a ch s c ene th r e e  time s . 

The f i r s t  w a s  a w a rm-up , i n  the s e cond we que stioned 

cho i c e s , and i n  the f i n a l  we s o l i d i f i ed cho i c e s . E a ch 

s eque n c e  h a d  a t  l ea s t  two r e h e a r s a l p e r i ods commi tted to i t .  

Dur i ng a r e he a r s a l  wh i c h  D r . C ampbe l l  a ttend e d ,  I 

found mys e l f comp l e tely immob i l i z e d. He commented tha t  the 

de l i v e r y  o f  the l i n e s  s eemed too f o rma l , appe a r ing empty, 

phony ,  and " s i gn i f i c a nt . " The c h a r a cte r s  d i d  not po s s e s s  an 

i n n e r  l i fe b e yond the tex t  and be l i evab i l i ty w a s  

que s ti on ab l e . I found mys e l f  s o  ove rwhe lmed w i th the l a c k  

o f  p l a u s ib i l i ty tha t  I d i dn ' t  know whe r e  to b e g i n . I found 

myse l f  unab l e  to r ecti f y  the s i tuation . I u r ged the a c to r s  

to l i s ten to e a ch o th e r , spe c i f i c a l l y  f o r  the tr i g g e r  wo r d  

tha t  tr i p s  the n e x t  l i ne , f o r c i n g  the p l a y  to move forward . 

lW i l l i am Ba l l ,  A S e n s e  o f  D i re c t i o n : S ome 
Obs e rvati o n s  on the Art o f  D i re c t i n g  ( New Y o r k :  Dr ama B o o k  
Pub l i she r s ,  1 9 8 4 ) .  
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Thi s r ectif i e d  the pacing of the s cene s ,  but the " fo rma l ity " 

rema i ne d .  

A f te r  s e ve r a l  r e h e a r s a l s ,  w e  di s cove r e d  tha t  the 

acto r s  w e r e  too concerned with the p e r iod ' s  s ty l is t i c  

r e qu ir ements . Their di ctio n ,  movements , and g e s tu r e s  w e r e  

too p r ec i s e ,  thu s  c a u s i n g  them t o  appe a r  f o rma l . T h e y  w e r e  

not emb o dy i ng the i r  c h a r a cte r s ; the y  w e r e  trapp e d  i n  

te chnique . We a ttempte d to r e s o l ve this by a dh e r ing l e s s  to 

the s ty l i s ti c  c o n c e r n s  o f  the p e r iod and g i v i n g  mo r e  

a ttention t o  the c h a r a cte r ' s  obj e ctive s and moti vatio n s . 

A f te r  wo r k i ng individu a l  s e ctions dur i ng the f i r s t  

four w e e k s  o f  r e h e a r s a l ,  I began to combine s ev e r a l  s e ctions 

dur ing the fifth and s i x th we e k s . Running mu l ti p l e  s e ctions 

i n  the s ame r e he a r s a l  a l l owed the acto r s  to unde r s tand the 

a c tion o f  the s ce n e s  and how the y  r e l ated to tho s e  tha t  

fo l l ow e d .  Run n i n g  A c t  1 and 2 on separ ate da y s  a l l owed me 

to dete rmine what n e e de d  to be wo r ke d  dur ing futu r e  

r e he a r s a l s .  The a c to r s  we r e  imp a ti ent w i th th i s  method, but 

I b e l ieve it a l l owed me to focus on specif ic p r o b l em spots . 

S e v e r a l  time s I u s ed improvis ation s  to captu r e  the 

r e a l ity o f  a mome n t .  B e c a u s e  the acto r s  w e r e  becoming 

f o rma l i z e d  i n  their dep i ction of the c h a r a cte r s ,  I used a 

contemp o r a r y  s ituation equ i v a l ent to the i r  s tage s i tu a tion . 

For e x amp l e ,  I a s k e d  S teve and G r e g  to p l a y  the s e cond r i v a l  

s e quence in a b a r . T h e  s i tu a tion w a s  the s ame but the y  we r e  
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a l l owed to c r e a te the i r  own d i a l ogue a s  long as it r e s emb l e d  

wha t  the ir char a c te r  w o u l d  s a y . We continued the e x e r c is e ,  

p l a c in g  their c h a ra c te r s  i n  the s i tuation and f ina l l y  u s in g  

Kushne r ' s  tex t  in the s i tuation . T h e  u s e  o f  improv i s ation 

s e emed to f r e e  the a c to r s ,  e s pe c i a l l y  C h r i s tine and Steve , 

f rom p o s tu r e s  wh i ch s e emed f o r c e d  on the i r  c h a r a cte r s . 

Magica l  e f fe cts 

Dur in g  the c o u r s e  of the p l a y ,  s e ve r a l  ma g i c a l  

e f f e cts w e r e  emp l o ye d ,  the f i r s t  e f fect b e i n g  A l c andre ' s  

appe a rance a t  the b e g i nning o f  the show . I n  in i ti a l  

p r o du c tion meetin g s , I d i s cu s s e d  w i th the s e t  and c o s tume 

de s i gn e r s  tha t  Al candre s h o u l d  bl end in w i th the s e t .  

D i s guising Al candre in the s e tting wou l d  ma ke h i m  s eem 

invis ib l e  to both P r i damant and the audience . At the 

appropria te moment A l c andre wou l d  move f rom h i s  po s i ti o n  and 

s eem to appe a r . Un f o rtunate l y ,  the idea wa s neve r ful l y  

r e a l iz e d  and w e  s e ttl ed w i th p l a c i ng Alcandre o n  a p l atform 

behin d  the audience .  The e f f e ct, wh i le not a s  mag i ca l , 

s til l c aught the audience ( and P r i damant)  b y  s u r p r is e . 

The s on ' s  f ir s t  appea rance b e fo r e  P r idamant a l s o  w a s  

g a r nish e d  with e f fe cts . The appea rance ma r ke d  the p l a y ' s  

point o f  a tta c k  and n e eded p r o p e r  a ttention and empha s i s . 

We a c comp l i sh e d  this b y  having the a cto r hidden b e h i nd the 

g a rden wa l l  as it wa s s e t  i nto po s i ti on on the revo l ve . B y  



adding smo ke and l i ghts and revo l v i n g  the ga r den wa l l  into 

the downstage po s i ti o n ,  the son s eeme d to magi c a l l y  appe a r . 
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A di s appe a r an c e  w a s  c a l l e d  f o r  a fte r A l candre i n c ants 

ove r Amanuens i s  a t  the end o f  Act 1 ( 5 0 ) . The de s i gn e r  had 

no p r a c ti c a l  s o l uti o n s  f o r  the e f fect s o  I wo r ked w i th the 

acto r  to c r e a te a ma g i c a l  tra n s f o rmation . We deve l oped a 

s e quence i n  wh i ch Amanuens i s  wou l d  s tep onto a movi n g  

revo l ve . S ta yi ng n e a r  the p e r iphe r y  o f  the revo l ve ,  

Amanuen s i s  went th rough a s e r i e s  o f  p o s tu r e s  conve y i n g  

p l e a s u r e , pa i n ,  tru s t, den i a l , a n d  f i na l l y ,  whi l e  r e a c h i n g  

f o r  the f a th e r ,  a non-vo i ced s c r e am . Coup l e d w i th s tage 

smo k e  and f l a s h i ng gobo s ,  the c h a r a cte r s e emed to p a s s  

through a va r i ety o f  s ta g e s  a n d  di s appe a r e d  i nto a vo i d .  A 

f l a s h  pot w a s  incorporated i n to the f i n a l  e f fect to pu l l  the 

audi ence ' s  a ttention awa y from the acto r ' s  ex i t .  The 

trans f o rmation s equence became h i gh l y  s ty l i z e d  and was an 

e x c i ti n g  momen t  i n  the producti o n . 

A s imi l a r  e f fect was c a l l e d  f o r  when P r i damant rushes 

the stage i n  the c l imacti c moment f o l l owing his s on ' s  de a th . 

The s c r ipt c a l l ed f o r  a g r e at r e d  curta i n to f a l l ,  P r i damant 

r u s h i ng tow a r d  i t ,  te a r i n g  it down on l y  to f i nd tha t  the 

i l l u s i o n s  have vani shed ( 7 8 ) . The s ce n i c  de s i gn e r  p l anned 

an e l abo r a te c o r n i c e  whi ch wou l d  be su spende d  ove r the 

r a i s e d  p l atform . W i th i n  th i s  c o r n i ce a curta i n  wou l d  be 

r i gged to f a l l at the approp r i a te time as i ndi c a ted in the 



s c r ip t .  By techn i c a l  runs , the c o rn i ce and a ccomp a n y i ng 

curta i n  h a d  not been r e a l i z e d .  Eventua l l y ,  the curta i n  

e f fe c t  w a s  e l i m i n a te d .  
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I s ti l l  wante d  the moment to b e  a h i gh contr a s t  

b e tween l i gh t  a n d  da r kne s s . O u r  s o lutions w a s  to u s e  f l a s h  

pots dur ing the c ro s sove r . B y  u s ing f l a s h  pots we w e r e  a b l e  

to tran s f o rm the moment when P r i damant c r o s s e s  the ima g i n a r y  

b a r r i e r  i nto a moment o f  b l i nding l i ght . Th i s  e f fe ct was 

qu i te unexpe c te d  and spe c tacu l a r . Un f o r tunate l y ,  because o f  

the i r  l i ghtl y c o l o r e d  c o s tume s ,  the audi e n c e  and P r i damant 

cou l d  s e e  the a c to r s  r i s e  f rom the i r  tab l e au and e x i t  o f f  

the s ta g e . 

