
An actress' interpretation of the role of
Joan in Saint Joan by George Bernard Shaw

Item Type text; Thesis-Reproduction (electronic)

Authors McElroy, Mary Margaret, 1939-

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 16/05/2023 13:52:02

Link to Item http://hdl.handle.net/10150/554917

http://hdl.handle.net/10150/554917


AN ACTRESS' INTERPRETATION OF THE ROLE OF JOAN IN 
SAINT JOAN BY GEORGE BERNARD SHAW

by
Mary Margaret McElroy

A Thesis Submitted to the Faculty of the
DEPARTMENT OF DRAMA

In Partial Fulfillment of the Requirements 
For the Degree of
MASTER OF ARTS

In the Graduate College
THE UNIVERSITY OF ARIZONA

,19 7 5



STATEMENT BY AUTHOR

This thesis has been submitted in partial fulfill
ment of requirements for an advanced degree at The 
University of Arizona and is deposited in the University 
Library to be made available to borrowers under rules of 
the Library,

Brief quotations from this thesis are allowable 
Without special permission, provided that accurate acknowl
edgment of source is made, Requests for permission for 
extended quotation from or reproduction of this manuscript 
in whole or in part may be granted by the head of the major 
department or the Dean of the Graduate College when in his 
judgment the proposed use of the material is in the inter
ests of scholarship. In all other instances, however, 
permission must be obtained from the author„

SIGNED: a
APPROVAL BY THESIS DIRECTORS 

This thesis has been approved on the date shown below:

ROSEMARY' P. GfPS'ON, 
Associate Professo‘

-DIRECTOR
of Drama

Date

CO-DIRECTOPETER R. MARRONE
Professor of Drama



DEDICATION

That the completion of this thesis would not have 
happened without the assistance of one individual is a 
certainty in the mind’s eye of the writer« T, S', Eliot 
wrote in "Burnt Norton" that:

Footfalls echo in the memory 
Down the passage which we did not take 
Towards the door we never opened 
Into the rose garden.
My words echo
Thust in your mind '

And earlier:
What might have been is an abstraction 
Remaining a perpetual possibility 
Only in a world of speculation 

And, so it is, And, yet, the assistance, of the present, 
is responsible for the words written on this page and the 
pages that follow.

To that unusual man, of brilliant mind and 
fathomless artistic vision, known and trusted for such a 
long time now, I say "Thank you" with my love,



TABLE OF CONTENTS

Page
ABSTRACT . . ,  .....................     , , v
CHAPTER

1, INTRODUCTION 1
2, SHAW AND SAINT J O A N ...........   8

Toleration 10
Genius 12
Pragmatic Ethic „ 16
Joan as Existential Heroine 21
Synthesis of Pre-Rehearsal Thoughts

on Interpretation 29

3, THE PROCESS  ............   34
Pre-Rehearsal Log ........... 34
Rehearsal Log , 38
Performance Log „ 62

APPENDIX A, REVIEWS .........    65
APPENDIX B, DRAMA FEATURE 68
APPENDIX C, STATEMENTS OF WORKING COLLEAGUES , , , , 71
APPENDIX .D, PLAYBILL FOR THE PRODUCTION 80
APPENDIX E. REHEARSAL SCHEDULE 85
REFERENCES  .................................................87

iy



ABSTRACT

The writer's written accompaniment to a performance 
thesis problem of acting Joan in Geroge Bernard Shaw's 
Saint Joan emphasizes the necessarily subjective nature of 
the performer’s art. The performer's art does not address 
itself, respond, or bend automatically to the objective 
world of scholarship; indeed, the value of scholarship for 
the performer is found in how the scholarship undertaken 
reaches, and affects the performer's dreams, imaginings, 
longings, and emotions.

The present written accompaniment does these things: 
it stands as a statement that the performer must always be 
free to dream, and imagine, and change his ideas as the 
moment of art determines; it provides thought formulations 
the writer found helpful in approaching the rehearsal period; 
and it attempts to mirror in an objective way, through a log 
documenting the artistic process at work, the subjective 
world of the artist involved in building and creating the 
character of Joan in the 1974 University of Arizona Drama . 
Department production of Saint Joan,

v



CHAPTER 1

INTRODUCTION

This thesis is written in partial fulfillment of 
the problem of creating and performing the role of Joan in 
Shaw's (.1952) play Saint Joan. This introductory chapter 
discusses the scope and intent of the written accompaniment 
to the performance thesis.

The second chapter provides analysis of the play 
through a study of controversial aspects in the play„ 
Attention in this section of the thesis is given to the 
concepts of genius, pragmatic ethic, and toleration as those 
concepts relate to and augment an understanding of Joan as 
a protoexistential heroine reflecting a twentieth century 
climate of thought which Shaw shared with his time.

The third chapter stands as a record Of the creative 
process at work and is written in the form of a log which 
was maintained during the pre-rehearsal, rehearsal, and 
performance periods of building and performing the role,
The log, it is .hoped, will provide empirical verification 
of the unfolding approach to the role of Joan by a particu
lar actress in a particular production of the play in 1974, 

The materials represented in the Appendices repre
sent a collage of opinion registering whether or not the



work was well received. These materials include reviews, 
statements by working colleagues, the playbill for the 
production, and the rehearsal schedule to which we adhered. 
The writer chooses to omit a summary chapter, believing 
that the true value of the work lies within the creative 
process of building and performing the role. To talk about 
results after the fact lies outside the writer’s thesis 
problem which is a performance problem,

Now, any type of literary effort is by its very 
nature objective, while the art of the actor is by its yery 
nature subjective. The writer’s problem is to create and 
to perform the role of Joan, which is to say that the 
writer is embarking on a subjective expedition into the 
world of the actor's art. The present written accompani^ 
ment to performing the role of Joan is an objective 
manifestation of what is by nature non~objective and 
subjective. The value of the written accompaniment then 
must be sought as the accompaniment addresses itself to . 
tracking the subjective processes the actress’ work repre
sents.

To continue with this line of reasoning, it would • 
be relatively undisputed that the most intelligent actor 
realizes, in advance of performing a role, that for the 
sake of performance he must deobjectify himself and make 
himself subjective. He works with self, Moreover, he 
works with feeling. This has a great deal to do with the



scope and intent of the present written accompaniment to 
performing the role of Joan in Saint Joan. For, facts and 
academic involvement do not relate to the problem of 
performance. The problem of performance of a role does, 
however, deal with a knowledge of human behavior and human 
feeling. If the academic involvement leads the artist to 
his "gut feeling,'" giving him more understanding, in human 
terms of the problems of human behavior he faces in 
developing a role, then correspondingly the academic 
involvement becomes worthwhile for the artist,

The danger of subjecting the artistic process t o • 
academic scrutiny has been stated even move strongly, 
Diirrenmatt (19 581 , in an essay "Problems of the Theatre/1 
writes that scholarship stands as a threatening ogre behind 
the artist "Ready to leap forth whenever the artist wants to 
talk about art" (p. 8), Moreover, the artist has no need 
of scholarship since "Scholarship derives laws from what 
exists already; otherwise it would not,be scholarship" (p. 
81, .The artist, on the other hand, is under an ethical 
prescription not to follow rules. Unless, of course, it is 
a rule that the artist discovers while in the act of 
creating, in which case it does not matter whether the rule 
existed before the artist's discovery of it. The artist's 
art changes as the artist creates his art and is subject 
only to the needs of the moment and the artist's mood, and 
"What alone really counts for hirn^is what he is doing at a



given moment; for its sake he can betray what he did just 
a little while ago" (p. 9).

To further emphasize the degree to which the writer 
seeks to define the nature of the written accompaniment W  

creating the role of Joan, it can be said that a performance 
of a work of art does not find its catharsis, or its reason 
for being, by subjecting itself to the rigors of academic 
scrutiny. The actor cannot create on the standard of 
academic discipline. What the actor can do, within the 
academic discipline, is to attempt to outline the creative 
process from his, the actor's viewpoint, as he, the actor is 
engaged in the process, which is the art of doing. Thus, 
regardless of what Shaw did or intended, regardless of the 
facts that go into making up the story of Joan, regardless 
of the actual and historical personage of Joan, regardless 
of the particular productions of the play, or regardless of 
other plays with Joan characters, the value of the writer's 
efforts, even in the writing, lies in making the character 
oj; Joan pome to life in an immediate actor-^audience 
relationship in the production of Saint Joan on The 
University of Arizona stage in 1974.

The value of a performance thesis lies in the 
performance. The written accompaniment finds merit only 
in so much as the written accompaniment gives objective 
verification to a process that is by its very nature 
intangible, and incapable of objectification. If the



dramatic art were reducible only to the written form we 
would write and not act. But, the dramatic art is not so 
reducible; and, thus, the actor continues to act, As such 
the present written record is, at best, an incident in the 
creative process of performance,

A few facts, however, may be in order to put the 
history of Shaw's (.1952) Saint Joan into perspective for the 
artist faced with the problem of creating and performing the 
role of Joan, Facts regarding Shaw's Saint Joan are rela^ 
tively undisputed. The playwright was dissatisfied with 
what had been written about Joan, summarily dismissing 
earlier efforts, and writing that "The pseudo^Shakespearean 
Joan ends in mere Jingo scurrility, Voltaire's mock- 
Homeric epic is an uproarious joke, Schiller's play is 
romantic flapdoodle. All the modern attempts known to me 
are second-rate opera books" (Weintraub, 197 0 f p. 161),

Shaw was, moreover, deeply motivated by the story of 
Joan, seeing her as a "first-class dramatic subject ready 
made , . a heroic character, caught between 1 the fell
incensed points 1 of the Catholic Church and the Holy Roman 
Empire, between Feudalism and Nationalism, between ■ 
Protestantism and Ecclesiasticism, and driven by her virtues 
and her innocence of the world to a tragic death which has 
secured her immortality" (Weintraub, 1970, p, 160). Jn 
1902, Shaw bad been given a copy of T, Douglas Murray's 
translation of the transcripts of Joan's trial and the



subsequent attempts at rehabilitating her image by the Roman 
Catholic Church. The Murray book was to become the basis 
for Shaw's research, and in 1923, with significant prompting 
from his wife, Shaw wrote his play. The play has received 
various notices over the years. It has been called a 
tragedy, a comedy, and a mock Homeric poem. But, while 
there is significant controversy over classifying it, there 
is general agreement that the play represents one of Shaw's 
better efforts, expressing a sui generis vision and 
artistry.

But, again, it is not with the facts of; Shaw's play 
that this thesis finds its meaning. For, the writer's 
problem, to reiterate what has been written above, was one 
of creating and performing the role of Joan, And, if a 
part could successfully be written about rather than acted 
we would white about it. Not only can we not dq that, the 
dramatic idiom is, moreover, significantly limited and 
curtailed when the performer departs from the doing. 
Therefore, it is to be hoped that the reader will keep 
foremost in mind that the world represented by the words in 
this thesis are meaningful only in so much as they relate 
and match the working process in the writer's problem of 
performing the role,

Shaw believed that "compatibility of temperament 
between actor and character could be best accomplished by 
nature and the casting director" (.Mills, 197Q, p , 761 » The



worth of this first chapter— indeed, the worth of the entire 
performance effort, including the written accompaniment-- 
stands as a testament to Peter R. Marroney; if, in fact, 
results prove the artistic effort worthwhile in the writer's 
resolution of a performance-thesis problem.



CHAPTER 2

SHAW AND SAINT JOAN

The title of the thesis f "An Actress’ Interpretation 
of the Role of Joan in Saint Joan by George Bernard Shaw," 
evidences that the overall thrust of the effort is not 
intended as an exercise in academic discipline; nor is any 
one portion of the thesis meant to fulfill that sole 
function. Rather, it is hoped that the thesis will stand 
as a record of the writer’s creative process at work, Only 
those elements that the writer perceives as necessary ones 
in carrying out, and evolving an actress’ interpretation of 
the role of Joan are included in the writing. Certain 
elements Shaw gives attention to in his Preface to the play 
are omitted, "Joan and Socrates," "Contrast with Napoleon," 
are examples of omitted preface elements„ These elements 
were omitted because the writer did not perceive them to be 
essential in interpreting the role.