The f i n a l  mag i c a l  e f fe c t  o c c u r r e d  du r i n g  A l c andr e ' s  

c l o s i n g  speech to P r i damant .  The f i r s t  e f f e c t  was to 

l ev i ta te a sma l l  r o c k  f rom the g round to h i s  hand and then 

a l low the r o c k  to s e em suspende d between h i s  hands . The 

method of a ccomp l i s h i n g  th i s  tr i c k  w a s  s imp l e . We ti e d  a 

b l a c k  th r e a d, w h i c h  w a s  connec te d  to a sma l l  r o c k  made o f  

S cu l p y ,  to Al c a n dr e ' s  c h a i r .  The a c to r  wou l d  a l l ow the 

thr e a d  to p a s s  o v e r  the b a c k  o f  h i s  hand and b e tween h i s  

m i ddl e f i n g e r s . As h e  s to o d  and wal k e d  tow a r d  the r o c k ,  i t  

s e emed to r i s e  to h i s  hand . Once i n  h i s  hand, the a cto r 

wou l d  maneuver h i s  o th e r  hand i n to p o s ition a l l ow i n g  the 

s tr ing and r o c k  to be suspended f rom the o th e r  hand . Th i s  

gave the i l l u s i on tha t  n o  s t r i n g s  w e r e  a ttached . B y  
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c o o r dinating the a c to r ' s  body posture and l ighting , shadows 

dis gu i s e d the s tr ing a tta ched to the chair . When A l c andre 

s a y s , " I  am . . .  a tired o l d  f a k e "  ( 8 2 ) , the s tr ing and e f fect 

we r e  r e ve a l e d  to the audience .  

The f in a l  ma gic tric k incorpo r a te d  into the show was 

a r o s e  wh i c h  vanished in a specta cu l a r  bur s t  of f l ame . This 

e f f e c t  was a c comp l is h e d  with f l a s h  paper and a r i gged match . 

A r o s e  bud w a s  made f rom f l a s h  pape r and c o l o r e d  

a c c o r di n g l y .  A s  the magician showed the r o s e  to P r i damant, 

A l candre r e a c h e d  ins ide his c l o a k  and withdr ew a l it match . 

The match w a s  wr apped in s a n dpaper and h e l d  in p l a c e  with a 

binde r c l ip .  The f o r c e  o f  removing the match from the c l ip 

l i t  the match. The match was touched to the paper f l ower 

and to s s e d  in the a ir whe re the paper and f l ame di s appe a r e d .  

T h e  e f f e c t  w a s  s tunn i ng . 

Fu l l  Runs 

Two w e e k s  p rio r to opening we began ful l runs . Each 

run was s tructu r e d  s imil a r l y . The c a s t  began a t  7 : 0 0 p . m .  

with a g roup wa rm-up con s i s ting o f  voc a l  and physic a l  

s tr e tch e s . I o c c a s iona l l y  wou l d  inte r j ect a specific wa rm

up a ctivi ty tha t  I wante d  the acto r s  to concentrate on 

dur i n g  the r e h ea r s a l . Then , on a s l ip o f  pap e r ,  the acto r s  

wou l d  w r ite a g o a l  f o r  the rehea r s a l . I kept the s e  goa l s  
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with m e  and dis c u s s e d  them with the a ctor s fol l owing the run 

tha t  evening . 

I typed spe cific note s and gave them to the a c tor s 

the fol l owing da y .  This a l l owed the actor s to l e ave 

rehe a r s a l  a t  a r e a s onab l e  hour and a l l owed me to give them 

ve r y  specific note s . 

Du r ing the f in a l  we e k  of fu l l  runs , I invited s e ve r a l  

col l egue s to be our te s t  audience . Acting a s  a mode r a tor , I 

encou r aged the a c tor s to a s k  the audience que s tion s about 

how their c h a ra c te r s  were p e r ceive d .  Much to our delight, 

many of the imp r e s s ion s we developed p l a y e d  convincin g l y to 

the audienc e . 

Technic a l  Rehea r s a l s  

T o  comp l ete s et constructi on b y  openin g ,  th e w e e k  

tha t  had been a l l otte d for te chnic a l  rehe a r s a l s  w a s  r e du c e d  

to thr e e  evenin g s . A c t  1 was r u n  on Sunda y  with l ights , 

s ound, and mus ic . Ac t 2 was run on Monda y with the s ame . 

Both evenin g s  took f ou r  hou r s  to f u l l y  te ch e a c h  a c t .  The s e  

evenings we r e  dif f ic u l t  f or the actors a n d  for m e  b e c a u s e  

the y  did not a l l ow f o r  acting deve l opments . Monda y ' s  r u n  

b e g a n  l ate r than s c h e du l e d due to te chnicia n s  attempting to 

pul l toge th e r  l a s t-minute s e t  details . 

We we r e  having tr oub l e  with the ga r den wa l l  and 

p ris on c e l l .  The ga r den wa l l  wou l d  not stand u n s upported 
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and c re a te d  s ightl ine and l ighting dif f ic u l tie s . S e v e r a l  

optio n s  w e r e  outl ined and eventua l l y  the probl ems w e r e  

r e c tifie d  b y  e l imina ting a l l  b u t  the ga rden doo r . I t  was 

dur ing the s ame r ehea r s a l  that the p r i s o n  c e l l  a l s o  was 

e l imin a te d .  T he entrance o f  the p r i s o n  f rom the f l y  l o ft 

w a s  intrus ive and dis tr acted f r om the action o f  the p l a y .  

E l iminating the c e l l  a l l owed f o r  a smoothe r trans i ti on into 

the e s c ape s e qu e n c e . I n  producti on , the p r ison was conve yed 

through l i ghting e f f e c ts . 

T u e s d a y  and W e dne sday w e r e  ful l runs with a l l  

technic a l  e l ements . T he r e  w e r e  the expecte d  te c hnic a l  

mis ta k e s  throughout the s e  runs but ove ra l l  I w a s  quite 

p l e a s e d  to s e e  the s how's fin a l  s hape . A p r e view audi ence 

on Wedn e s d a y  n i ght a l l owed us to te s t  the suc c e s s  o r  f a i l u r e  

o f  our e f f ects . Man y  p o s iti ve a n d  constructive comments 

fo l l owing the p r e v i ew a l l owed u s  to ma k e  f i n a l  adj u s tments 

to the s how . 

P e r f o rma n c e s  

T he I l l u s io n ,  f u l l y  r e a l i ze d ,  opened on T hur s d a y ,  

April 1 8 ,  1 9 9 6 ,  i n  the Raymond Hodges Theatre a t  the 

Virg i n ia Commonwe a l th Un ive r s i ty P e r f o rming Ar ts Cente r . 

T he opening and c l o s i n g  nights were s o l d  o u t .  I w a s  

imp r e s s e d  with the p e r f o rmances o f  the acto r s  a n d  

tec hn i cian s . T he c o s tume s l o o ked magnificent . I was qu i te 



p l e a s ed t h a t  t h e  a c t i o n  o f  the p l a y  never h e l d  for cos t ume 

or s e t  change s .  The en t i r e s how ran two hou r s , t we n t y 

min u te s  i n c l udin g  a f i f t e e n -m i n u t e  int e rmis s ion . 

A s igh o f  r e l ie f  c ame w i t h  t h e  f ir s t  communa l  

r e s p o n s e  f rom the audience . I was concerned t h a t  the p l a y  
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and it s s en s e  o f  mys t e r y  and da r kn e s s  might dis courage an 

audience f rom a c t ive l y  p a r t ic ipa t i ng . I f e a r e d  the 

p roduc t ion had l o s t  i t s  s e n s e  of humo r . The fir s t  l augh t e r  

r e a s su r e d  m e  t h a t  t h e  e f f e c t s  w e  p l anned we r e  wo r k ing . 

The b i gge s t  r e spo n s e  f rom the aud i ence c ame when 

A l c andre r e ve a l s  t h a t P r i damant ' s  son is  n o t  de a d ,  but an 

actor wo r k ing in P a r is . " You d i dn ' t  thin k  t h i s wa s r ea l ? "  

( 8 0 )  b rought pe e l s  o f  l augh t e r  f rom t h e  audi enc e . The 

e f f e c t s  h a d  wo r ke d  and the aud i ence had been foo l ed ! 

I a t t ended a l l  f i ve p e r f o rman c e s  o f  The I l l us ion . I 

kept encou r a g i n g  and cha l le n g i n g  the a c t o r s  and c r ew 

throughout t h e  run . I was v e r y  ple a s e d  w i t h  the end 

p roduct . The show ' s succ e s s  is due t o  t h e  h a rd wo r k ,  

l o ya l t y , and dedic a t i on o f  the c a s t  and c r ew . The 

p roduc t ion c l o s e d  Mon d a y ,  Apr i l  2 2 ,  1 9 96 .  



CHAPTER 5 

CLOS I NG ACT 

" We try to p l ea s e  our p a trons , don ' t  we my f r i end ? " ( 8 2 )  

A fte r a l l  the magic a n d  i l l us i on s  have vanis h e d ,  

A l c andre w a tches P ridamant l e ave the cave . A l c a n d r e  h a s  

succeeded b e c au s e  he h a s  evo ked a te a r  o f  remo r s e  a n d  found 

the pos s ib i l ity of l ove w i th i n  Pridaman t ' s he a r t .  Alc andre 

a l so has f a i l e d  because he could not change P r idamant's mind 

and actions . With a heavy s i gh ,  Al candre s ta te s  "I am . . .  a 

tire d  o l d  f a k e " ( 8 2 ) . S a y i n g  goodnight to c o l l eague 

Dog sbod y ,  f o rme r l y  Amanuensis, he s hu f f l e s  o f f . 