The ideas put forth in this chapter represent pre- 
rehearsal work for the writer. As such, the contents of 
the chapter express one of the steps in.the creative 
process of interpreting a role on stage, for the study. 
allowed the writer to translate a coldly reasoned "thing," 
in this case, the script, into meaningful terms.



Meaningful terms, then, stand for terms that would allow the 
writer to proceed with the work of creating the role in the 
rehearsal process.

At the risk of appearing to labor the point, to 
state the above differently, and to further emphasize the 
scope of this chapter, the writer's unspoken and carefully 
guarded secret, when informed that performing Joan would 
partially satisfy Master's degree requirements, was that a 
genuine feeling for the role was obscure and uncertain. To 
top it off, the more the writer delved into historical 
research, the more distant Joan became. And, the more 
distant a flesh and blood person became, the greater the 
writer's mounting anxiety in approaching the rehearsal 
period. In an effort to reverse this process of alienation, 
the writer decided to attack the playwright directly and try 
to find out just why all of his characters said the same 
words; for example, Saint Joan is a play in which everyone 
uses the name of "God," "truth," "justice"; why it seemed 
impossible not to feel more suffering and agony for Joan; 
why, in fact, the play did not seem like a play at all but 
seemed more to be like a "soup kitchen" of words walking 
around the stage, isolated now under one character's name 
and now under another character's name.

With the writer's basic pre^rehearsal problem thus 
isolated and specifically articulated in the question 
"How do you make a*1 idea walk in the human soul?" the writer



10
proceeded to examine certain ideas of the playwright as the 
writer found those ideas germane to,the script. This 
chapter, then, stands as an expression of some of the 
formulations of thought the writer found valuable, and these 
same formulations of thought illustrate the nature of the 
writer's concern during pre^-rehearsal work.

The writer proposes to set up the following major 
areas for consideration: Toleration, Genius, Pragmatic 
Ethic, and Joan as Existential Heroine, It is hoped that a 
thesis of thought will find formulation in a further 
section, Synthesis of Pre-rehearsal Thought on Interpreta
tion, thus concluding pre-rehearsal work in interpreting 
the role,

Toleration
In The Quintessence of Ibsenism, published in 1957 

as s reprint of the third edition which was originally 
published in 18 91, Shaw says that "The need for freedom of 
evolution is the sole basis of toleration, the sole valid 
argument against Inquisitions and Censorships, the sole 
reason for not burning heretics and sending every eccentric 
person to the madhouse" (Wisenthal, 1974, p. 18 0). Also in 
The Quintessence, Shaw had written that "The supreme end 
shall be the inspired, eternal, ever growing one, not the 
external unchanging artificial one , . , not the abstract 
law but the living will" (Wisenthal, 1974, p, 180).,
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The charge.against Joan is for heresy, Cauchon 

argues in the tent scene, repeating his arguments in the 
trial scene where he is joined by the Inquisitor, that the 
individual w H l  is evil in its nature. The Inquisitor says 
that since the individual will leads to heresy when that 
ssme individual will asserts itself, it must, therefore, be 
restrained by the Church, Specifically, the Inquisitor says 
to those assembled in the trial scene that heresy begins 
"always by vain and ignorant persons setting up their own 
judgment against the Church, and taking it upon themselves 
to be the interpreters of God's will" (Shaw, 1952, p , 134), 
Earlier the Inquisitor says "Heresy, gentlemenf heresy is 
the charge we have to try. The detection and suppression of 
heresy . , , , Stick to the heresy, gentlemen, and leave the 
other matters alone" (Shaw, 1952, p. 133), However, it is 
the same character, the Inquisitor, who returns in the 
Epilogue to address Joan as having freed the judges from "the 
blindness and bondage of the law" (Shaw, 1952, p, 171), The 
struggle, the distinction, that Shaw intends us to experience 
ence in the dramatic idiom is the distinction between blind
ness and bondage to. the law on the one hand and the freedom 
of the living soul on the other. .

Laws and customs come into existence from expediency, 
but with the passage of time they become confused with 
natural law. Thus, distortion takes place. The judges in 
Saint Joan serve abstract justice. A good example of this
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is found in the trial scene when the Inquisitor says 
"Remember only that justice comes first" (Shaw, 1952, 
p , 136). Only later does he say, to the sainted Joan,
"The judges in the blindness and bondage of the law praise 
thee, because thou hast vindicated the vision and freedom 
of the living soul" (Shaw, 1952, p. 171),

An idea implicit in the play is that man must be 
given the greatest degree of latitude and toleration if he 
is to progress at all. The danger, of course, in 
tolerating the unusual, lies in the marginal, no-man's land 
separating the saint from the heretic, the genius from the 
orank-madman» Still, if we are to progress, we need to 
give as much room as possible for the new and the unusual 
and the extraordinary. Such seems to be Shaw's implied 
statement.

Genius
What did Shaw (.1952) mean by "genius"? In the 

Preface to Saint Joan, he provides the following defini
tion; the genius is the "Person, who seeing farther and 
probing deeper than other people has a different set of 
ethical valuations from theirs" (,p, 7), Furthermore, the 
genius has "Energy enough to give effect to this extra 
vision and its valuations in whatever manner best suits his 
or her specific talents" (p. 8),
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TWenty^five years before writing Saint Joan Shaw 

can be found saying much the same thing, only addressing 
his remarks to "the perfectly naive hero," In The Perfect 
Wagnerite, in the section on "Siegfried as Protestant,"
Shaw (1916, pp. 215^216) says "The most inevitable dramatic 
conception , , . of the nineteenth century is that of a
perfectly naive hero upsetting religion, law and order in 
all directions." The "perfectly naive hero" establishes in 
the place of religion, law, and order "the unfettered action 
of Humanity doing exactly what it likes, and producing order 
instead of confusion thereby because it likes to do what is 
necessary for the good of the race" (p. 215).

The "perfectly naive hero," then, is the genius and 
it is in the nature of genius to rebel- The genius cannot 
be other than what he is; and what he is, is different, or 
at odds with the status quo, The subject, which is the 
genius, is the seminal point of conflict. Shaw found his 
subject in the character of Joan, who by existing in the 
time and space of,fifteenth century France, determined the 
action of the conflict in his play. Joan is what she is.; 
She cannot be anything other than what she is: different 
from others and her difference disturbs, Hence, the 
dramatic conflict of Saint Joan is apparent.

Elsewhere in The Perfect Wagnerite, Shaw (.1916, 
p. 216). wrote that in late medieval Protestantism "The 
boldest spirits began to raise the question whether churches
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and laws and the like were not doing a great deal more harm 
than good by their action in limiting the freedom of the 
human will." The questioning of the individual was 
reflected off the medieval background of belief in God and 
in revelation of his word through the institution of the 
Church, Shaw went on to say that "A similar wave of thought 
led the strongest^hearted people to affirm that every man's 
private judgement was a more trustworthy interpreter of God 
and revelation than the Church" (p. 216),

To come at the concept of genius a bit differently, 
Shaw's genius is by nature the rebellious person who, 
without which, there would be no progress; but, who, 
because he is himself and represents an advancement on the 
evolutionary scale, will inevitably upset religion, law, 
and order, Furthermore, if the idea you seek to dramatize 
is genius, and it is in the nature of genius to rebel and 
genius is whole and complete and in and of itself, it 
follows, to borrow the rationalist's ontological argument, 
that genfus is not genius if it requires union to he. 

Concerned as he was by social, political, and 
religious forces, the story of Joan in the fifteenth 
century gave Shaw what he needed. What happens to social, 
political, and religious forces when they are upset is of 
the essence to Shaw. In dramatizing how the different 
characters turn away from Joan, and in Joan's exultant 
recognition of her aloneness, Shaw makes his points
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regarding the nature of genius, or super-person, or saint.
To say it differently, Joan's recognition of what she is, 
Which is the genius, constitutes the core of Shaw's 
aesthetic.

Genius is always and unutterably alone, deserted by 
men, and if the story of Joan says anything at all, crushed 
by the forces, social, political, and economic, that govern 
and are governed by men, The evolution in Joan is one of 
self-recognition, And, to this end, we find her deeply 
moving lines at the end of the cathedral scene "I am wiser 
now; and nobody is any the worse for being wiser" (Shawf•
19.52, p , 1241, In her next thought she tells them "Do not 
think you can frighten me by telling me that I am alone. 
France is alone and God is alone; and what is my loneliness 
before the loneliness of my country and my God?" (Shaw,
1952, p, 1241, In answering the question she has asked of 
herself, she replies "I see now that the loneliness of God 
is His s.trength, , , , Well, my loneliness shall be my 
strength too; it is better to be alone with God: His 
friendship will not fail me, nor His counsel, nor His 
love" (Shaw, 1952, pp, 124-125). What Joan will do with 
her knowledge is to act in the tradition of a true Christian 
existentialist. She will posit her faith in the face of 
despair. She will affirm her will to faith, Shaw (1952, 
p, 125).. goes on, in the same speech, to have Joan say "In 
His strength. I will dare, and dare, and dare, until I die.
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, . . You will all be glad to see me burnt; but if I go
through the fire I shall go through it to their hearts 
forever and ever.'' The Archbishop responds "She disturbs 
my judgment too: there is a dangerous power in her out
bursts. But the pit is open at her feet; and for good or
evil we cannot turn her from it" (Shaw, 1952, p, 125).

In the next scene, the trial scene, Joan's self- 
recognition has been carried further to a point that con
cludes with her line "His ways are not your ways, He wills 
that I go through the fire to His bosom; for I am His 
child, and you are not fit that I should live among you.
This is ir|y last word to you" (.Shaw, 1952, p, 151) , It is, .
She is burned and dies, We see, in dramatic terms, that
What happens when social, political, and religious forces 
are upset by the presence of genius is that the forces 
expel genius to right themselves again through re
establishing the status quo,

Pragmatic Ethic
"Pragmatic ethic" in the Shavian vision is an ethic 

that is known through outcome. All the characters in Saint 
Joan address their remarks as. appealing to "a good" or "a 
bad" as the ethical prescriptive that governs behavior, Tfte 
real worth or lack of worth of actions becomes measurable 
as results of actions are apprehended, perceived, 
assimilated, and known by an audience. And, this audience
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read-up may, or may not, incorporate how the character at 
issue apprehends, perceives, and assimilates the outcome 
of actions within Shaw's dialogue of ideas. Shaw forces 
upon us a self appraisal in Saint Joan that, in his words, 
states "Decent people , , . can commit horrible offenses
against humanity, not through lapses into barbarism but 
While acting justly and honorably on mistaken premises" 
(Wisenthal, 1974, p. 177)..

Outcome alone determines whether or not an action 
is offensive or acceptable. Everyone starts from "just and 
honorable" points of view with respect to actions under'- . 
taken. But, the morality of actions depends bn how actions 
evolve with respect to differing points of view. To under
stand whether actions are good or bad one must look to what 
really.happens, what the end results prove to be.

In his book, Wisenthal (1974, p. 178) interprets 
Shaw's understanding of Ibsen, to whom Shaw felt a close 
spiritual affinity, to say that "There is no golden rule; 
that conduct must justify itself by its effect upon Iffe 
and not by its conformity to any rule or ideal." That 
Shaw in Saint Joan treated the judges of Joan as 
favorably as he did, constituting in the process a 
significant departure from historical accuracy, is a case 
in point illustrating that the Shavian ethic is one in 
which goodness or badness is known through outcome, Out
come determines all„
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Furthermore, the pragmatic view that goodness or 

badness is apprehended through outcome is the ethical 
position that underlies Saint Joan. Joan was burned; 
therefore, it does not matter how well-intentioned Cauchon. 
was, nor how much the Inquisitor was bent on trying to save 
her. Indeed, the greater, the more well-meaning the 
intentions of Cauchon, and the Inquisitor, the more horrible 
the conclusion of the play becomes when Joan is, in fact, 
burned, -

Within the character of Joanf Shaw was able to bring 
together vision and practical purpose. Joan contains both 
heaven and earth, she is prophet and peasant, an embodiment 
of Shaw's idea that prophets, misunderstood in their life
times as heretics, are worshipped after their deaths.
Outcome determines success or failure, Therefore, Saint 
Joan presents a marriage of contraries that brings about 
Joan's death, a dissolution where the differences could not 
be more irreconcilable, For, even though Joan succeeds in 
the first three scenes which mark "the romance of her 
rise, H with de Baudricourt, with Charles, and with- Dunois, 
she is tried by the Ecclesiastics, found guilty of heresy, 
dies, and in her dying fails.