The mag i c i an ,  l i ke a directo r ,  i s  o n l y  a s  good a s  the 

il l us ion he conj u r e s . On l y  if the ma gicia n / d i r e cto r c r e a te s  

a n  environment in wh i ch h i s  aud i ence c a n  b e l ieve in ma gic is 

he succe s s fu l . I f  the e f fe cts fa i l ,  s o  does the ma g i c  and 

s o  doe s  the magician . 

I c r e a ted s e ve r a l  means o f  te sting the e f f e cts we 

c r e a te d  in production; f ir st, a p e r s o n a l  o b s e rvation and 

documenta tion of the p e r f o rmance s ;  s e co n d ,  a p o s t- s how 

dis cus s ion with the audience , a c to r s , and d i r e cto r ;  and 

third ,  ind i v i du a l  wr i tten c r i tiqu e s . 
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I wil l not apo l ogize f o r  cho ic e s  made in p r o duction. 

I b e l ieve that we ma ke the best cho ic e s  p o s s ib l e  unde r the 

given circumsta n c e s  and r e qu ir ements . I wil l ,  howeve r ,  

a c know l e dge m y  own s u c c e s s e s  and f a il u r e s  about m y  wo r k  a s  

dire ctor and, u l timate l y ,  a s  magician . 

55  

One of the mo s t  s u cc e s s ful cho ic e s  I made a s  dire cto r 

was my c a s ting o f  the p rodu c tion . I a s s e mb l e d  s ome o f  the 

mo s t  ta l ented and capab l e  individu a l s  in the dep a r tment f o r  

this p r o du c tion . E a c h  o f  the a c to r s  w a s  comp l ete l y  

committed to the ta s k .  Audience memb e r s  made s p e c if ic 

mention o f  the e n s emb l e  a c ting in which the r e  was a " high 

and c o n s is tent l ev e l  o f  a c ting . " l T he hon e s ty o f  the a c ting 

a l s o  was mentioned in the c r itiqu e s . I was f o r tunate enough 

to a s s emb l e  a g r o up of a cto r s  who l is tened to and r e a c te d  

o f f  o n e  anothe r . 

Many o f  the c r i tiqu e s  mentioned a c o he s ivene s s  o f  a l l  

the e l ements ( co s tume s ,  a c to r s ,  s ound, s e t) . B y  a l l owing 

the s e  e l ements to comp l ement and s e rve the a c tion of the 

p l a y ,  we c r e a te d  a wo r l d  into which the audience c o u l d  

f r e e l y  ente r . Like P r idamant, the audie n c e  ente r e d  the cave 

and b e c ame an a c tive p a r ticipant in the a ction . P r idamant ' s  

j ou r n e y  mir r o r e d  that o f  the audie n c e . 

Anothe r s u cc e s s  was the abil ity to p l a y  the a c tion 

moment by moment . B y  doing s o ,  the a c to r s  didn ' t  give away 

lAno n ymou s  audience membe r .  
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the ending o f  t h e  s how . I be l i eve t h i s  was i n  p a r t  b e c a u s e  

o f  t h e  wo r k  I h a d  done w i t h  Dav i d  Ba l l ' s  b a c kward ana l ys i s . 

As P r i dama n t  n o t e s  on hi s ex i t ,  "Al l t he s e  memo r i e s , 

and I ' ve f o r go t t en hi s name " ( 8 2 ) . Good di r e c t i n g  l e a ds t o  

powe r f u l  ima g e s  whi c h  app e a l  t o  audi ence emo t i on s  and l i ves 

i n  the i r  memo r i e s . S e ve r a l  memo r ab l e  images w e r e  men t i oned 

i n  t h e  eva l u a t i on s  and di s c u s s i on e s p e c i a l l y :  A l candr e ' s  

f i r s t  appe a r an c e , G e r o n t e  t owe r i ng over h i s  de s k  p e e r ing 

down a t  I s abe l l e ,  G e r o n t e  b r u t a l l y  dra g g i n g  I s abe l l e  by t he 

ha i r  a c r o s s  t he f l oo r ,  Alcan dre l evi t a t ing a g r a y  r o c k ,  

Amanuen s i s  di s appe a r ing i n  t he mi s t  dur i n g  t he 

t ra n s f o rma t i o n ,  Ma t amo r e ' s  comi c b i t s ,  spec i f i c  Amanuen s i s  

f a c i a l  expr e s s i on s , Theogenes and H ippo l yt a ,  t he f i n a l  

t ab l eau fo l l ow i n g  t he s t ab i n  t he thi rd i l l u s i o n ,  t he 

appea rance o f  t he moon , and both o f  t he de a t hs .  T he s e  

moment s ,  convi n c i ng l y  s t aged, promo t e  a s en s e  o f  awe and 

be l i e f  i n  t he p l a y ' s  r e a l i t y .  I t  is t h e s e  mome n t s  t ha t  

t e s t i f y  t o  t he mag i c  o f  t he a t re . 

My s t ronge s t  a s s e t  a s  a di r e c t o r  i s  t he wor k i n g  

r e l a t i on s hip I e s t ab l i s h  w i t h  t he a c t o r s . I coup l e  a s e n s e  

o f  humo r w i t h  t r emendo u s  p a t i ence to a r r ive a t  a proc e s s  

wh i c h  i s  f o c u s ed,  e n e r g i z e d, a n d  p l a y fu l . Dependi ng o n  t he 

goa l  o f  t h e  r e h ea r s a l ,  my beha v i o r  changes f rom t a s k  ma s t e r  

t o  t e am p l a ye r . I be l i eve i n  pos i t ive a f f i rma t i on and 

hone s t y  t o  f o s t e r  t he a c t o r ' s , a s  we l l  a s  t he cha r a c t e r ' s , 
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deve l opment . Ove r a l l ,  i t  i s  the ab i l i ty to e l iminate 

di s tr ac ti on s  and te l l  a s to r y  that dete rm i n e s  my s u c c e s s  a s  

a di r e c to r . 

Ano th e r  qua l i ty o f  a s u c c e s s fu l  di r e c to r  i s  to 

a c knowl e dge s h o r t  com i n g s . Becoming a good di r ec to r  o r  

mag i c i an ta k e s  p a ti ence a n d  p e r s ev e r a nc e . T h e r e  a r e  

s u cc e s s e s  and f a i l ur e s . On l y  by addr e s s i n g  the s e  

s ho rtcomi n g s  c a n  a di re c to r  i mprove h i s  c r a f t .  

Even dur i n g  p e r f o rman c e s  the production s u f f e red,  a t  

time s , f rom a l a c k  o f  be l i evab i l i ty .  Mo s t  audi e n c e  memb e r s  

c annot a rti c u l a te o r  p i n-po i nt a be l i evab l e  a cto r b u t  the y  

c a n  s e n s e  when s ome th i n g  i s  untrue . I f  the acting i s  

conv i n c i n g  the p e r f o rman c e s  w i ll b e  compe l l i ng . One o f  the 

f a u l ts o f  the r e he a r s a l  proc e s s  was movi n g  too qu i c k l y  from 

r e a d- th roughs i nto b l o c k i n g  r e h e a r s a l s . Acto r s  w e r e  a s ked 

to de f i n e  the s ce n e s  based on the i r  i n s ti n c ts of whe r e ,  how, 

and when the cha r a c te r s  wou l d  move . A f a l s e  a ttempt at 

o r g a n i c  b l o c k i n g ,  I r e a l i zed too l ate i n  the p r o c e s s  tha t  

the r e l a ti on s h i p s  b e tween the c h a r a cte r s  mus t  be c l e a r l y  a n d  

spe c i f i c a l l y  de f in e d . Fo r ex ample , the te rm f athe r / daughte r 

r e l a ti o n s h i p  i s  not s p e c i f i c  enough . I ndi stinct 

r e l a ti on s h i p s  caused the a c to r s , even i n  p e r f o rmance , to 

continu a l l y  de f in e  and r e de f ine the terms o f  the i r  

r e l a ti o n s h i p s . Patte r n s  we r e  l a i d  down too e a r l y .  The 

a c to r s  and di r e c to r  s ho u l d  have p robed, que s tioned,  and 



de f in e d  cha r a c t e r  be f o r e  b l o c k i n g  r e h e a r s a l s . The 

r e l a t i on s h i p s  shou l d  p r o v i de an out l in e  f r om wh i ch the 

b l o c k i n g  c a n  be d e r i ve d . 
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M a n y  o f  t h e  c r i t i qu e s  comment ed on t h e  produc t ion 

concept or l a c k  of one . The c l a s s i c a l  c o s t ume s c l a s he d  w i t h  

cont empo r a r y  i n s e rt s . I n  p l a c e s , t h e  concept w a s  " l umpy "  

and unde f i n e d . I had t roub l e  deve l op i n g  a g u i d i ng image o r  

produc t i on concept . I s aw no j u s t i f i c a t i o n  f o r  keeping the 

product i on s t r i c t l y  pe r i od o r  r e a son t o  l imi t cont empo r a r y  

r e f e rence s . I knew t h e r e  was a prob l em when s ugge s t i ng t h e  

addi t i on o f  t h e  s t e r e o  con s o l e  bene a t h  A l c andr e ' s  t a b l e .  

The s c en i c  de s i gn e r  rema r ked " You n e e d  t o  c a r e fu l l y  cons i de r  

t h a t  cho i c e  b e c a u s e  i t  chang e s  wha t the s how i s  s a yi n g . "  I 

de c i ded t o  kept t h e  e f f e c t  b e c a u s e  I be l i eved i t  was 

cons i s t a n t  w i th t h e  show ' s  s u rp r i s e s  and d i s i l l u s i on s . 

B y  t h e  f o u r t h  w e e k  o f  r e h e a r s a l ,  the show was 

becoming i n t e l l e c t u a l  and method i c a l . Pa t t e rn s  and g rooves 

had been e s t ab l i shed and it w a s  di f f i cu l t  to r e i nv i g o r a t e  

the p l a y  w i t h  humo r a n d  p l a y f u l n e s s . The e x t r emes i n  t h e  

t ex t  w e r e  l eve l i ng o u t  and I was unab l e ,  i n  m a n y  i n s t a nc e s ,  

t o  h e l p  t h e  a c t o r s  p l a y  e x t r eme s . I be l i eve t h e  root o f  the 

prob l em l a y  i n  t he i r  i l l -de f ined r e l a t i on s h i p s  and 

dimi n i s h e d  s t a ke s . 

Howeve r ,  I be l i eve t h a t  the proc e s s  t oward p roduc t i on 

was a p o s i t i ve e xp e r i enc e . The p l a y ' s  ma g i c  and t r i b u t e  t o  



the the a tr e  r ema ined compe l l i ng and appea l i ng . The 

producti on p l a ye d  e f fecti ve l y  to the aud i ence . A questi on 

in the w r i tten c r i ti que asked what the p l a y  was abo u t .  
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Answers w e r e  simi l ar . " L i fe i s  not a l ways what you want i t  

to be . "  I t ' s about " the i l l usions we c r e a te i n  our 

l ives . . .  when the ' truth ' i s  reve a l e d  it i s  not a s  p r e tty as 

the i l l usion . "  " Th i ngs a r en ' t  a l ways what the y  se em . " One 

i n d i v i d u a l  r e l ated the p l a y  to h i s  own l i f e ,  " I  o ften 

r e f l e cted on my own cho i c es when encounte r ed w i th a r omanti c 

r e l ationsh i p  and my own doubts and inab i l i ty to trust . . .  L i f e  

i s  r e a l l y  a se r i e s  o f  i l l usions . " These testimo n i a l s  ve r i f y 

tha t  the producti on c l e a r l y  and suc c e ssfu l l y  r e sonated w i th 

the aud i ence . 

" An i l l usi o n ,  though ingeni ousl y thought out and 

c l eve r l y  bu i l t up , demands inte l l i gent p re sentati o n ,  e l se i t  

i s  sti l l  a l i fe l e ss mach i n e . " 2 Successful i l l usions depend 

on coope r ation between the conj u r e r  and one or more 

assi stants . L i kew i se ,  the mag i c  o f  the a tr e  could not be 

possib l e  w i thout the contr ibutions of a ta l e nted te am 

wo r ki n g  toward a common go a l . I t  ta k e s  an abundance o f  

i ngenu i ty ,  thought, and techn i c a l  sk i l l  to b r i n g  i l l usi ons 

to l i fe . Thanks to a ta l ented te am, The I l l usi on r e a f f i rmed 

the reason tha t  we l ove the the a tre . I t  was ma g i c . 

20tto kar F i sch e r ,  I l l ustr ated Ma g i c  (New Yo r k : 
Macmi l l an P r e ss, 1 9 3 1 ) , 1 4 7 . 
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TRANS CR I P T I ON 

The I l l u s ion 

E x c e rp t s  f rom the Po s t - Show Dis cu s s ion 
Frid a y ,  April 1 9 ,  1 9 9 6  

T ra n s c rip t ion prepared by 
E l iz ab e t h  Vande k e r c khove and S t even Ha rde r s  

Dire ct o r : I t ' s  n o t  v e r y  o f t en t h a t  we g e t  a chance t o  t a l k  
t o  t h e  audie n c e  a n d  w e  j us t  wanted t o  g e t  s ome o f  your 
t hough t s  and r e a c t io n s  to the p l a y . Maybe if it made you 
t hink about s ome t hing in your own l ife or maybe n o t . S o  I 
j us t  want t o  open it up and s t a r t  it o f f  with a s king you 
a l l  if t h e r e  w e r e  c e r t a in p l ac e s  in the p l a y  or c e r t a i n  
momen t s  t h a t  y o u  r ememb e r  f r om t h e  p l a y  now t h a t  it ' s  a l l 
ove r ?  C e r t a in imag e s  o r  mome n t s  t h a t  you r ememb e r  
specific a l l y  t h a t ' s  wha t I ' m r ea l l y  int e r e s t e d  in . I s  
t h e r e  a n y thing t h a t  come s out - j umps t o  mind? 
Man # 1 : When Ja s o n  ( Ma t amo r e )  had that speech about the 
moon . 
Dir e c t o r : Abo u t  t h e  wha t ?  
Man # 1 : The moon . 
Dire ct o r : The moon . 
Man # 1 : The spe e ch down s t a ge . 
Dir e c to r : And w a s  it t h e  speech it s e l f  t h a t  you l iked o r  
M a n  # 1 : Y e s . 
Dir e c t o r : O k a y . 
Man # 1 : And J a s on I n o t iced - - That w a s  a wonde r fu l  
moment .  
Dire ct o r : O k a y  good . What e l s e ?  
Woman # 1 :  I w a s  r ea l l  y s t ru c k  by t h e  ending when it was 
a l l  r e ve a l ed . I t  j us t  made me t h in k  o f ,  you kno w ,  t h e  s to r y  
o f  when y o u  wou l d  have t o  t e l l  your p a r e n t s  you ' re g a y  and 
you s it t h em down and you s a y  " I  have a b r a in t umo r "  and 
your p a r e n t s get r e a l l y  sad and then you say " No ,  I ' m j us t  
g ay . " [ l aught e r ]  
Dir e c t o r : Jus t  a j o k e ! [ l augh t e r ] 
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Woman # 1 : I t  j us t  s t ru c k  me a s ,  you know , t h i s  r e a l l y, you 
kno w ,  h i s  way o f  ma k i n g  a s t a t ement t hr ough t h a t  tongue
c l i c ki ng t h i ng b e c a u s e  you kept t h i n k i ng about h i s  t ongue 
b e i ng gone and t h a t ' s , a s  I was hea r i ng that s ound ( m a k e s  
sound) , I t h o u g h t  " How do y o u  make t h a t  s ound? " and t h e  
onl y  w a y  y o u  can ma k e  t h a t  s ound i s  w i t h  your t ongue. S o  
f o r  s ome r e a s o n  t h a t  w a s  ano t h e r  t h i n g  t h a t  r ea l l y  s t r u c k  
m e .  I t  w a s  i n t e r e s t i n g .  
D i r e c to r : O k a y ,  good. What o t h e r  t h i ng s ? 
Woman # 2 : I l i ke d  how the f a t h e r  was por t r a ye d  on the 
o t h e r  wo r l d .  
D i r e c t o r : I n  t h e  o t h e r  wo r l d? O ka y . 
Woman # 3 :  The h an dk e r c h i e f  t h e  handi n g  o f  t h e  
handke r ch i e f  b a c k  t o  the f a t h e r  was p a r t i c ul a r l y  i n  t h a t  
Mi k e : S e e  S t eve , I t o l d  you peop l e  wou l d  c a t ch t h a t  
[ l augh t e r  J 

Woman # 3 :  That was one t h i n g  t h a t  - - t h e  w a y  t h a t  Bruce 
( Pr i dama n t )  j u s t  went Oh my God -- That b r i e f  g l imp s e  o f  

s e l f .  
D i r e c t o r : G l imp s e  o f  s e l f .  Ye s ,  r i gh t ,  o ka y .  
Woman # 3 :  I t  w a s  goo d .  
D i r e c t o r : Good, y e s . 
Man # 2 : The s cene i n  t h e  s e cond a c t  be tween J a n i n e  and 
G r e g , ( Hi ppo l yt a  and Theogene s )  t h e  very l a s t  s cene was 
j us t  l i ke r e a l l y  l o n g ,  they were l i ke s o  conne c t e d  t o  e a ch 
o t h e r  t h a t  t h e y  j us t  s e emed so,  s o  immedi a t e  t o  me - - t h e y  
w e r e  r e a l l y  wo r k i n g  o f f  e a ch o t h e r  s o  much i n  t h a t . I w a s  
r ea l l y  f o c u s e d  i n  on t h a t  moment .  I t ' s  t h e  l o n g e s t  I ' ve 
eve r been f o c u s ed,  u s ua l l y  I ' l l be f o c u s e d  f o r  l i ke two 
m i nu t e s  and the I ' l l be l i ke ( ac t s  out di s t r a c t i on) , and 
t h e n  I ' l l go b a c k ,  b u t  it was l i ke boom ( m a k e s  f o cu s i ng 
g e s tu r e ) and a l l  i t  was j us t  two a c t o r s  on s t a ge . I t  was 
r e a l l y  i nt e n s e .  
D i r e c t o r : Al r i gh t ,  o k a y ,  g o o d .  Any o t he r s ?  O k a y, l e t  me 
a s k  you t h i s . When do you t h i n k  you w e r e  h o o k e d  i n t o  the 
wo r l d  of t h e  p l a y ?  When di d t h i s  p l a y  h o o k  you? No t 
n e ce s s a r i l y  when t h e  way t h a t  I di d i t  hooked you , but when 
di d a l l  o f  a s u dden you say ' He y ,  t h i s p l a y  has g o t  me and 
I ' m g o i n g  w i t h  i t ' ?  Do you have a spe c i f i c  momen t ?  Or 
some t h i n g ?  
Woman # 4 : When G r e g  ( Ca l i s to) sme l l e d  t h e  bench . 
[ l augh t e r  J 

D i r e c to r : O k a y. T h a t  w a s  t h e  h o o k  f o r  you . O k a y . 
Man # 1 : R i ght b e fo r e  i n t e rmi s s i o n  when Mi cha e l  
(Amanuen s i s) c r o s s e d  i n t o  that wo r l d .  