Central to an understanding of Joan's failure is the 
notion that the super person, or the genius, which is the , 
true miracle, the inner light, stands alone and by itself, 
The individual will, which is so longed for by Shaw, is



19
found to be of no match for the collective power repre
sented by the institutions of society,

Shaw believed in .three classes of men: the 
Realist, the Idealist, and the Philistine, The Philistine 
represents the mass of men in society. He is basically 
powerless, harmless, and inert. He is content to do what 
Charles says he does, which is to "take the world as it is, 
and say that top-side-up is right-side-up" and keep his 
pose close to the ground (Shaw, 1952, p, 1631.

The Idealists, on the other hand, are not like the 
Philistines at all. The Idealists are dangerous. Idealists 
represent, champion, and defend the controlling power 
structure; and, theirs are the actions that perpetuate 
what is, not what can be and should be. Idealists are the 
men who know things can be better but are unwilling to 
upset the status quo to bring about desirable change.
In Saint Joan, the idealists are represented by such 
characters as Warwick, Cauchon, the Inquisitor, The 
Shavian idealist, a leader in the power structure, repre
sents institutionalized power,

The Realist is the singular, unusual person who. is 
the genius, the Joan, the person who can be nothing other 
than what he is, and what he is is different and capable 
of bringing about change. However, outcome determines 
goodness or badness and in Saint Joan, Joan dies, She is 
not strong enough.
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For the Idealists, self-knowledge, self-validation, 

comes through a McLuhan type of feedback, This is to say 
that forces and institutions, though originally manmade, 
are not reflective of inner genius, individual will, or 
soul, Rather, manmade institutions reflect in feedback the 
appearance of something that is solid and real and capable 
of being defended, And, Idealists act on this belief as 
Joan, the Shavian realist-genius, similarly acts on her 
belief that her will is something that is solid and real 
and capable of being defended,

The Roman Catholic Church is a manmade institution. 
The men who created the institution have come to believe in 
its independent identity and independent reality. In so 
believing, they have, of course, fallen victim to their own 
press agent. They have become the idealists who are 
detached from their inner geniuses, or individual wills, 
or souls.

These men, the Idealists, worship abstractly with 
a power which is so strong it is self-defeating, This is 
the crux of Saint Joan, The crux that becomes apparent 
in the marriage of contraries between the irresistable force 
of Joan, she is the first Protestant for Shaw, and she is 
in possession of her own greatness, and the immovable 
obstacle of collective man's conscious effort, the Church 
of the early fifteenth-century.
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Historical circumstances and Shaw's ideas on 

relative truth and pragmatic ethic combine to find Joan 
deserted three times, and crying "Oh God, that madest this 
beautiful earth, when will it be ready to receive Thy 
saints? How long, 0 Lord, how long?" (.'Shaw, 1952, p. 172), ~ 
In the play, Joan is sent out to die. In the epilogue, she 
returns, And there, Shaw seems to want us to see that the 
answer to Joan's question lies in the not too positive view 
of man's eugenic capabilities. Man must breed a race of 
saints before he will be ready to tolerate one.

Joan as Existential Heroine
Joan is an existential heroine whose awareness of 

the loss of God, anguish, and affirmation of faith through 
existential choice, provide an almost classic case of 
existential development. For an interesting and enlighten
ing view of this interpretation of Joan the writer refers 
the reader to Dukore's (.1973, p. 218) chapter on "The 
Absurd and the Existential," Shaw was, in Dukore's 
opinion, which is also the writer's opinion, a "proto^ 
existentialist" facing existential abyss, existential 
crisis, Shaw's play Saint Joan dramatizes existential 
despair and affirmation. Present consideration of the 
existential attitude characterizing much of twentieth 
century thought is given in order to translate the above
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remarks meaningfully with respect to the writer!s problem 
of interpreting the role of Joan for performance,

In the middle of the nineteenth century, Nietzsche's 
madman had proclaimed the death of God. Implications were 
staggering for philosophy, theology, and art. For, with 
the denial of a moral order, which had formerly been 
justified and made possible through the postulation of a 
God figure, man becomes, as Zeus tells Orestes in Sartre's 
The Flies "a foreign body in the world, like a splinter in 
flesh, or a poacher in his lordship's forest" (Spanos, 1966, 
p, 5) *

Indeed, accommodating man to a reality of nothing
ness, all that is left when God has been killed, has been a 
passion of twentieth century philosophy and art; a quest for 
accommodation constituting the passion to which theists and 
atheists alike have succumbed, Spanos (1966, p. 10). writes 
in his essay "Abraham, Sisyphus, and the Furies," that 
existentialism is best thought of as a shared attitude 
permitting many and various expressions, and that "Like the 
thought of existentialist philosophers, therefore, the 
literature of existentialism is virtually impossible to 
classify in formal terms." And, existentialism is an 
attitude shared by George Bernard Shaw,

What all existentialists hold in common is the 
pronouncement by Nietzsche's madman in the middle of the 
nineteenth century that God had died, and that we had
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killed him. And that/ furthermore:

We are all his murderers! But how have we done 
it? How were we able to drink up the sea? Who 
gave us the sponge to wipe away the whole horizon?
What did we do when we loosened this earth from 
its sun? Whither does it now move? Whither do we 
move? Away from all suns? Do we not dash on 
unceasingly? Backwards, sideways, forewards, in 
all directions? Is there still an above and 
below? Do we not stray, as through infinite 
nothingness? Does not empty space breathe upon 
us? Has it not become colder? Does not night 
come on continually, darker and darker? . Shall we 
not have to come on light lanterns in the 

. morning? Do we not hear the noise of the grave
diggers who are burying God? Do we not smell the 
divine putrefaction?--for even Gods putrefy! God 
is dead! God remains dead! And we have killed 
him! (Spanos, 1966, pp. 256-257).

Later, in Nietzsche's Joyful Wisdom, published in
1967, the madman announces that his proclamation has come
too early. He says his announcement of God’s death is
preceding the arrival of the news of the eventf The news
"Is travelling,-^it has not yet reached m en’s ears,
Lightning and thunder need time, even after they are done,
to be seen and heard" (Spanos, 1966, p , 257).,

Freely spoken, a metamorphic assimilation of the
news determined the manner of accommodation of affirmation
fo existential crisis that has distinguished the humanistic
or atheistic existentialism of a Sartre and a Camus from
the Christian or theistic existentialism of a T, S, Eliot
or, before Eliot, a George Bernard Shaw,

The atheists say that God is dead. When faced with
existential crisis, man accommodates to nothingness through
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the very act of continuing. Since there is dignity in the 
act of continuing, the act itself becomes one of affirma
tion .

The theists say that God is not dead, he is simply 
absent, and not rationally known; that, therefore, one must 
confront the despair of an alien universe with an absented 
God by positing faith, Dukore (1973, p. 219) holds that 
Shaw's doctrine of Creative Evolution, with its strong 
religious base, places Shaw closer to theistic existential 
accommodation of affirmation. That, as regards Shaw, "his 
position vis^a-vis man and the universe was closer to the 
theistic existentialists than the atheists." However, 
to the degree that Sartre's (in Spanos, 1966) famous 
lecture "Existentialism Is a Humanism," which Sartre 
delivered in Paris in 1945, deals with man's condition 
preceding the existential leap, the lecture’s foundations 
have become bedrock for both theistic and atheistic 
existentialists alike, and apply to George Bernard Shaw's 
Saint Joan as the play stands as protoexistential drama,
In other words, the dramatic expression of Saint Joan found 
philosophical articulation some years later in the writings 
of Jearn-Paul Sartre. •

Sartre had written that "existentialism's first 
move is to make every man aware of what he is and to make 
the full responsibility of his existence rest on him"
(Spanos, 1966, p, 282), Basically, we are the acts we take,
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We are also the acts others take. There is "no determinism, 
man is free, man is freedom" (Spanos, 1966, p. 283). Man's 
destiny is within him, within his making„ He is hero or 
coward through his own choice, and his only truth is that he 
exists, therefore, he thinks. Man is, in fact, condemned tq 
be free, Sartre wrote that "we have no excuse behind us, 
nor .justification before us. We are alone, with no 
excuses" (Spanos, 1966, p. 2 82) , At this point the writer 
refers the reader to Joan's speech in the Church scene,
"Yes: I am alone on earth: I have always been alone" (Shaw, 
19.52, p. 124) , She goes on to say "It is better to be * • 
alone with God" (Shaw, 1952, p. 124), In this case, it is 
her understanding, of God, what she chooses to make of him, 
and make for him. She continues "His friendship will npt 
fail me, nor His counsel, nor His love. In His strength I ‘
will dare, and dare, and dare ■, until I die" CShaw, 1952,
pp, 124-125),

Sartre's lecture of 1945 predicated that existence 
precedes essence. We are the acts we take, We are also the
acts others take; for, it is to be noted, we are not
responsible to ourselves alone, even though we stand alone, 
Rather, we operate in an intersubjectivity with the rest of 
mankind; and, as we stand responsible for our own acts, so 
do we stand responsible for the acts of others (Spanos,
1966, p. 280), Freely translated, this is the meaning 
behind the play's burning question sounded in the last



line of Saint Joan: "0 God that madest"this beautiful 
earth, when will it be ready to receive Thy saints? How 
long, 0 Lord, how long?" (Shaw, 1952, p. 172). We as 
spectators, are forced, in Shaw's protoexistential drama, 
to answer that we are responsible for the acts that caused 
Joan’s burning. We cannot bear the sight of the burning 
and "frigid, transparent and limited universe in which 
nothing is possible but everything is given, and beyond 
which all is collapse and nothingness," which is a quote 
from Albert Camus' The Myth of Sisyphus and Other Essays, 
published in 1955 (in Spanos, 1966, p. 303). Rather, we. 
will kill, in order to fix permanently, enshrine, and 
worship. And, it is not goodness that lives with the burn
ing of Joan, It is legend made Legend, It is-genius made 
Genius, It is the final tag on a process that'destroys in 
order to worship, Joan joins Christ in becoming another 
face of Joseph Campbell's thousand faced hero, Joan is 
taken from life, marbelized in statue form, so that man 
may turn around and worship her. Outcome determines 
whether or not an action is good. And, Joan was aliye; she 
was burned; a statue was made of her image; men worship the 
statue, Shaw's conclusion is that men worship false images 

Higher good, the religious purpose behind a cosmic 
scheme of things, a non^changing and transcendent "moral 
order" of the universe are concepts that do not relate to 
Shaw's world, Shaw apprehends Joan as the First Protestant



echo her line to the Archbishop in the trial scene "What 
Other judgement can I judge by but my own?" (Shaw, 1952, 
p. 143). It is Joan's understanding of God that determines 
What He is. That Joan is left alone, being both in, and of, 
and with herself, and if we are to view, as Shaw must, 
indeed, have intended, Joan as the best of man, then we are 
left alone with ourselves, • as she is left by herself, 
alone. We are left alone with self-knowledge, The end 
extension of self-knowledge is solipcism. God has, if he 
is not dead, become, for all practical purposes experien- 
tially unknowable. This is the same as saying that God, . 
if he is not dead, is, at least, absent. And, an absent 
God is bedrock principle of modern Christian existentialism. 

The choice facing man, within the existential 
attitude, in a world in which God is dead, deals with 
choosing to adapt to a mass technological society with its 
built-in threat of anonymity and spiritual death, or in 
choosing to adapt to some kind of tragic existence which 
insists on maintaining spiritual authenticity in spite of, 
and in the face Of, overwhelming pressures to conform. The 
choice, then, is to accept the human condition or to rebel 
from it. To accept the values oi the technological revolu^ 
tfon is to provide man with comfort and security, but at the 
price, according to Spanos (.1966, p. 8) , of sacrificing 
man is "freedom, his existential humanity, and thus reducing 
the human community to the level of an ant colony," Joan
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says, as her last line, to the powers represented by Church 
and state "His ways are not your ways. He wills that I go 
through the fire to His bosom; for 1 am His child, and you 
are not fit that I.should live among you. That is my last 
word to you" (Shaw, 1952, p. 151).

For the theistic existentialist the mythic symbol 
is the biblical Abraham, The theistic existentialists 
responded to Nietzsche, not by agreeing that God was dead, 
but, by saying that he was absent.. Christian existen
tialists interpret "God is dead" as meaning that God is 
simply rationally unknowable. Abraham, thus, represents 
reconciliation, or accommodation to the absurd, through a 
leap °f faith, This leap of faith lies in postulating that 
God is present though he is, in fact, absent, He, Abraham, 
obeys the command of an absent God and in his despair, 
discovers joy, Abraham acts, then, by "virtue of the 
absurd," and not by virtue of reason which would have been 
possible before God died (Spanos, 1966, p. 5). Joan's 
voices promise her she will not burn. And, yet, she is 
sentenced to worse than that. She is sentenced to the 
"life of a rat in a hole" (Shaw, 1952, p, 150) . She knows 
full well that life is much more than being stone dead; it 
is being able to hear "the wind in the trees, the larks in 
the sunshine, the young lambs crying through the healthy 
frost" (Shaw, 1952, p. 150), Joan's leap of faith lies in 
postulating the value of a God whose silence is deafening.
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Her faith could not be more demonstrated than when, alone 
with self, she gives just that, her self, up to the stake. 
She gives her self up, to join her self, which is her God.

Spanos (1966, p. 9) writes that in the myth of 
Abraham, known as the despair of Abraham, "existence 
precedes essence only in the sense that man cannot know his 
divine essence and achieve an I-Thou relationship with God 
without immersion into the destructive element of existence." 
This is the meaning of Joan's recantation and is of the 
essence in Shaw's protoexistentialist vision.

Synthesis of Pre-Rehearsal Thoughts 
on 'Interpretation

Shaw calls for toleration of the super'-person, the 
heroT-saint, the genius, whose actions are, by virtue of 
living essence, different from others; but who, by virtue 
of those different actions, determines a different course of 
history in the evolution of man. We are called upon to 
tolerate this,unusual person, so that all mankind may 
profit,

This same unusual person, who for Shaw is found in 
the genius'-general Joan, is by Shavian definition nothing 
other than what she is. This is to say that the essence of 
Joan's spirit is to be found in her actions. It is also to 
say that, as an authentic existential heroine, Joan's being 
precedes her essence.
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Joan is an existential heroine. She is, then what 

she does, She is her action. And, her action in the play 
can be seen as successfully exercising her will to get what 
she wants in the first three scenes; for example, Joan 
succeeds in persuading Baudricourt to send her to Charles, 
succeeds in persuading Charles to give her command of the 
army, succeeds in persuading Dunois to follow her. Remember 
that after the wind changes Dunois kneels before Joan and 
says "You command the king's army, .1 am your soldier , , , .
You dared me to follow. Dare you lead?" (Shaw, 1952,
P. 97).

In the next three scenes she is not so fortunate,
Her actions, which make up the essence and the being of the 
existential heroine, are unsuccessful, Her enemies succeed 
in plotting her undoing in the test scene. Her friends 
turp away from her in the Church scene. She is destroyed 
ip the trial scene.

The Epilogue presents a fusion of the success and 
failure of Joan's actions. Those who surround her in the 
Epilogue praise her, to abandon her again as her presence 
threatens them, The conflict which is set out in the 
first scene is rearticulated and deals with the tension 
between the genius and constituted authority, between the 
individual and collective man.

The writer is a disciple of the Stanislavski system 
of acting. For an understanding of this system of acting,
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and with a view toward emphasizing the principles of the 
11 inner technique," the reader is referred to Stanislavski's 
(1963) book on his system. One of the foundations of the 
Stanislavski system lies in carrying out a sequence of 
actions that prove logical within the given circumstances 
and which accomplishes a specific objective. Given 
circumstances are those circumstances provided by the 
playwright.

Moreover, the ultimate purpose of the acting is to 
reveal the meaning behind the action. This ultimate 
purpose is accomplished through a technique of playing 
"intentions," in relating to objects and to other charac
ters. The value of the technique lies in making relation^ 
ships specific and personal, thereby avoiding behavior 
marked by stereotype and cliche, Stansilavski (1963, p. 2 5). 
said "You must learn to transform an object from something 
that is coldly reasoned or intellectual in quality into 
something that is warmly felt,"

^Intentions" stand as the specific articulation of 
the reasons behind the sequence of physical actions, 
inclusive of voice. They are known through the obstacle to 
be overcome, The obstacle provides conflict. Conflict 
i.S the heart of drama, There is no drama without conflict, 
The obstacle to be overcome is either overcome, or it is 
not. If the obstacle is overcome, the intention is 
realized. If the obstacle is not overcome, the intention
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is thwarted, or cut off, or not realized„ In both 
instances, the intention provides the motivating force 
behind the action taken; for an interesting discussion 
of this language see McGaw's (.197 5) text, specifically 
Chapter Three«

The intention, then, is a determination to act in a 
certain way„ This determination may be stated as "I want
 " or "I must _______ ♦ ” The blank space is
filled by an active verb, since it is bedrock reasoning of 
the Stanislavski system that the actor cannot play 
adjectives, adverbs, or passive states of being, Adjectives, 
adverbs, and passive states of being lead to general, non^ 
specific behavior, lying outside the circumstances set forth 
by the playwright. A trap inherent in Saint Joan, providing 
an example of what the writer is talking about, is Joan's 
youth, young is an adjective and not actable within the 
Stanislavski syntax. One cannot play young. One can only 
do. And one can only do what one is doing, Concern with 
how one is doing something is to deny the very process of 
doing. Now, within what one is doing, others may say there 
is youth operating; but concern from the outside for the 
state o£ being, or for the effect rather than the process, 
simply leads to acting disaster.

The writer proposes the following articulation of 
formal apd specifically stated intentions with which to 
approach the first rehearsal, Physicalization of action



taking place during the rehearsal period will relate to the 
playing out of these intentions.

1. Scene one: "I must get Baudricourt to give me what 
I need to get to the Dauphin,"

2. Scene two; "I must get Charles, the Dauphin, to 
give me command of the army,"

3, Scepe three; "I must get Dunois to get me to the 
army, so that I can lead them against the English,"

4, Scene five: "I must answer their questions to the 
best of my ability as I understand them, and I 
must take care and try to understand the questions 
asked of me."

5,. Epilogue; "I want to find out what has been
happening since all these people had me burnt,"

A description of the moment^on-rmioment playing of 
Joan in the play Saint Joan is not to be had before the 
rehearsal period commences, and must necessarily await the 
evolving interpersonal behavior that the rehearsal period 
makes possible, when actors are working together, singly 
and jointly, and severally, but always, from their 
respective viewpoints toward the play's realization,



CHAPTER 3

THE PROCESS

Pre-Rehearsal Log 
Some form is beginning to take place in my thoughts 

about the essence of Joan, I think the key, fop my 
approach, lies in her strength. This is not a character to 
bring pity to the audience as much as she brings fear. And, 
the fear that Joan brings to the audience is the same fear 
that she inspires in the minds and hearts of the characters 
who occupy the drama with her. In other words f we value, 
evaluate, know Joan through the eyes of the Idealist— the 
Warwick, the Cauchon, the Inquisitor. And, if we keep our 
noses in the mud, we know Joan through the eyes of the 
Philistine — the Dauphin, or de Baudricourt. However, it 
is through Joan's strength that the inevitable forces that 
bring about the conflict are set in motion, I fear this 
approach will not be universally accepted in the Drama 
Department, I had a conversation with Irene Comer,
Associate Director, yesterday. She made several comments, 
interspersing her remarks with some direct line interpreta
tions, that reinforced my thinking that Irene Comer would 
like a softer, pitiful side to Joan's character emphasized. 
The softening element would be a major mistake to make,

34
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The qualities that mark this character are strength, 

power, grandness. It is the force of her commitment that 
makes Joan different. The committed human being working on 
a vision known only by and through self, is what we have in 
Joan. Again, Joan is Shaw's realist. She is the genius who 
can be nothing other than what she is, which is herself.
This same self both sees and acts differently from others.
I have the understanding of Helen Currie, Costume Director.
I met with her to discuss the suit of "white armor11 which 
Was an historical gift to Joan, and to discuss hair style, 
having come across a picture of the Orleans statue which 
shows long hair, untied, and wavy. Helen Currie shared a 
conversation recollection with me as to the famous Russian 
artist-actress Alla Nazimova. Nazimova played Joan at one 
time in her career. Her approach focused on strength and 
statement of force of character. Force of character! Yes, 
that is my direction now!

SUNDAY, OCTOBER 6
I am beginning to have that "full to the brim" 

feeling. I met with Peter R. Marroney, Director, last 
night, and discussed certain aspects of the production. He 
informed me of a meeting he had had with J. Michael Gillette, 
Scene Designer, The Director does not envision many steps 
or levels in the trial scene, and he does not see need for 
many steps or levels in the court scene with Charles,
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Rather, he wants to keep Joan's feet planted firmly— a super 
direction and a good image to work with, I think, I am also 
working with images of earth, loam, straw, farm, peasant, 
barefoot. The Director said he is thinking in terms of 
reds, maroons, purples; he is not thinking in terms of 
grey, unless it would be a blue-grey that would complement 
prison darkness. Also, super I

I am reading eclectically and browsing for pictures, 
I find myself pouring over pictures of Domremy when I come 
across them. How I wish I could go there! I would like to 
awaken at dawn to the sound of a farm coming alive. I would 
like to awaken on a stormy day on the farm, on a drizzly
day, on a clear and sparkling day. Most of all, I think I
would like to awaken on a cool day.

I asked the Director who the stage manager would be- 
The decision has not yet been made. I feel this selection 
is important in alleviating any frenetic sense that might . 
well come in to characterize a college production' of such a 
demanding script. Also,. I predict that the problem of drift, 
will be significant as these young actors seek security from
without. The actor does not possess the ability to play
within easily. Only over the years is this ability 
developed, a sad but true observation, I think,

I must keep my ego constructively directed. Al
ready my defenses are up, as I anticipate line readings from 
one of the instructors. This will be a major abrasion and I
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must be careful not to respond too strongly. The Director 
told me last night that he anticipates two business trips 
during the course of the rehearsals. He said he will place 
me in charge of the rehearsals while he is gone. I want to 
hold him to his word. Unhappily, he has since changed his 
mind and affirmed that the rehearsal responsibilities would 
be co-shared with Irene Comer.

Also, I am concerned that I continue to emphasize 
the importance that there be no villains in this play. To 
have any villains at all would cheapen the drama of opposing 
forces„

I met with John A. Mills, Visiting Associate Profes
sor of English, Mills anticipates two problems. The first 
problem would be the tendency of a college production to 
move toward the slapstick, This must not happen. The 
second problem is the rather silly and lightweight aspect of 
Joan's dialect. Mills would not be adverse to cutting the 
dialect. He discussed the merits of Siobahn McKenna's Saint 
Joan, This particular production was directed by my friend 
and former working colleage John Fernald, Principal Emeritus 
of The Royal Academy of Dramatic Art, London, England— and, 
co-producer of Shakespeare On The Desert, Tucson and 
Phoenix, Arizona. Mills saw the McKenna-Fernald production 
of Saint Joan in London. McKenna, being Irish, had a 
natural edge on the peasant— not the French variety, thoughi 
She is Irish. But, Shaw wrote some of the script in Ireland
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and Shaw himself was Irish. He was attracted to the anti- 
English element in Joan's struggles.to make the English 
leave France because of the struggles of the Irish 
nationalists in the early 1920's. This is an interesting 
parallel, I think.

Rehearsal Log

WEDNESDAY, OCTOBER 9
Today was the first day of casting, The turnout was 

small and disappointing. The Director is counting on more 
actors showing up tomorrow and the next day.

THURSDAY, OCTOBER 10
Today was the second day of casting. The readings 

were stronger than yesterday. For myself, I am determined 
to use the experience constructively with a conscious 
mission, if you will, to find something useful to work yrith 
later in what the student actors give out now in tryouts,
To do that, to hear the words, to listen to the thoughts, 
is what I am concerned with.