D i r e c t o r : O k a y. T h a t  was t h e  h o o k  f o r  you . 



Man # 1 : Y e s . 
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Dire c to r : The trans fo rmation . O ka y . Going ove r . Y e s . And 
tha t ' s  it, huh ? The r e s t  o f  you I didn ' t  get? [ l aughte r ]  
Woman # 3 :  That ' s not true ! 
Dire c to r : O ka y .  
Woman # 3 :  T h e r e ' s  s o  many things .  (an a c to r  ma k e s  g e s tu r e )  
We l l  the r e  w e r e . 
Dir e c to r : W e l l ,  n ame one . 
Woman # 3 :  Why do I have to do a l l  the ta l kin g ?  [ l aughte r ]  
No , I thought tha t  what was s o  inte r e s ting is tha t  you 
thin k ,  we l l  having a l r e ad y  vis ited the p l a y  be f o r e ,  it was 
l ik e  " Oh ,  P r idama n t '  s r ea l l y  dumb for not knowing tha t  
the s e  a r e  a c to r s , " b u t  tha t ' s  a fte r s e e in g ,  you know , 
r e a ding it mys e l f .  But what ' s s o  inte r e s ting is how 
eve r ybody f its into the ir l ittl e  s to c k  mo l d s , but you can 
watch them g row up a t  the s ame time . The fir s t  s c ene , you 
know the y ' re the r e a l ,  l ike I f o r g e t  the c o r r e c t  I ta l ian 
wo r l d  for it, but the y ,  the y ' r e the young l ov e r s  and then 
the y ,  you w a tch them grow up to geth e r  in the s e  r o l e s  a t  the 
s ame time . I t ' s l ike , you know, v e r y  much l ike how the y  
woul d  have g rown u p  i f  the y  r ea l l y  were a c to r s  in you know , 
the p e r io d . 
Dir e c to r : O k a y . 
Woman # 3 :  S o ,  I l iked tha t .  I l iked the way S teve 
( riva l / pr in c e )  was a l wa ys this cha rming vil l a in .  He was 

never [ l aughte r ]  a me a n ,  a w f u l  vil l ain .  He was a l wa y s  a 
vil l a in tha t  you w e r e  l ike "Oh you know that k i nd o f  s u c k s  
tha t  he ' s  a bad guy . " [ l aughte r ]  
Dir e c to r : What about the , what about the young l ove r ,  the 
l o v e r  b o y ,  how did you f e e l  about tha t  guy? D i d  you l ike 
him? Do you know who I ' m ta l king about - - this guy r ight 
h e r e  ( po in ts to G r e g / s on) . His c h a r a cte r . How wou l d  you s a y  
you f e l t  about him? I mean did you l ike him o r  didn ' t  you? 
Was it sad tha t  h e  died or were you g l ad tha t  he died or 
what w a s  your r e spon s e  to him? 
Man # 3 :  I t  w a s  kind o f  inevitab l e . 
Dire c to r : I n evitab l e . O ka y .  S o  he w a s  kind o f  f ated to . . .  
Man # 3 :  I mean . You didn ' t  want it to happen , but you knew 
it wou l d . I me a n ,  not the way the p l a y  was set up , j u s t  the 
w a y ,  if you r e l a te it to r e a l  l if e . To me it w a s  k ind o f  
s e l f - d e s tr u c ting type o f  thing to b e  s o  p a s s ionate about 
eve r ything . It s e emed it wou l d  be an ongoing l ove , I mean 
it wou l d  have to end sooner or l ate r . 
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D i r e c to r : Urn huh . We l l  then wha t  do you t h in k ,  I me a n ,  Do 
you think tha t  moment t h a t  big s cene he wa s t a king about a t  
the ve r y  e n d  he s a y s  ' fo rever f a i  th ful ' s o  you don ' t  
thi n k  tha t  w a s  r ea l ?  
Man # 3 : I don ' t  know . I j us t  kept r e l ating it to my l ife 
[ l aughte r ]  

D i r e c to r : T h at ' s o ka y .  
Man # 3 : I mean in the pa s t ,  b e f o r e  I met Kari,  t his is 
g o i ng to sound r e a l l y  rehe a r s e d ,  but b e f o r e  I a c t ua l l y  met 
Ka r i ,  I w a s  l ike tha t . I kept , I kept f inding j us t  the 
cha l l enge of - -
D i r e c to r : Yep . [ l aughte r ]  
Man # 3 : I mean j us t  t h e  cha l l enge o f  mee t ing s omebody j us t  
t o  m e e t  them and o n c e  y o u  me e t  them y o u  kind o f  go ' We l l  I 
wond e r  if I cou l d  me e t  t hem ( po in t ing a n o t h e r  dir e c t ion) 
Dir e c to r : Uh huh . 
Man # 3 : You kno w ,  it ' s  s omewha t  l ike , I gue s s  t h e  not 
be i ng ab l e  to have . You know and at times you can do t ha t . 
You c a n  be wi t h  s omebody and j us t  f e e l  comfo r t a b l e  wi t h  
them, but t h e n  i n  the b a c k  o f  y o u r  mind you ' re gonna go , ' I  
wonde r i f  . . .  ' You know , if you can j u s t  c a r r y  t h a t  o u t  but 
s t i l l  b e , you kno w ,  ' I ' m w i t h  you f o r eve r ,  but t onight - - ' 
Di r e c to r : Ove r h e r e . Righ t . Oka y . 
Man # 2 : I found myse l f  changing e v e r y  l ike s cene whe t h e r  I 
l i ked h im o r  n o t . I l iked him in one s c ene and then it 
s e emed l ike ' Oh ,  he ' s  such an a s s ho l e ' and then ' Oh no , I 
l i ke h im . ' ' No ,  I don ' t . ' That wa s ,  t h a t  t o  me made t h e  
cha r a c t e r  b e c a u s e  I t hin k he ' s  the kind o f  c h a r a c t e r  t h a t  
you ' re not,  I don ' t  know , f o r  m e  you ' r e n o t  s upp o s e d  t o  
l ik e  h im o r  n o t .  I t hin k it ' s  l ike the f a c t  t h a t  he ' s  
muta b l e  l i ke t h a t  is what ' s  s o  a t t r a c t ive about him . That 
one moment you ' r e l ik e  ' Wo w ,  t his guy ' s g r e a t ! '  and the 
n e x t  you ' r e l ike ' Oh ,  God . What a l o s e r ! '  ' He ' s  g r e a t . '  
' Oh ,  but he ' s  n o t  f a it h f u l . '  Oh , you know all t h e s e  thin g s  
and the momen t  w h e n  he s a y s  he ' l l be f a it h f u l  - - I don ' t  
b e l ieve him f o r  a s econd . I don ' t  t h i n k  a n yone cou l d  and 
tha t ' s  part of the a t t r a c t ion of it . That you know he ' s  n o t  
going to be . 
D i r e c to r :  O k a y . S o ,  y e s . 
Woman # 1 :  I w a s  going to s a y  t h a t  I thought the b e t r a y a l  
w a s  e x c e l l e n t  in t h a t  I f e l t  he w a s  a l wa ys ve r y  l ikab l e  and 
a t tr a c tive a l though you didn ' t  tru s t  him .  But then you ' d  
l i ke h im a g a in b e c a u s e  he did s ome t h in g  t h a t  w a s  j u s t  
endea r ing o r  j u s t  s u c ke d  you in j us t  - - I t hin k a l o t  o f  
tha t  w a s  t h e  a cto r in j u s t  re a l l y  c r e a t ive choic e s . 
Dir e c to r : Y e s . 



Woman # 1 : And r e a l l y  inte r e s ting to watch and s tu f f . 
Dire c to r : He ' s  l ike tha t  in r e a l  l i f e . [ l aughte r ]  
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Woman # 1 : But you wou l d  l ike him b e c a u s e  he wou l d  do 
s omething so inte r e s ting tha t  wou l d  pul l  you in a g a in 
Man # 4 : Y e s ! 
Woman # 1 : That w a s  the acting . 
Dir e c to r : Good . 
Man # 4 : I think you ' ve got to s e e  the p a ra l l e l  b e tween the 
f a th e r  a n d  the s o n  in that,  b e c a u s e  the f a th e r  do e s  the 
e x a c t  s ame thing at the be ginning o f  the p l a y . But once 
a g a in we b e l ieve ' Oh ,  I ' l l do anything . I ' m g o ing to go to 
my s o n . I ' m g o in g  to emb ra c e  h im - - What? He ' s  an acto r ? ' 
[ l aughte r ]  

Woman # 1 : Right . 
Man # 4 : We wou l d  have to s e e  tha t  p a ra l l e l  which I thin k 
you did ve r y  we l l .  
Dir e c to r : Y e s . I mean s o  h e r e ' s  this guy who is s o  anti
emotio n a l  and the who l e  p l a y  he ' s  ove r h e r e  going (body 
conto r tion s  & voc a l iz a tion s ) Right? He ' s  getting s o  
invo l v e d ,  r ight? 
Woman # 1 : Y e s , tha t ' s  it ! 
Dir e c to r : Al l the way thr ough. [ l aughte r ]  S o  do e s  he 
( Pr idaman t )  go see h is son o r  not? 
[ long paus e ] 

Woman # 3 :  No . I don ' t  thin k he do e s . 
D i r e c to r : You don ' t  think s o ?  
Woman # 4 : Oh , I dis a g r e e . 
Man # 1 : W e l l ,  he ' s  got 1 2  mo r e  emoti ons to go b e f o r e  he 
even g e ts the r e . 
Dir e c to r : You thin k he do e s  go? 
Woman # 4 : Y e s . 
Man # 3 :  I thin k he do e s ,  but not r ight away and not s o  
s oon . I thin k h e  might get a round t o  i t  if he ' s  in the 
n e ighbo r h o o d . [ l aughte r ]  
Dir e c to r : O ka y .  Oth e r  opinions ? 
Woman # 2 : I thin k he might die b e f o r e  
Dir e c to r : The f a th e r  might die ? Y e s , 
and h e  n e e d s  h is va l e rian drop s . Y e s . 
Opin io n s  on tha t? 
[ pa us e ]  

h e  g e ts the r e  
he ' s  g o t  a p r o b l em 

O k a y ,  anybody e l s e ?  