FRIDAY, OCTOBER 11
Today was the third day of casting. I have decided 

to remove myself from any participation in the casting 
decisions. Those are the Director's decisions. To enter 
into casting considerations with the Director would sig
nificantly polarize me from the cast in the early part of
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the rehearsal period. My concern now is to nurture the best 
possible relationship with each individual member of the 
cast so we can go further down the track together.

TUESDAY, OCTOBER 15
Today was the first read-through. The Director 

brought us all together and spoke briefly about the times 
important to Joan, the role of the Church in subsequent 
canonization proceedings, and Mrs, Shaw's influence in 
bringing the story to Shaw's artistic conscious mind. Then 
the baton was passed to me and I was asked to address the 
company on my approach and the pre-rehearsal work I have 
been doing. I spoke, not without some degree of reluctance, 
since I am going to have to work with the company and I 
think that any singling out now or later will only interfere 
with the working process,

I read my two papers, pertinent sections of them, 
and discoursed on the nature of the Shavian conception of 
drama— ideas of toleration, genius, pragmatic ethic, and the 
notion of Idealist, Realist, Philistine, When I finished - 
speaking, John Cox— a good actor who has been cast as de 
Baudricourt-— saw the end of Scene i as the successful 
meeting.of Realist and Philistine - Idealist, de Baudricourt 
falling somewhere in between Philistine and Realist, This v 
is to say that Cox saw the Realist, Joan, being successful 
in her efforts to get what she wants from the
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Philistine - Idealist, de Baudricourt. I am thrilled. This 
is the intention I want to play.

I babbled on at such length that we only were able 
to read the first four scenes of the play. The complete 
readthrough has been put off until tomorrow. Prior to the 
company call today, I met with Irene Comer and the Director 
and scouted, in general terms, the country that Joan was 
dealing with. We were working from two sets of maps. The 
maps were different. I cannot make up my mind whether or 
not this kind of study does me any good. In fact, when I am 
really honest with myself, I do not think it does anything 
at all for me. I remain unmoved and uninvolved, I am 
thinking of the pre-rehearsal period and the secret knowl
edge I"had that I was going nowhere fast in my study of the 
historical Joan— the more I plowed into history the more 
distant a peal-life, flesh and blood person, Joan, became. 
The same is true in looking at a country on the flat surface 
of a printed map, I think. The more I look to a map for a 
living feeling of what the country is like, the further away 
I move.

I tried to keep fluid during the readthrough. I 
tried to visualize, absorb, listen to, and respond, I feel 
very good with Rex Totty, Dunois; and I predict a good 
working relationship with him. I feel that Richard Lemin, 
Cauchon, and Paul Sechrist, Earl of Warwick, are right on
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the money— put the ducks up and knock them off as Shaw 
calls the shots.

WEDNESDAY, OCTOBER 16
We blocked the first and second scene today,

Progress was slower than the Director said he had antici
pated, but not as slow.as I had secretly thought it would 
be, I like the working attitudes and think I may have had 
the wrong impressions stored up with which to view the worth 
of college actors. I appreciate the directness and the 
candor of the Director. He is not afraid to call a spade a 
spade if that is what he thinks it is. Perhaps I am too 
unstructured. I must listen and not come to rehearsals with 
iriy own preconceptions that to break the rule is a desirable 
end in itself. I have a secret fear of memorizing the lines. 
That fear is alleviated somewhat. I do find the academic 
life autonomous to the work on the play a real pain. I 
resent having to thipk about anything other than Joan, I 
really do!!

THURSDAY, OCTOBER 17
We blocked the third and fourth— partially— scene 

today. I worked for the first time with the Dauphin and I 
am frightened by the actor’s inexperience. I will try 
harder tp "infect" him with my belief— difficult assignment 
if one is cast as a seventeen year old village lass and is, 
in fact, thirty^-five. I think I am going to adore working



with Rex Totty, Dunois, after all I have said and done. 
Strange how the personal things become secondary in the work 
of the actor. I experienced the first sense of leveling 
off— which is probably that first stage of frustration 
Which is necessary in the process. I must do homework to
night and build in images for tomorrow's work. Otherwise, 
what lessened for me today will have become bland by 
tomorrow, and I will be behind in finding the core. The 
spine definitely lies in the applecart becoming upset with 
the introduction of the honeydew. I do not believe I am 
working with this image, but I am, Joan is the honeydew, 
the genius, the Realist, Her overall intention I am setting 
as 111 want to command the army to make the English leave 
France,11 and a stronger articulation of that intention is 
"I want to lead the army and beat the English," Each scene 
presents an obstacle and each obstacle presents further 
obstacles in the realization of her overriding intention.
In the first scene, the major obstacle is de Baudricourt who 
must be convinced to give Joan the horse she needs to take 
her to Charles, the armor she needs to escape detection by 
the English and Burgundians on her way to Charles, and the. 
soldiers she needs to accompany her on her way to Chaples,
In the second scene she has to sell Charles to give her 
command of the army. All of her lines to Charles are de
signed with this intention— -to convince him to let her have 
command. In the third scene, she must get Dunois to take



43
her to the English and to help her fight. Good clear inten- 
-tions to play so far. Will get to work and polish off the 
remaining line memory work on these three scenes tonight,

I have decided not to mark the script beyond simple 
pencil mark cues, I want to avoid the emphasis red, or 
yellow, or green, or blue marks give to your own dialogue if 
yop mark it. The dialogue that is written is only that 
portion of speech that is spoken anyway. All of the other 
blank times must be filled. Oh, yes, there is much work to 
do and as Shaw said it is a pity that youth was wasted on 
the young. I could not have tackled this part when I was 
younger. Now, when I can do the work, it staggers me,

MONDAY, OCTOBER 21
I went to rehearsal without makeup and in formless 

clothes today. It was a good beginning in stripping down,
I must be concerned with the inside and do all toward 
focusing in that direction. I have my friend and colleague 
Marvin Weitzel to thank for counseling here. Relationship 
is definitely coming into form with Ladvenue and Cauchon; I 

, see a lack of control in Stogumber--but the Director is not 
worried.

Lines are not going to be a problem, but I think it 
will be next week before I am steady with them. And, then 
there will be those few places that will always give me
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trouble— the sign that the rhythm, the thought, the inten-’ 
tion is off base.

I need more images. Belief is with me most of the 
time. I mean belief in the moment--the one on one reality 
How I love it!

TUESDAY, OCTOBER 22
Egad! Difficulties! I am filled' with rage und bad 

feelings which are directed at the Director but most in
tensely at Irene Comer. I spent this first blocking of the 
trial scene and the epilogue off book much of the time and I 
was trying in every way I could think of to establish 
contact and give to other actors. This is a young student, 
cast. They are not seasoned professionals and I need to be 
able to believe them in their work every bit as much as they 
desperately need to believe me. If we are all facing front 
from the beginning blocking rehearsal to the opening night 
we will never get. the three dimensional element we need for 
belief— we haven't had time to read the script and relate to 
each other, I am horrified.

I simply stopped Irene Comer from giving me more 
line readings, After the rehearsal she jumped in when the 
Director was commenting on the need for less debate and more 
simplicity in the trial scene— -this is a good direction that 
gives me something to do; not really, but it does give me 
more direction and T see what he means. When she jumped in
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to second his remarks she told me that she wanted to see. me 
work in depth. I will not write about her again in this 
log. Because of our differences, Irene Comer volunteered to 
remove herself from coaching me, but she will continue to 
coach other cast members.

WEDNESDAY, OCTOBER 23
Today was simply superb. The trial scene came into 

focus. The danger is that the foundation has not been built 
so the values which were found today may drift as the re^ 
hearsals progress. Anyway, we made strides and we were all 
feeling very buoyant at the conclusion of the rehearsal»
That usually means that the following rehearsal is down. 
There ure reasons for that and I think that most of the 
reasons address themselves to the nature of the work being 
one that is of an evolving character. The work is never 
static, it is never fixed during this early period when, 
hopefully, we use the time to scout the various directions 
we perceive for expression,

I feel comfortable in work costume and in going to 
rehearsals without makeup. We are all loosening up with 
each other. I noticed this artistic loosening in the 
Director's reworking of the first scene entrance. It will 
now be made from the down right vomitorium curtain, and will 
constitute a sweeping circle on and upstage, onto the top 
platform which represents de Ba’udricourt' s room in the
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castle of Vaucoulers. I think this is a very imaginative 
use of space and I love the action. The sweeping arch cuts 
out the last circle in a spiral stairwell leading Joan from 
the stable yard below to Robert's room above.

I went off book in the first scene. I now have most 
of the play down once over lightly in the memory work. Yes, 
I am tired and I must rest before going back to work. But, 
at this point in the progression of the work, I am happy,

THURSDAY, OCTOBER 24
I wonder if being tired really is part of the work 

process, I think it is. In any case, I am still tired, I 
think being tired like I am now indicates one of the early 
signs of the leveling off to a working state--as opposed to 
being carried away or along with enthusiasm for the play, 
Lines are coming along nicely. Listening is the key to 
reality onstage, in my work, at least. Really listening 
means absorbing and responding without a conscious overview 
that says, "Now! Now, I am listening. And, Now! Now, I 
am responding!" It must be an immediate state of action, 
Generally I am pleased and feel I must guard my energies,

FRIDAY, OCTOBER 2 5
Forty'-five minutes late to tonight's rehearsal, I 

failed to check the call. Oh, ugh, I had counted the time 
as being the same as it has been during the week— -seven 
o * clock evening. But, for tonight's rehearsal the time had



been changed to six o ’clock evening. I arrived fifteen 
minutes early--so I thought— and found everyone in the 
middle of the trial scene. I plowed into the middle of the 
scene and had a vague impression that I could use the guilt 
and shock at being late to advantage if I doubled concentra
tion in the scene. I tried to and I think it did work to 
advantage. We seem to truly be "infecting" each other now 
in the power of our beliefs. I have that amorphous feeling 
that I am throwing everything on the line and I am beginning 
to lose sight of the large.building blocks in the play's 
Structure, Once you truly commit yourself to playing, it is 
no longer possible to keep the level of awareness that you 
have had before. This should not imply a lack of control 
over the material. Some of that is involved, I am sure, but 
what I really mean is that there is a proportionate giving 
up of control with the surrendering to the moment, There 
just has to be. Any statement to the contrary would not be 
facing the truth as to what really happens when an actor 
plays,

To the degree that I think I am beginning to play,
I am becoming dependent on the Director to keep the building
blocks together.'

SATURDAY, OCTOBER 2 6
We reviewed Scenes iv, v, and vi today, Good con

centration and we kept the magic circle intact. The first



real progress with scene vi was made in today's rehearsal.
The problem, the most outstanding one for me, is to inte
grate the level of scenes v and vi stresses the power and 
authority in Joan; there.is a problem with achieving the 
spiritual values in scene vii. I must find the complementary 
levels which will be believable and which spring from one 
source. I must find the unified Joan. I find that discus
sions with Nancy Allen, Understudy and Assistant to the 
Director, are immensely helpful in sifting the values of the 
changing tones— the kind of tracking that says "If I do thig f 
then such and such will happen." She is such a fine theatre 
person and has such good instincts, At this point I think 
we all sense ourselves to be on the rising tide.

MONDAY, OCTOBER 28
Tonight we reviewed scenes vi, vii, and 1. The 

lines are down for all intents and purposes» It is simply 
a matter now of repeating them and playing them, I am 
feeling pressure to come on with "timing," and of course if 
the inner work is not solid, attention to timing for its own 
sake is an external imposition and will show as being 
external. Please give me the language to go in the direc-r 
tion I feel to be so important to go in.

TUESDAY, OCTOBER 2 9
We reviewed scenes ii, iii, iv, and v, in tonight's 

rehearsal. I kept working for honesty in the bell scene.
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It worked, the bell scene, and the final speech "I will go 
out now to the common people" came into playable focus for 
the first time; playable focus with respect to the problem 
of achieving one character capable of the strength of scene 
v and the spirituality of scene vi. Scene ii— the court 
scene— -was well worked; well worked with respect to re
trieving interaction with Charles.

I asked for props to use in the Loire scene. Object 
work is important in illustrating that the conversation with 
Dunois is superficial at most and that the mind's real 
attention is taken up with plotting how to get the enemy•to 
wage war. There was more simplicity than ever in the bell 
scene— we reworked the blocking somewhat. We removed 
flourishes.