Dir e c to r : Actua l l y ,  you know , a t  the f ir s t  r e a d  th rough o f  
the p l a y  w e  a l l  fought o v e r  tha t .  W e  w e r e  f ighting wheth e r  
the f athe r  a c tu a l l y  g o e s  to s e e  the s o n  o r  n o t .  And s o  I 
think in the e n d ,  the w a y  it ' s  w r i tten ,  it kind o f  p l a ys 
tha t  he s a y s  ' Ok a y ,  I ' m gonna go s e e  my son , he ' s  a l ive , 
he ' s  a l ive ' and then it ' s  the who l e  a c to r  bit . 
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D i r ec tor (cont) : " We l l ,  i f  the roads a r e  not too mudd y "  s o  
I th i n k  i t ' s  s uppos e d  to be tha t  kind o f  ' I ' m not sure 
i f  he wil l or n ot . ' But us Romantics a t  h e a r t  say ' He y ,  
he ' s  going . '  [ l aughte r )  
Ja s on : P r e c i s e l y .  [ l aughte r ) 
D i r ec tor : Do you know why this , my f a th e r  a s ked me th i s ,  
s o  I want to s e e  i f  you have a n  answe r . Do you know why 
thi s  guy ( ge s tu r e s  to J a s on /Matamor e ) come s on a t  the end? 
[ l aughte r )  

Woman # 3 :  We l l  . . .  
J a s on : I know . [ l aughte r ) 
Woman # 1 : I didn ' t  know . 
Woman # 3 :  I t ' s s or t  of l ike it ' s  a p l a y  but it is r ea l . 
T h e r e  a r e  r e a l l y  p e op l e  l ike the s e  peop l e  who a r e  ons tage . 
I t ' s n ot j us t  an il l u s ion or j us t  a p l a y . I t ' s ,  you know ,  
what c ou l d  r e a l l y  be happening . I t  s ort o f  tie s the whol e 
thing toge th e r  a s  a ,  you know ,  P r idamant wan ts to b e l ieve 
tha t  h i s  s on is w a s ting h is l ife as an a c tor . He wants to, 
but h e  do e s  want to be l ieve tha t  he is a pumme l e r  of 
a r is toc r a ts a t  the s ame time s o  it cou l d  happen and I think 
tha t ' s  what it ma k e s  you b e l ieve - - and the r e ' s  hope at the 
end . 
Di r e ctor : O k a y . Any oth e r  opinions on that? 
Woman # 4 : I t  keeps the i l l u s ion a l ive . 
Dire c tor : I t  keeps the il l us ion a l ive . 
Woman # 4 : I t  te a s e s  u s  
Dir e ctor : O k a y . 
Janine : P a rt 2 .  
Bruce : Y e s . 
Dire c tor : What,  h ow did you f e e l  about his c h a r a c te r ?  
(ge s tu r e s  to J a s on /Matamore) I mean how did h e  ma ke you 
fe e l ?  Did you l ik e  him? [ l aughte r )  Did you thin k he was 
cute or did you thin k he was nice or did you thin k he 
thought he w a s  r e a l l y  funny but wasn't? Or did he ma ke you 
h appy ?  
Woman # 4 : Y e s . 
Man # 2 : H e  w a s  c omic re l ie f  in a l ot of ways . 
Dire c tor : O k a y  
M a n  # 2 : For s ome of the oth e r  s tu f f  tha t  was he avie r . 
Dir e ctor : D i d  you f e e l  a n y  dif f e rent toward h im a t  the 
end ? 
Woman # 2 : At first I k ind of f e l t  s or r y  f or h im b e c a u s e  he 
s e emed j us t  l ike , k i nd of a n e r d ,  then [ l aughte r ) I 
r e a l iz e d  tha t  he w a s  r ea l l y  menta l l y  il l .  [ l aughte r ) 
Dir e ctor : That ' s much b e tte r than being a n e r d . [ l aughte r ) 
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D i r e c t o r : S o  t h a t ' s  the end o f  t h a t  one r i gh t ?  Anybody 
e l s e  want t o  r e spond? How you f e l t  about h im? O k a y ,  t ime ' s  
up . [ l aught e r ]  W h a t  wou l d  you s a y ,  how wou l d  you d e s c r ibe 
t h e  r e l a t i on s h i p  be tween the ma g i c i an and h i s  l i t t l e  buddy 
(Amanuens i s )  ? [ l aught e r ]  How wou l d  you de s c r ibe that 

r e l a t i on s h i p ?  Do you know wha t  I me an by that? I s  t h a t  t o o  
vagu e ?  
Woman # 2 : I t ' s  a lmo s t  k i nd o f  l i ke a f a t h e r / son t h i ng . 
D i r e c t o r : A f a t h e r / son r e l a t i o n s h i p . O ka y .  
Man # 4 : Pa r t  o f  me w a s  exp e c t i n g  a s w i t ch a t  the end wh i c h  
a lmo s t  happened but d i dn ' t  qu i t e . I don ' t  know i f  t h i s  i s  
Kushn e r  i n  t h e r e  o r  no t ,  b u t  s ome t h i n g  t o  the e f f e c t  o f  t h e  
ma i d  a n d  t h e  mi s t r e s s  swi t ch i n g  p l a c e s -
M a n  # 4  ( cont ) : - I  w a s  wond e r ing i f  t h e r e  wa s g o i n g  t o  be a 
swi t ch between who r e a l l y  was the ma g i c i an a t  the end and 
who w a s n ' t .  
Janine : Aah ,  wh i ch i s  t h e  ma g i c i an ,  
Tom : And wh i ch i s  t h e  mou t hp i e c e . 
Man # 4 : Ye s ,  e x a c t l y .  
D i r e c t o r : T h e y  a c t  l i ke t h e y  p l anned i t  t h a t  way . 
J a s o n : W a i t  a m i n ut e . I wond e r ?  
M a n  # 2 : D i d  you p a y  h i m  t o  s a y  tha t ?  
Di r e c t o r : O k a y ,  s o  wou l d  you s a y ,  t h a t  t h e y  we r e ,  t h a t  i t  
was l i ke a husband /w i f e  t h i n g ?  [ l aught e r ]  
D i r e c t o r : Wou l d  you s a y  t h a t  i t  was l i ke a p e t  and an 
own e r  of a p e t ? 
Man # 3 :  ( nods ) 
D i r e c t o r : You wou l d  s a y  t h a t ?  W o u l d  you s a y  t h a t  i t  was a 
l o v i ng r e l a t i on s h i p ?  Or abu s ive r e l a t i o n s h i p ?  Or n e i t h e r ?  
M a n  # 5 :  I t ' s  a wo r k i ng r e l a t i onsh ip . [ l aught e r ]  
Di r e c t o r : T h e y  wo r k  t o g e t h e r ?  
Man # 2 : I t ' s  s o r t  o f  l i ke C l ove and Ham in Endgame . 
D i r e c t o r : O ka y .  
Woman # 3 :  I t  m a k e s  you a s k  a l o t  o f  que s t i on s  l i k e  how d i d  
he ( A l c andr e ) f ind h i m  (Amanuens i s ) ? H o w  d i d  the mag i c i an 
f i nd h i m  and how d i d  he convince h i m  t h a t  p i e r c i n g  h i s  
e a rd r ums and t a ki n g  o u t  h i s  t o n gue was a good i d e a ?  
[ l augh t e r ]  H o w  d o  y o u  a c t ua l l y  be come a mag i c i an ?  

D i r e c to r : I ' l l be f r i ends w i t h  you? [ l aught e r ]  
Woman # 3 :  I t  j us t  ma k e s  you , i t  ma k e s  you t h i n k  abo u t  a l l  
t h e  po s s ib i l i t i e s  o f  how t h e y  got t o g e t h e r  and then a g a i n  
i t  ma k e s  y o u  a l s o t h i n k  ma ybe t h e y  j us t  s o r t  o f  appe a re d  
l i ke t ha t . T h e y  a r e  mag i c . 
D i r e c t o r : O k a y . D i d  you have a favo r i t e  ma g i c a l  e f fe c t  i n  
t h e  show? [ l aught e r ]  An e f f e c t  t h a t  y o u  thought r e a l l y  
wo r ked? 



7 2  

Man # 2 : The ve r y  b e g i nn ing o f  t h e  p l a y  when h e  ( P r i d aman t ) 
j u s t  l i gh t s  a ma t ch i n  t h e  m i dd l e  o f  the da r k  s t age . To me 
t h a t  was the mos t  ama z in g l y  v i s u a l  e f fe c t  o f  the even i n g . 
Woman # 1 : I t h i n k  i t  was t h e  end o f  the f i r s t  a c t ,  I j us t  
l i ke d  when he (Amanuens i s )  went i n t o  the wo r l d  and the 
revo l ve was t u r n i ng and the l i gh t ing e f f e c t s  it was 
beaut i fu l . And he w a s  mov i ng t h rough it and I thought that 
was b e a u t i fu l  
D i r e c t o r : O k a y . S o  t h a t  t rans f o rma t ion when he was 
c ro s s i n g  o v e r . 
Woman # 1 : Y e s . 
D i r e c to r : S o  nobody l i ked t h e  r o c k ?  [ l augh t e r ]  
T e c hn i c i an # 1 : I l i ke d  i t  when Tom a lmo s t  s e t  t h e  s e t  on 
f i re . [ l aught e r ]  
M i k e : I w a s  go i ng t o  g e t  the f i re e x t ingu i s he r . 
D i r e c to r : Good . We ' l l t r y  t o  do t h a t  a g a i n . [ l aught e r ] 
Woman # 2 : I l i ke d  i t  when he ( Ca l i s t o )  f i r s t  c ame o u t , 
when G r e g  f i r s t  appe a re d . 
D i r e c t o r : Uh huh . 
Woman # 2 : That was a good e f f e c t  I t hough t , w i t h  the 
smo ke . 
D i r e c to r : O k a y . 
Woman # 1 : I l i ke d  t h e  e f fe c t  up t h e r e  t o o . I w a s  s i t t ing 
r i ght up there ( po in t s  t o  h e r  s e a t ) and i t ,  I was very 
surpr i s e d ,  you know , when the l i ght was - -
D i r e c t o r : When A l c a n d r e  app e a r e d  t h e r e ?  
Woman # 1 : I n  t h e  b e g i nn i n g . Y e s . 
D i r e c to r : I s  t h e r e  a n y t h i ng you wan t e d  t o  a s k  the a c to r s ?  
Man # 3 : How h a r d  w a s  i t  t o  keep changing t h e  names f rom 
the o t he r wo r l d s ?  T o  r ememb e r  wh i ch name eve r y  t ime t h e y  
c ame o u t ? 
S t eve : I t  w a s n ' t  h a rd a t  a l l . 
Chr i s t i ne : We ' d  g e t  u s e d  t o  i t . 
G r eg :  I n e v e r  h a d  a prob l em . 
Jason : H e  t r a i n e d  u s  l i ke dogs . [ l augh t e r ] 
D i r e c to r : S o r r y  i t ' s  n o t h i ng l i ke ' I  had i t  w r i t t en i n  my 
c o a t . '  [ l aught e r ]  W h a t  e l s e ?  
Man # 5 :  I have a comment and a que s t i o n . I h a d  t h e  good 
f o r t une t o  s i t  i n  on one of the r e h e a r s a l s  and two t h i ng s  
s t ru c k  me t o n i gh t . Rea l l y  I w a s  qu i t e  t a ken w i th t h e  
e n s emb l en e s s  o f  t h e  c a s t . I t  s eemed an e a s y  t r ap t o  have 
t wo s e p a r a t e  p l a y s  -- the p l a y  that we ' r e w a t c h i ng and the 
p l a y  down s t age -- but I a lways s en s ed that it was a l l  one . 



7 3  

Man # 5  ( cont ) : And the o t h e r  t h i n g  t h a t  s t ru c k  me was t h e  
de s i gn e r s  - - t h e y  d i d  a g r e a t  j ob w i t h  t h e  l i ght s ,  t h e  s e t ,  
and h a v i n g  t h e  r a i s ed s t a g e  ma k e s  s o  much mo r e  s e n s e  than 
i n  t h e  r e he a r s a l  h a l l ,  it wou l d  be 
D i r e c to r : On t h e  s ame l eve l . 
Man # 5 :  A p l a y  w i t h i n  a p l a y .  But I ' m c u r i o u s  a s  t o  i f  you 
w e r e  to s a y  ' The mo r a l  of the s t o r y  i s  . . .  ' 
D i r e c to r : T h e  mo r a l  o f  the s t o r y  i s  . .  . 
Man # 5 :  I have my own i d e a s . 
D i r e c to r : We l l ,  what ' s  your i de a ?  I me an , t h a t ' s  mo r e  
impo r t an t  t o  m e  t h a n  mine . 
Man # 5 :  I ' m n o t  s o  much s u r e  i f  i t ' s  invo l v i n g  i l l us i on s  
s o  much a s  i t  i s  ' You g e t  w h a t  y o u  p a y  for ' i s  the mo r a l  
t h a t  s t ru c k  me . When you g o  i n t o  a r e l a t i o n s h i p  you g e t  
wha t  y o u  put i n  t o  i t  o r  w h a t  y o u  don ' t  put i n t o  i t . When 
you so t o  t h e  f i dd l e r  you have t o  pay t h e  f i dd l e r  i f  you 
want t o  h e a r  t h e  mu s i c . That ' s  l i ke t h e  ma g i c i an . Wha t 
s t ru c k  me wa s t a l k i n g  about G r e g ' s  cha r a c t e r  - - Y e s , I w a s  
p r e t t y  s u r e  he was g o i n g  to d i e  b e c a u s e  t h a t ' s  whe r e  h i s  
cha r a c t e r  wan t e d  t o  go . 
D i r e c t o r : O ka y .  
Man # 5 : But I ' m c u r i ous a s  t o  wha t  you t h i n k  the theme o f  
the p l a y  w a s . 
D i r e c t o r : We l l ,  I t hought t h a t  t h e  p l a y  wa s a l o t  about 
You know t h e  f i r s t  t ime that I r e ad t h e  p l a y  I got a r e a l  
romant i c  s e n s e  a n d  s o  t h a t ' s  what c a p t u r ed m y  a t t en t i on was 
t h a t  it w a s  such a happy f a i r y- t a l e  t o  me , f u l l of magi c .  
Then a s  I r e a d  i t  ove r and over i t  b e c ame v e r y  da r k  and i t  
s e emed t o  me l i ke the p l a ywr i ght , the p l a y  i t s e l f ,  w a s  k i nd 
o f  d i s i l l u s i on e d ,  r i gh t ?  I t  keeps s e t t i ng up a l l  o f  t h e s e  
i l l u s i on s  - - ' Th i s  i s  wha t  y o u  t h i n k  l ove i s ? ' ' I t ' s  n o t  
t h i s a t  a l l . '  ' You t h i n k  t h a t  t h i s  i s  l ove ? ' He t a l ked 
about f i re and i c e ,  r i gh t ? S o  t h e y ' re a c o - d ependent 
r e l a t i o n s h i p  and t h a t ' s  r ea l l y  n o t  wha t  l ove i s ,  r i gh t ? And 
s o  t hr ou ghout t h e  who l e  p l a y  we ' re l oo k ing ' Wh a t  i s  l o v e ?  
What i s  l ove ? ' But t o  me , I gue s s , t h e  p l a y  i t s e l f i s  
abou t . . .  [ l aught e r J  W e l l ,  I gue s s  i t ' s  about a l o t  o f  
t h i ng s . I don ' t  know , i t ' s  re a l l y  h a rd t o  put i t  i n  t o  r e a l  
spec i f i c  words , but t h e  moment t h a t  I w a s  hop i n g  f o r , t h e  
moment t h a t  I c a re d  and c h e r i shed t h e  mo s t ,  w a s  t h e  mome n t s  
whe r e  I thought t rue l ove wa s ,  o r  whe r e  I thought 
t hroughout t h e  p l a y  that t ho s e  w e r e  t h e  momen t s  of mo s t  
b r i l l i a n t  l i g h t . B e c a u s e  t o  m e  I t r i ed t o  b r ing t h a t  o u t  i n  
t h e  c on t r a s t  between l i gh t  and da r kn e s s  s o  I gue s s  i t ' s , 
' Th in g s  a r e  n o t  a lways what t h e y  s e em and not a l ways what 
we want t o  s e e . ' 
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D i r e c t o r  ( cont ) : P r i damant wan t s  t o  s e e  t h i s  c e r t a i n  
v i s i on a n d  he doe s n ' t  s e e  wha t  i t  i s  t h a t ' s  p r e s en t e d ,  
r i gh t ?  He ' s  s hown t o o  much r ea l i t y  a n d  n o t  enough i l l u s i o n ,  
b u t  I don ' t  t h i n k  t h a t  T o n y  Kushne r wou l d  have wr i t t e n  a 
n e g a t ive p l a y  about i l l u s i o n s , r i gh t ? B e c a u s e  he ' s  a man o f  
t h e  t he a t re , s o  I t h i n k  t h a t  t h e r e ' s  a l so an e l emen t  o f  
hope - - t h e r e ' s  po s s i b i l i t y  i n  i l l u s i o n s  a l s o  t o  i l l um i n a t e  
r ea l i t y .  [ l aught e r ]  S o r r y ,  Dav i d ,  t h a t ' s  a s  g o o d  a s  I c a n  
do . 
Woman # 3 : How muc h  doe s  Tony Kushner ' s  adapt a t i o n ,  how 
d i f f e re n t  i s  t h a t  f rom the o r i gi n a l  C o r ne i l l e ?  
D i r e c to r : Y e s ,  you know i t  i s  p r e t t y  d i f f e r e n t ! 
Woman # 3 : I s  i t  j u s t ,  I me a n ,  I gue s s  what my que s t i on i s ,  
i s  i t  mo r e  l i k e  i n  the vernac u l a r ,  I me an i s  i t  j us t  
b e c a u s e  he ' s  upd a t e d  t h e  l anguage s o  i t s  n o t  s o ,  l i ke ,  hard 
t o  - -
D i r e c to r : I t ' s  s t i l l  e l ev a t ed . I t ' s  qu i t e  e l ev a t ed but the 
mo s t  s i gn i f i ca n t  t h i n g  is that a t  the end when we f ind out 
that i t ' s  a l l  a p l a y ,  " Th e s e  are s ce n e s  f r om p l a ys , " and 
t h a t  h i s  s o n  i s  an a c t o r , he ' s  l i ke ' an a c t o r  -- c o o l . '  
[ l aught e r ]  B e c a u s e  b a c k  i n  the 1 7 th c e n t u r y  t o  be an a c t o r  
i s  t o  be r a n k e d  w i t h  k i ngs , r i gh t ? 
Woman # 3 : R i gh t . 
D i r e c t o r : And you g e t  t o  w e a r  a l l  t h i s f i ne a t t i r e . So the 
f a t h e r ' s  l i ke ' H i p ,  H i p ' and he ' s  out -- he ' s  g o i n g  t o  go 
see h i s  s o n  f o r  s u r e , r i gh t ?  But i n  our d a y  and a g e  t o  s a y  
' He y  he ' s  an a c t o r . '  [ l augh t e r ] I t  j us t  doe s n ' t  qu i t e  wo r k ,  
r i gh t ?  S o  t h a t ' s  why Tony Kushn e r  h a s  k i nd o f  put t h i s  
d i f fe r e n t  e n d i n g  on t h e r e  b e c a u s e  r e a l l y  t o  T o n y ,  a n d  maybe 
t o  a l o t  of you ,  kind of l i ke you men t i oned be f o r e ,  t h a t  
t ru t h  i s  s omewh e r e ,  i t  l i e s  i n  amb i gu i  t y  a n d  no c l ea r  c u t  
answe r s , r i gh t ? I n  l i fe we s e a r c h  f o r  c l ea r  c u t  answers and 
t h e y ' re not a lw a y s  t h e r e . That ' s  wh y the end i ng to me , the 
ending o f  t h i s p l a y ,  is s o  amb i guou s ,  r i gh t ? " N o t  in t h i s 
l i fe but i n  t h e  n e x t ! "  And I s a t  t h e r e  da y a f t e r  d a y  g o i n g  
' Wh a t  d o e s  t h a t  me a n ? ' a n d  I t h i n k  t h e r e  comes a t ime when 
you j u s t  s a y  ' I t means wha t e ve r . ' [ l aught e r ] ' I t ' s  
amb i guous s o  j us t  l e ave i t  a l one . ' 
Woman # 4 : I j us t  wanted t o  s a y  t h a t  I thought t h a t  t h a t  
w a s  r ea l l y  one o f  t h e  mo s t  powe r f u l  p a r t s  o f  t h e  p l a y  i s  
t h a t  I abs o l u t e l y  b e l i eved t h a t  t h e y  a l wa ys l oved e a ch 
o t he r . T h a t  i f  t h a t ' s  t h e  spa r k  you w e r e  go i ng f o r  i n  the 
end when he w a s  t r y i n g  t o  ma i n t a i n  t h e  i l l u s i o n  of n o t  
l o v i n g  h e r , i t  was s t i l l  v e r y  c l e a r  t h a t  he d i d  and t h a t  . . .  
Man # 5 : As was w i th the f a t he r  t o o . 
Woman # 4 : Y e s . 
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Woman # 4 : Fo r me tho s e  w e r e  r e a l l y  t h e  mo s t  powe r fu l  p a r t s  
o f  t h e  p l a y ,  w a s  t h a t  t h e y  we r e  r e a l l y  ab l e  t o  c a r r y  t h a t  
momen t  t h rough t h e  e n d  a n d  I don ' t  l o s e  t ha t . I n  f ac t ,  i f  
anyt h i n g , I h a d  a h a r d  t ime be l i ev i n g  t h a t  h e  wou l d  ever be 
a s chmu c k  but t h a t ' s  b e c a u s e  I ' m a roma n t i c  so I d i dn ' t  
want h i m  t o  e v e r  be a s chmu c k . 
D i r e c to r : R i gh t . 
Woman # 4 : You know 
Man # 2 : He ' s  an a n i ma l . [ l augh t e r ) 
Man # 5 :  I t h i n k  t h a t ' s  t rue t h a t  he fo l l ows a l o t  o f  
i n s t i nc t s  t h a t  a r e  s tup i d  o n e s  but i t ' s  b e c au s e  he ' s  a guy . 
[ l aught e r )  