WEDNESDAY, OCTOBER 30
Tonight we reviewed scenes vi, vii, and i, in that 

order. It is difficult to approach scene i after the con
centration necessary to work scenes vi and vii. When there 
is such a drastic out of sequence call, I feel that we are 
involved in film work, rather than stage work. Anyway, 
tonight we worked in a solid way. The boiler is being 
stoked. I must add honesty and work the simplicity. I must 
refine, and redefine, and keep fluid and elastic. All rela^ 
tionships are real ones except for the relationship with the 
Inquisitor who will not look at me he is so worried about



the way his voice "sounds." We restaged the carrying out of 
Joan and my foot was stepped on. It hurts!

THURSDAY, OCTOBER 31
Tonight's rehearsal covered scenes i through iv.

The Director was particularly pleased with the Loire scene. 
We worked with helmets and maps for the first time, The 
maps really do show the mind focus elsewherei When this 
happens, the banter between Joan and Dunois becomes the 
banter language of comrades-in-arms, The court scene with 
Charles smoothed out somewhat but the end of the scene is 
still not on the money or anywhere near the mark. The cast 
discipline is simply superb and I think we all love the play 
God help us hone it purely and honestly,

FRIDAY, NOVEMBER 1
There are eighteen days to D-Day! Today we reviewed 

scenes v, vi, and vii. Our work was excellent and our con
centration was keen. We seem to be looking for thought 
patterns lying within the nature of this play’s central 
action— the individual, who is Joan, asserting herself to 
disrupt established systems. Scene v made strides and the 
Director seems very pleased, The memory process in inters 
esting. Once the lines are committed, and the actor "knows" 
them, he will still forget if his mental focus is elsewhere' 
i— working out some actor's problem which is not tied to the 
moment of playing. I think this may be what is meant when
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people refer to the same blank spaces occurring night after 
night because the rhythm is off. Really what is happening 
is that the mind's attention is not on the moment occurring 
onstage.

SATURDAY, NOVEMBER 2
Today we had our first runthrough. Almost! We did 

not run the epilogue, The Speech Department had the use of 
the theatre for an evening presentation and we had to stop 
working at 5:30.

There iq strength now in scenes v and yi. The tent 
scene is deadly. There are good, solid acting approaches in 
the tent scene, but from the wings it seems like so much 
talk, I am listening because I find "staying with the 
script" essential to my concentration during a rehearsal, 
but I think an audience would have difficulty maintaining 
interest. Perhaps this will not be the case? we have time 
left, and I think that, as we get even stronger, our belief 
that what we are doing is•beautiful and worthwhile will 
carry us into a conviction that will demand audience reci
procity. I love this play now. And, I know that the 
direction is right. I will be working on refinement and 
sculpting in the next week.

MONDAY, NOVEMBER 4
Tonight we rehearsed the epilogue and scenes i 

through v in Studio A, The Readers Theatre group from the



Speech Department was giving a presentation in the theatre 
and we had to move our rehearsal elsewhere. This presented 
some problems - We worked without props-— swords f maps, capes 
And we worked without ground levels which was disconcerting 
to me at least. On the bright side, the work was confined 
and values which had not been obvious before— particularly 
values contained in the tent scene-— surfaced and became 
apparent in the more intimate surroundings of Studio A.
ISfoWf if we can hold the subtleties that emerged and expand 
them to fill the larger space of the theatre proper, to
night's work will not have been in vain. I worked speci
fically on establishing Joan's relationship with La Hire, 
who Joan recognizes as a supporter from the beginning, I 
must concentrate on the mission from here on out. I must 
play the intention, and concentrate on carrying out the 
mission, I have been holding my vocal' range in check, 
fearing to make much use of my very low, lower register; 
fearing that to do so, would be to set too mature a vibra
tion going, Now I am not so sure. And, I think I will 
begin experimenting again and see how far I can take the 
deeper work in this character I am working on. What happens 
of course, is that we experiment in one direction and then 
in another direction— taking our experimentation to the 
furthest of the nether region and when we pass a certain 
believable, acceptable point we no longer have one character
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but have another. Oh my! In any event, I think I will try 
reaching out again.

TUESDAY, NOVEMBER 55
Tonight's run through was filled with despair. My 

anxiety level is very 'high. I want to start loosening the 
tension line soon. I must know what I'm about, stay with 
the doing of what it is that I am about, and then concen
trate on the moment in the playing. I must keep working 
with images: horses, fields, tapestries, swords, palaces,
rivers, stones, night skies,

WEDNESDAY, NOVEMBER 6
■ I am having more anxiety problems, I am so lacking 

toleration for the external approach to this business. If I 
go to the theatre, I want to see the real thing. I want to 
see life in the actor's eyes. How can I play with the 
Inquisitor when he does not hear a word I am saying, or see 
a thought I am thinking because he is so worried his feet do 
not match his torso line— as if there were such a thing-’-and 
so concerned about his next line delivery— and doing it the 
way he has been coached to do it, I am unhappy, but I am 
Still trying. I go over the script before each rehearsal 
but I find that I am going over it superficially. I must be 
careful about that.



THURSDAY, NOVEMBER 7
I invited Marvin Weitzel— a friend and professional 

colleague--to come to rehearsal to give me criticism. I 
found his comments in point and perceptive. They included 
playing Chekov and not Miller, playing subtext, playing a 
growing realization that the voices have deceived Joan. As 
regards -the latter direction, I cannot have the realization 
descend on Joan within her line that the voices have deceived 
her, I must seek to play the realization earlier.

Earlier in the day, I met a reviewer for The 
Wildcat, Tim Janes, and spent an hour talking about Shaw, 
During the hour, I had a frantic moment wondering if there
really was going to be any worth come out of the research
and conversation, whether time spent in more depth rehearsal 
work would not truly bring more result. All is probably 
worth the effort. The moment is all, whatever that means,
I must be aware of and make decisions on the use of all
props— this would include the map, sword, and helmet in 
scene i'ii, the sword and cape in scene v,. the chains in 
scene vi, and the wooden cross in the epilogue.

FRIDAY, NOVEMBER 8
The Loire scene is definitely off. I think our main 

problem is that we— Dunois and Joan— are not operating at 
cross intentions. My intention is that I must make him get 
me to the other side of the river so I can lead the French
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army against the English forces and raise the seige of 
Orleans. I have a feeling that because we felt compelled to 
perform this scene the third time we went through it, and 
hit--during that performance— successful levels, we were not 
secure enough to know what we were doing that worked. We 
are now trying to recapture something that is amorphous and 
without shape in our memories. We would do better to get 
together and not go back but try to start again. We must do , 
this, but our schedules must permit front study time before such 
a meeting would prove fruitful. In the Cathedral scene I am 
going to try playing a through line between "I shall go back 
to the farm when I have taken Paris," and "No: I shall last
only a year from the beginning . . .  I know it, Jack, before 
I go home, let us take Paris." I fell down in playing the 
"Don't let them burn me" intention in the trial scene. I 
conceive of "Don't let them burn me" and "I must tell them 
the truth as I understand it" to be the same.

SUNDAY, NOVEMBER 10
We reworked the discovery of the Dauphin in scene 

ii. I have a much faster, simpler, and direct approach now 
and I simply come downstage, face upstage and view the court 
to discover the Dauphin. The reworking was well worth the 
time spent doing it, I think. Generally it was a good 
working rehearsal. We have some lights. Company feeling is 
good.



56
I must back up in the trial scene and make sure that

the level I begin with is not reflecting self pity. I think
that happened in our rehearsal this afternoon. Oh, I think 
Marvin Weitzel gave me a good thought. I need to work it,
but the thought is; the line "My voices were right" must
reflect a sudden reaffirmation that the voices are right 
when a moment earlier I must be playing that they were de
ceiving me. I think what I have now is that I have stopped 
playing the voices, that they have let me down and I am 
playing a general disillusionment that encompasses the 
romance of Joan's rise, and her capture, and hep recantation. 
What I am presently playing I am doing so by calling images 
to mind that allow me to respond off of them. And, as they 
dull, I change them to have more to play off of.

MONDAY, NOVEMBER 11
During tonight's run through the Director announced 

to the cast that all experimentation was over and there 
would be nothing new tried before we opened. All this says 
to me is that we will be spending the next week polishing 
those mistakes that are alarmingly evident. The Director 
wants to go on record that he envisions the character of 
Joan as elevated and ennobled in the epilogue, I could not 
disagree more. The ambulatory scene went exceedingly well 
tonight, I enjoy working with Rex Totty. The Loire scene 
is not yet on the right track but the direction we will find



the track in has to do with operating at cross intentions, 
The Director wants to rework the trial scene and have Joan 
collapse off the stool in her recantation. I will do it, 
naturally f but I find the choice an obvious one and would 
prefer to work a more subtle choice. We had picture call 
before rehearsal— the costume department has done a mohu^ 
mental job in mounting the show. The wig is not what I 
asked for, but I can readjust.

TUESDAY, NOVEMBER 12
• Tonight's rehearsal was a good one and the feelings 

of frustration of the past week and a half were somewhat 
relieved. The epilogue played with a simplicity that has 
been lacking before and I managed to please the Director and 
still maintain my integrity with the playwright, The 
Cathedral scene is playing'— though -I need to keep in close 
touch with the small beats in the longer speeches, The life 
is going on the inside of this character. I need to sculpt 
it. The Loire scene is moving in the right direction and we 
may have hit the germination point— if you can say such a 
thing. I played with the bells and love the reality. We 
need costumes now. First Dress is scheduled for night after 
tomorrow. I am so tired now, and yet must do script work 
before going to bed, I am still not happy, however, with 
the collapse off the stool.
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Tonight was the final runthrough before going into 

dress rehearsals tomorrow night. We had one of those really 
marvellous working rehearsals. Thought work has led us to 
the right path in playing the Loire scene--cross intentions, 
Somewhere in the conversation about how her heart is full of 
courage and not of anger, and how she discovered the sword 
behind the altar where St. Catherine hid it for her to dis
cover, Joan and Dunois become colleagues intent, on the same 
mission— to relieve Orleans. I worked with the leg chains 
that will be used in the production for the first time and 
I must be careful with them, that I do not bruise myself 
being swept out for the burning. The wig is alright— not 
great, just alright. The music is grand. Aaron Copeland's 
theme from "Brave New World" strikes the final note, The 
piece is not of the period, but it matches the note of the 
production. I will hold the theme in mind, The shifting 
crews are working well and, for the most part, silently, 
which is good,

I am experimenting with the new set pieces. The 
first scene with de Baudricourt has a window and I used it 
tonight to hail to the soldiers in the courtyard below— -this 
will be fun to work on. I want to look over the scenes with 
Charles before tomorrow's rehearsal. I think if I can play 
the through line more honestly--if concentration can be on 
playing the through line, I will move into a slightly



different psycho-physical rhythm that will, to use the 
Director’s language, "pick up the pace" of the scenes. The 
through line, the motivating force, being "I want to lead 
the army," I think. The thought work was right but the 
rudder had to deepen, and a stronger personal commitment hed 
to be made in the playing of the moment. I worked on 
bringing Joan in during the last part of the intermission 
before the Cathedral scene, so that the lights go out after 
she has entered and kneeled at the altar. This allows a 
kind of free theatre expression that will set her praying 
there for some time. It will be effective, I think, I need 
more physical deterioration in prison and I must tie my 
hands to the ideas in scene ii and not stay too close to 
Charles, I must stay close to him, but I must stay close in 
thought and not necessarily in body.

THURSDAY,. NOVEMBER 14
Tonight was the first dress rehearsal. I will not 

go into minor problems, I simply adore Helen Currie, the 
Costumer. She is such a calm, unruffled artist, and her 
approach is so professional. I do have much trouble with . 
the armor, though, and I foresee having to strike it in the 
Loire scene. The change is too quick to have to deal with 
individual pieces of armor. This is what we had to work 
with tonight, There is an easier flow in scene i now, 
Thoughts are beginning to be complete, There are fewer
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bleaps on the tape, fewer blank spaces in the thought, The 
Director restaged the opening of scene ii. I found this 
disconcerting in concentration work. The colors that come 
to mind which characterize this production are greys, rusts, 
blacks, turquoise, rose, maroons, I am having difficulty 
breathing in 11 if if's' an an1 s were pots and pans' speech in 
the ambulatory scene, which means I need more thought work 
in this section. A decision was made to wear the wig in the 
epilogue, •I must give thought work before tomorrow on 
determining specifics in Joan's relationship with the 
Executioner and on thinking through the simplicity of the 
peasant woman in scene i, the latter having to do with re
thinking on just what Joan is all about. At this point, it 
is to sell de Baudricourt to give her what she needs to get 
to Charles. This is the intention of the scene,

FRIDAY, NOVEMBER 15
I am sick. I have just come home from the emergency 

section of the hospital where I went with Nancy Allen after 
the second dress rehearsal tonight.