Woman # 4 : H e  s a i d  i t . I d i dn ' t  s a y  i t . 
D i r e c to r : W e l l ,  he ' s  j u s t  conn e c t e d  s omep l a c e  e l s e ,  r i gh t ?  
He ' s  c e n t e r e d  a l i t t l e  l owe r . [ l aught e r )  
Man # 5 : W e l l ,  he ' s  n o t  n e c e s s a r i l y  s exua l l y ,  but he ' s  l i ke 
he s a y s  he ' s  i n  l ove wi th t h i s  i d e a  o f  b e i n g  i n  l ove . 
D i r e c t o r : P a s s i ona t e .  
Man # 5 :  Unt i l  he f i nds 
a l ong i t ' s , l i ke Do r o t h y ,  
D i r e c to r : R i gh t . 
Woman # 4 : E x a c t l y .  

t h a  t what he ' s  s e a r c h i n g  f o r  a l l  
i n  h i s  own bac k y a r d . 

G r eg :  I t h i n k  o f  i t  a s  a - - I t h i n k  a t  t h a t  moment a t  t h a t  
ending mome n t , a t  l e a s t  i n  m y  m i n d ,  I t h i n k  t h a t  he r e a l l y  
doe s  be l i eve t h a t  h e  do e s  l ove h e r . T h i s  i s  i t ,  you know . 
But I t h i n k  t h a t  l a t e r  on , i f  he wasn ' t  k i l l ed ,  he wou l d  
f a l l  i n t o  t h e  s ame t raps and b e  un f a i t h fu l  t o  h e r  b u t  a t  
t h a t  mome n t , h e  b e l i e ve s ,  h e  be l i eve s t h a t  i t ' s  r i gh t . I t ' s  
g o i n g  t o  be f i n e . But l a t e r  on i t  wou l d  fa l l  apa r t . 
Woman # 3 : But a t  l ea s t  you w e r e  t ru t h fu l . You w e r e  
f a i  t h f u l  f o r  t h e  r e s t  o f  your l i  f e . [ l aught e r )  
G r eg :  Yep . 
D i r e c to r : O k a y ,  a n y  o t h e r  que s t i on s  f o r  t h e  a c t o r s  o r  
comme n t s  i n  gene r a l ?  
Woman # 1 : I was wonde r i n g  when t h i s wa s ,  when he wo r ke d  on 
t h i s ?  W a s  it  a f t e r  Ange l s ?  
D i r e c t o r : Ac t ua l l y  i t  w a s  r i gh t  b e fo r e . 
Woman # 1 : Be f o r e ? 
D i r e c t o r : R i gh t  be f o r e  
Br ight Room C a l l ed D a y ,  
f r i en d ,  p r e t t y  qu i c k l y  
Ange l s  i n  Ame r i c a , the 
p a ra l l e l s  in t h e  p l a ys . 

t h a t  h e  wro t e  t h a t  o t h e r  one , A 
and t h e n  he w r o t e  t h i s  f o r  h i s  

and t h e n  he s t a r t e d  wo r k i ng on 
f i r s t  one . S o  the r e ' s  a l o t  o f  
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Woman # 5 :  I t h i n k  t h a t  i t  h a s  a l o t  t o  do w i t h  the powe r 
o f  man . The r e a l  i l l u s i o n  c ame f rom human be i ngs n o t  from 
a n y  k i nd o f  l i gh t  o r  smo ke o r  t ho s e  a r e  j us t  t h e  
t r appi n g s  o f  i l l us i on s . An d  I l ove the f a c t  and I don ' t  
know i f  t h i s  wa s w r i t t en i n  t h e  s c r ip t  o r  n o t , t h a t  M i c h a e l  
s tomps o u t  t h a t  f l ame . He g e t s  u p  t h e r e  a n d  s t omps o u t  t h e  
f l ame . 
M i ke : I t ' s  a f i r e  s a fe t y  t h i n g . [ l augh t e r  1 
woman # 5 :  I don ' t  know i f  t h a t  w a s  i n t ended o r  n o t  but i t  
l eads you i n t o  the who l e  l i gh t  i n  t h e  da r kne s s . T h e r e  
r e a l l y  w a s  an i l l u s i o n  b u t  i t  wa s c r e a t e d  b y  human b e i n g s  
n o t  b y  t h e  f i re and smo k e  a n d  not b y  a g r e a t e r  f o r c e . I t  
come s down t o  t h e r e  a r e  i l l u s i o n s  but t h e y ' re c r e a t e d  b y  
man . 
D i r e c t o r : O k a y ,  o t h e r  commen t s ?  [ pa u s e  1 Thank you v e r y  
much . I app r e c i a t e  y o u r  comment s .  
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. . .  Jason Basinger Linkins 

A magic ian's cave 

There will be a ten minute intermission 

When we first began talking about a program note, the question we kept 

coming back to was. "What is it about The Illusion that attracts us to it?" The answer 
is neither new nor original. It is the theatre's ability to move people, both practitio
ners and audience members, that makes the struggle and joy of theatre so endur
ing. Too often we get caught up in the business of making a "show" and we forget 
the profound impact and attraction that draws us all to this magical world .  

Tonight, as you follow Pridamant of  Avignon on h is  journey, remember 
that you are on a journey as well. If our story can move even one member of the 
audience then our labors will have been successful. It is exciting plays, like The 

Illusion, that keep us involved in the world of theatre. I hope we strike a profound 
chord with you. 

Steven Harders 
Richard St. Peter 

By special arrangement with Broadway Play Publishing, Inc. 
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Sarah Karpicus. Sonny LaRose. Damon Orr. 
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Sound Operators . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  Susan M. Gardner. Rachana Singh 
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