The running time of the rehearsal was 3 hours and 10 
minutes, without intermission. I asked the stage manager to 
keep track. He had not been keeping time. It is important , 
to do that now, I think. We need to think the thoughts 
more quickly. The Director thinks the chain mail armor
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makes us look like "chubby little bears." His description 
gave us all a good laugh. It was full tech, costumes, and 
makeup tonight. I am going without any makeup at all, which 
is the only honest approach for me to take. Joan exists on 
the inside. Scene i with de Baudricourt plays! The trial 
scene is beginning to move freely. There is good play, at 
least better play, now between Joan and Charles. The 
Director does not want too much of Joan's back on her dis
covery of Charles. The question is, then: Why does he not
move Charles? If I give him what he wants, we will all be 
on the same level, and turning out, and not looking at one 
another, The angle will be oblique and Joan will not be 
direct and simple,

SUNDAY, NOVEMBER 17
I was home in bed all day yesterday, November 16, 

1974, and missed rehearsal. Nancy Allen read Joan.
I have been asked to "go to knees" in the trial 

scene and I do not want to. Again, this seems like such an 
obvious choice, At this point, I do not see how I am going 
to pull off a change like that--the thought restructuring 
required to do so is just coming at too late a time in this 
production, I am locked in to what I am doing. Oh, dear; 
well, we will see what we can do.

The Director restaged the visions seen by all in the 
epilogue. Now they are out front, located somewhere in the
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light booth area. This is a good change and something we 
can all work with easily.

Performance’Log

MONDAY, NOVEMBER 18
Tonight was opening night. Scene i with de 

Baudricourt was on the money. The rest of the show was off. 
The trial scene was particularly rough. Ladvenue was simply 
not there in his thought. I. tried, but all I could do was 
hold my own concentration. At one point Joan was simply 
abandoned on the stage floor in the trial scene, I crawled 
back up on the stool. I tried to use the disadvantage.
But/ I did not succeed,

TUESDAY, NOVEMBER 19
Tonight was the second night. We had tight playing 

all the way. I enjoyed the depth of involvement arid con- • 
sider this evening's work the moment on moment playing we 
seek.

WEDNESDAY, NOVEMBER 20
There was a definite drift setting in with some of 

the performances tonight--particularly Charles and Stogumber, 
Enjoyed working with Dunois and Ladvenue. De Baudricourt 
has an interesting phenomenon occurring in his playing. He 
was so involved two nights ago that his actor!s mind is 
still back there'— it is not in the present. As a result,
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for two nights now he has gone, blank. And, he does not know 
Why. I think I do. And, 1 just said it. He is not in the 
present. Obviously, if there is drift in any actor’s frame 
we have a different course charted. And the result, of 
course, is that we end up with a different play. I must 
double my concentration.

THURSDAY, NOVEMBER 21
Tonight was an absolutely super night for us all 

The show was strong. The concentration, and the commit
ments , were present and intense. I love this play!

FRIDAY, NOVEMBER 22
We have been sold out for the entire run, I think. 

Tonight1s audience was responsive and we played well and for 
ourselves. The audience came to us. The problem of drift 
is not nearly as significant as I have secretly been pre
dicting it would be. We really have a marvellous show!

SATURDAY, NOVEMBER 23
We played matinee and evening performances today,

I was worried that the energy levels would suffer. They did 
not. Both shows were strong and beautiful. The afternoon 
audience was an older audience. We played our way. They 
came to us. Tonight’s audience could not have been more 
appreciative. We received a standing ovation. But, the
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point is that we played our play for ourselves and, again, 
the audience came to us.

SUNDAY, NOVEMBER 24
We played another matinee and evening set. This 

has been the most marvelous working experience. The work 
was solid and good. Tonight's show was as strong as any we 
have had. And, now we have closed. The strike is underway 
as I write these words.
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Superior Acting 
Make Lengthy ‘St. Joan’ Work
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By JOHN PEC K  
Star Dram a W riter

longevity is a word keenly 
appropria te  in describing  
George Bernard Shaw, not 
only in relation to his long 
Span of years (1856-1950), but 
plso in regard to the perm a
nence of his work as a w riter  
and cntic.

Longevity is perhaps also a 
word that rests uneasily in the 
back of 
som e peo
ple’s minds 
w hen they  
consider the 
bu lk  of 
Shaw’s work 
— his plays 
are long — 
they go on 
fo r  hours.
But w ith
accomplished directorial inten  
pretation backed by solid act
ing skills, they seem neither 
interminable nor uninterest
ing, but highly enjoyable.

Such is the case with Shaw’s 
"Saint Joan,” which opened 
last night as I he third produc
tion of the University of Arizo
na Dram a Dept, this season. 
The play is long, full and love
ly — long by virtue of the w rit
ing, full by the grace of some 
singularly excellent acting, 
notably M argo M c E lro y ’s

portrayal" of the French peas- 
ant-woman-soldicr-saint, and 
lovely for the almost totally 
harmonious acting of the sup 
porting cast.

The play is by nature some 
What of a comic piece. Many 
of the characters share a cer
tain caricature of buffoonery 
But it is also a piece which 
deals with "heavy” consider 
ations and deep-seated politi 
cal and religious emotions. To 
be able to exract both from 
actors and then to successfully 
blend them together is the 
only way to make this play 
work. D irector Peter Marro- 
ney accomplished precisely 
this.

He had more than a little  
help from his friends. Miss 
M cElroy’s acting was dram at
ic and strikingly innocent, a 
combination as difficult to 
achieve as it is excellent. She 
maintained this synthesis and 
the rhythm of her role without

difficulty and with great credi
bility.

Peter Stern’s Dauphin, per
haps the most obvious carica
ture necessary, was equally 
convincing and much In keep
ing as a counterpoint between 
royal petulance and peasant 
im petu os ity .

"Saint Joan” w ill play at the 
University Theater through 
Nov. 24 with evening curtains 
at 8 p.m. Matinees are sched
uled on Nov. 23 and 24 at 2 
p.m.
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But production uneven

The U niversity drama depart
ment production of George Ber
nard Shaw's “ Saint Joan”  opened 
to a fu ll and generally enthusiastic 
audience last n igh t

I t  was a production of variables 
— some good points, some bad. 
The best and the strongest was 
Margo M cE lroy ’s performance as 
Joan. M cE lroy came on strong and 
just kept building, yet never had to 
resort to flashy pyrotechnics to 
atta in  and hold the audience.

D IR E C T E D  BY P e te r R. 
M arroney1 the staging as a whole 
is fa ir ly  static w ith a few ex
ceptions. The actors are ranged 
across the stage in tableau form, 
relying on the scrip t to ca rry  the

play forward. But we must not 
forget that the power of Shaw lies 
in his words. The w it and wisdom 
inherent in the play can easily 
sustain any degree of physical 
im m obility .

There were some fine supporting 
performances, particu la rly  John 
Cox as Robert de Baudricourt, 
Andrew L. Schefman as the A r
chbishop of Rheims, Rex To tty  as 
Dunois and John Hamant as 
Chaplain de Stogumber.

And there were some weak 
performances, most regrettably 
Peter Stern as the Dauphin and 
Paul Secrest as the E a rl of W ar
w ick* Stern’s Dauphin was suf
f ic ie n tly  (perhaps over-so)

childish and petty, but he had a 
tendency to both rush his lines and 
occasionally swallow them.

SEC REST’S WARWICK lacked 
the sleek, sardon ic  w it so 
necessary for the part. His War
wick blustered where he should 
have merely implied. He also 
lacked a basic mental energy; 
W arwick may be languid, but his 
mind is like a live wire.

But c a rry in g  the p lay is 
M cE lroy ’s comet-flash of a per
formance, bridging and supporting 
even those scenes she is not in. Her 
Joan is a simple, stra ightforw ard 
g irl burning w ith the conviction of 
her voices, w h ich  u ltim a te ly  
means her common sense.

Some questions do pose them
selves. Why is Joan blocked so 
much facing upstage? M cE lroy 
has a wonderfully expressive face

and I often fe lt cheated by not 
seeing more of it. Had the staging 
been more flu id, the goal of 
isolating Joan could have been 
achieved, I feel, without quite so 
much delivery facing the back 
wall.

ALSO. THE props seemed to 
occasionally hamper more than 
help the action. The most notable 
example being at the end of Scene 
I I I  when all action stops while 
Dunois hassles w ith his helmet and 
sword. I t ’s little  things like this 
that give a somewhat lurching 
nature to the production.

Regardless of these drawbacks 
th e  th r e e - a n d - a - h a l f - h o u r  
production s till offers some of the 
finest acting to grace our stages in 
a while, and really that’s more 
than inducement enough to see the 
play.

— Tim A. Janes
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A Keating review

'‘Saint Joan’ a h
By M 1C H E LIN E  K E A TIN G

rUiziMi Drama Critic

The University of Arizona 
drama department is present
ing a visually handsome and 
emotionally interesting pro
duction of George Bernard 
Shaw's “ Saint Joan.”

Generally conceded to be 
• the most dramatic treatment 

of the martyred Maid’s story, 
Shaw saw the peasant girl as 
understanding at an intellectu
al level her religious roles. He 
saw her as knowing what she 
had to do and why she was 
doing it rather -than as the 
unlettered farm girl caught up 
in a fanatic fantasy of spiritu
al voices.

In showing her holding 
steady to her freedom of con
science against the dictates of 
the church. Shaw told his sto
ry in Joan’s betrayal, the tria l 
for witchcraft in which French 
prelates and English generals 
for separate reasons desire 
her downfall.

It is a long play, too long

really in running almost 3% 
hours, which is not a fault of 
the production but of Shaw's 
insistence that neither time 
nor man interfere with what 
he had to say. There is an 
unnecessary and long drawn 
out epilogue in which Shaw 
examines Joan’s place in his
tory.

Peter Marroney, drama 
department head, has directed 
the play with a sure eye for its 
pageantry, moving the large 
cast like a stately procession 
that brought into full flower 
the impact of the Maid’s ex
traordinary accomplishment.

The production is further 
enhanced by J. Michael Gil
lette’s starkly brooding set 
that perfectly backgrounded 
the period and content of the 
drama.

Saint Joan was played by 
Margo McElroy in partial ful
fillment of the requirements 
for a masters degree in dra
ma. She created a Maid com
posed of earthy humor and

great spirtual composure who 
could understand and accept 
what was being done to her. It 
is a truly beautiful perfor
mance that cannot fail to 
move any audience.

Actually there isn’t a poor 
piece of acting in the whole 
production, but I particularly 
liked Joe Cooper's young 
English soldier who, once a 
year, gets to come up from 
Hell for a night on the town as 
a reward for having handed 
Joan a cross of sticks as the 
flames were licking about her. 
Also. Rick Rorke’s sensitive 
Brother Martin, Michael E lli

son’s Gilles de Rais, Paul 
Secrest’s Earl of Warwick 
and. especially, Peter Stern’s 
humorous, fuddy-duddy and 
utterly delightful Dauhpin, so 
unworthy of Joan’s determina
tion to crown him King.

Last night’s packed house 
opening in the 331-seat Univer
sity Theater accepted the 
production warmly. There will 
be further performances at 8 
nightly through Sunday, plus 2 
p.m. matinees on Saturday 
and Sunday.

ov-vj
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‘Give me a role. With a role I can be myself. Without a role 
I am nothing

Margo McElroy, her freshly washed hair turbaned into a 
towel, a striped rube elongating her pencil thin figure, curled

• -  : •

CILhre Ub«4<rs B n r r  Hepti*s mad L fv  B lie a
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o  s  l i r e .

into a chair in the living room -of her townhouse out Sabino 
Canyon way and, with obvious distasle, settled down into ihv 
penance of talking about herself

Probably the finest actress pawned from Tucson training 
come Monday she will open a neck's run in George liernar" 
Shaw's "Saint Joan" at the University Theatre in partial fu lfill 
men! of a master’s degree in drama In tackling on, of the L . 
ater’s most difficu lt rules for women. Margo has done as she 
always has — set herself a task of perfection

She has come a long way theatrically since the summer ct 
1954 when, at the age of 15, shy played the title rote in the Coi 
ral Theatre production of "C ig i "

, She finished Tucson High School, went on to the University 
of Arizona from which she was grade.,ted Phi Beta Kappa hi 
I960 She married, had a daughter and a son and went East to 
live. While her husband taught at the University of North Coro-1 
lina, Margo studied law and occasionally did some acting She 
turned professional when she appeared in seven productions, 
staged by Jay Broad for Theatre Atlanta and in four p!av< at [ 
Virginia's Barter Theater. -j

She returned to Tucson in 1973 for the Arizona Civic Theatie 
production of "Gingerbread Lady," then d id  th ro  shows , V  
Nina Vance at the Alley Theatre in Houston /

A t home and at work
Two studies of Margo M cElroy: Above, as she is at borne, following 
the ritual of hair washing, and at right, Margo the actress, playing 
the title role In “ Saint Joan." The play, a production of the Universi
ty of Arizona drama department, opens Monday in the University 

Theatre.

Jo an  a  g re a t ch a lle n g e

“Until now, my favorite roles were Annie Sullivan in The 
Miracle Worker’ and Martha in ’Who s Afraid of Virginia W ulU’j 
But Joan present? the greatest challenge for me as :in actress

“in order to get close to Joan I had to do it by virtue of 
warming up to the play. I read a great deal, but about ST.sw 
ratier than the historical Joan However. I found that Shaw dnlj 
rw* tamper with history too much. Many ol the lines m tv  
come directly from her trial for vrtcbcra.'t Wbm shew ihn ooN

ONCD



v.as „ifi'ease Joan’s understanding of her religious rnleTI am 
very excited by Joan, and very nervous. I die all the time in -; 
side.”  : ' : - .. . ■

Margo’s decisiop to look to the future as a teacher rather 
than a performing actress grew out of a need to provide a sta- 

. ble home environment for her children, Maggie and John, 12 
_ and 9. With three unsuccessful marriages behind her, she felt 

the professional theater did not offer the security she wanted.

• “ There is 85 per cent unemployment in Equity (the actors’ 
union). That is no way to raise two children. I  realized I had to 
find a long range solution for myself and the children.

' ‘ Be free to dream v 'V  %

“ The most interesting aspect of returning to the university 
for my masters is that I have discovered I can teach. I believe I 
can be an awfully good teacher. To me, teaching has been a 
wonderful experience. In acting you must be free to dream. It  Is 
a tremendous experience to take the students and teach them 
the freedom to think, to know, to imagine, to dream. I think i 

v. there must be a large element of witch doctor in a good drama
: teacher,” ,

Margo was born in San Diego where her father, Rear Ad.
. R.Y. McElroy (retired) was stationed. Her mother brought her
' to Tucson as a small child because her grandfather, Dr. Charles
: Mills, a tuberculosis specialist who pioneered the rest-cure- 
{ treatment, was practicing here. . ‘ .. „ - .

’ She was boarding at the Arizona Sunshine School when the 
headmistress said Margo needed a directed activity. She was 
sent to Mary MacMurtrie’s Children’s Theatre where, at the 

■ age of 6, she firs t appeared upon a stage. -  v  .•  ,/T

: , “ I think I can say fa irly  that I have been acting all my 
’ life,”  Marge said, a quick smile brightening the classic beauty 

of her face, a face that belies the old adage-that beauty and ' 
brains do not go together.

r(l' She stood up, her arms outflung, and suddenly you felt.the ' 
•.. presence of the Maid in the room..: . ’ - •/,. • ;

i • “ I am never satisfied,”  she said, “ until I can look into the
eyes of everyone on stage and see belief. Then I know I am
right.”  .

The University of Arizona drama department’s production 
of “ Saint Joan,”  directed by Peter Marroney, drama chairman, 
w ill be given at 8 p.m. Monday through Sunday, Nov. 24, plus 2 
p.m. matinees on Saturday and Sunday, at the University The- 

; atre. Tickets, priced at ?3 nights and $2.50 matinees, are now on
| sale at the theater box office, Olive Road south of Speedway
j, Boulevard,
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Evaluation of Margo McElroy's Performance of Joan
Did you believe:

1, Joan was intent on persuading Baudricourt to 
give , her what she needed to get to Charles? H

2, Joan was intent on persuading Charles to give 
her command of the French army? ]\J o

3. Joan was intent on leading the French Army against
the English, in the interplay with Duno'is? C

V4, Joan was intent on persuading her friends to let her 
lead the French army in a move to take. Paris? nuw.

5. Joan was intent on answering the questions asked 
of her in the trial, to the best of her under
standing of the• questions asked? Cjjui

6, Joan wanted to find out what had been happening to 
friends and acquaintances from the time of her 
death to meeting them again in the Epilogue?

Were you moved by a directness and a candid quality in 
the character of Joan presented in McElroy's performance 
of the role? uf
Would you say that the performance illustrated a clean and 
simple approach, avoiding busy, filigree-type detail 
work? OfJ><_
What did y W  make of Joan's voices? Did you believe, she 
heard them?t^Were they only the products of her own common 
sense, as Dunois suggestech they, might be? Were th^y 
both? Jls-ajL*, Jj ,  ̂"" ./ • t _ n,

Other Comments: ' , -A-

I L J ' f i A z ! ) A * * -
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Evaluation of Margo McElroy's Performance of Joan
Did you believe:

1. Joan was intent on persuading Baudricourt to y
give her what she needed to get to Charles?

2„ Joan was intent on persuading Charles to give
her command of the French army?

3. Joan was intent on leading the French Army against
the English, in the interplay with Dunois? U

4„ Joan was intent on persuading her friends to let/her
lead the French army in a move to take Paris? yy ̂

5. Joan was intent on answering the questions asked
of her in the trial, to the best of her under
standing of the questions asked?
Joan wanted to find out what had been happening to 
friends and acquaintances from the time- of her 
death to meeting them ̂ again in the ■ Epilogue?

Were you moved by a directness and a candid quality in / 
the character of Joarn presented in MpElroy’s performance / 
of the role? (2s g^. ritMdLb^j-,

Would you say that the performance illustrated a clean and " 
simple approach, avoiding busy, filigree-type detail 
W o r k ?

What di^ you make of Joan's voices? Did you believe she 
heard them? Were they only the products of her own common 
sense, aa Dunois suggested they might be? Were they 
both? ■

Other Comments:



74
Evaluation of Margo McElroy * s Performance of Joan
Did you believe:

1. Joan was intent on persuading Baudricourt to 
give her what she needed to get to Charles? \Jq-S72. Joan was intent on persuading Charles to give 
her command of the French army? \/ ey

3, Jean was intent on leading the French Army against 
the English, in the interplay with Dunpis? \Iq<

f ' '
4, Joan was intent on persuading her friends to let hen

lead the French army in a move to take Paris?
5, Joan wag intent on answering the questions asked

of her in the trial, to the best of her under
standing of the questions asked?

6. Joan wanted to find out what had been happening to 
friends and acquaintances from the time of her 
death to meeting them again in the Epilogue?

Were you moved by a directness and a candid quality in 
the character of Joan presented in McElroy's performance 
of the role? ygê ; ^
Would you say that the performance illustrated a clean and 
simple approach, avoiding busy/ filigree-type detail 
work? ' \\<2-^
What did you make of Joan’s voices? Did you believe phe 
heard them? Were they only the products of her own common 
sense, as Dunois suggested they might be? Were they 
both? y  pgiT' 'Jofid dfZ'F tf£rt-fi£b

Other Comments:
ft 13e l / s r k Pl&sS? £ y Z- / Fz-i-l

/IT COfisvr y ?  yi/Z- pt-J3)i£*J££ PpJoOSU, '

j r  L b J 0 <0 (AJip L ftC K  OF (po/JQ- e fz p

-p,fz friz rtrii fi-F ft_ ft mutf
P/Ed £ d) F (V<9$-K (5 V T/UbI) CUi'tW

/ P/'/O0 k_yW/4̂ -/tS:̂ .
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Evaluation of Margo McElroy’s Performance of Joan
Did you believe:

1. Joan was intent on persuading Baudriooutt to 
give her what she needed to get to Charles?

2,, Joan was intent on persuading Charles to give
her command of the French army? / <2_$

3, Joan was intent on leading the French Army against 
the English, in the interplay with Dunois? Ye

4, Joan was intent on persuading her friends to let hdr
lead the French army in a move to take Paris? jffL<

5, Joan was intent on answering the questions asked
of her in the trial, to the best of her under
standing of the questions asked? ?

T
6, Joan wanted to find out what had been happening to.

friends and acquaintances from the time of her 
death to meeting them again in the Epilogue? —

■JduT seeMSP 'p<£rt KAofi& ^
Were you moved by a directness and a candid quality in 
the character of Joan presented in McElroy's performance 
of the role? ~Dti-iM*YeLY

Would you say that the performance illustrated a clean and 
simple approach, avoiding busy, filigree-type detail 
work? Ve,̂
What did you make of Joan's voices? Did you believe she
heard them? Were they only the products of her own common
sense, as Dunois suggested they might.be? Were they 
both?  i/jpdE bloT J3eYH . /%vg.

Other Comments;
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Evaluation o.f Margo McElroy1 s Performance of Joan
Did you believe:

1. Joan was intent on persuading Baudricourt to 
give her what she needed to get to Charles? \J

Joan was intent on persuading Charles to give 
her command of the French army? \j ̂

Joan was intent on leading the French Army against 
the English, in the interplay with Dunois? •
Joan was intent on persuading her friends to let her 
lead the French army in a move to take Paris?

/ "Joan was intent on answering the questions asked 
of her in the trial, to the best of her under
standing of the questions asked? /

6. Joan wanted to find out what had been happening to. 
friends and acquaintances from the time of her / 
death to meeting them again in the Epilogue? /y £7

Wpre you moved by a directness and a candid quality in 
the character of Joan presented in McElroy1s performance 
of the role? n :&

Would you say that the performance illustrated a clean an# 
simple approach, avoiding busy, filigree-type detaif 
work? H qsL,

What did you make of Joan's voices? Did you believe she 
heard them? Were they only the products of her own common 
sense, as Dunois suggested they might be? Were they 
b°th? ,

Other Comments;
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Evaluation of Margo McElroy's Performance of Joan
Did you believe:

1. Joan was intent on persuading Baudricourt to 
give her what she needed to get. to Charles?

2, Joan was intent on persuading Charles to give 
her command of the French army?
Joan was intent on leading the French Army against 
the English, in the interplay with Dunois? W
Joan was intent on persuading her friends to let her 
lead the French army in a move to take Paris?
Joan was intent on answering the questions asked 
of her in the trial, to the best of her under
standing of the questions asked? o/^
Joan wanted to find out what had been happening to 
friends and acquaintances from the time of her 
death to meeting them again in the Epilogue?

Were you moved by a directness and a candid quality in 
the character of Joan presented iu McElroy's performance
of the role? x/
Would you say that the performance illustrated a clean and 
simple approach, avoiding busy, filigree-type detail 
work? J A M -
What did you make of Joan’s voices? Did you believe she 
heard themrlMtfere they only the products of her own common 
sense, as Dunois suggested they might be? Were, they 
both?

Other Comments;
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Evaluation of Margo McElroy's Performance of Joan
Did you believe:

1. Joan was intent on persuading Baudricourt to 
give her what she needed to get to Charles? 'jgr 5

2. Joan was intent on persuading Charles to give 
her command of the French army?

3. Joan was intent on leading.the French Army against
the English, in the interplay with Dunois? . V 0 $

4. Joan was intent on persuading her friends to let hor
lead the French army in a move to take Paris? H&'S

5. Joan was intent on answering the questions, asked
of her in the trial, to the best of her under
standing of the questions asked? y/jĝ

6. Joan wanted to find out what had been happening to. 
friends and acquaintances from the time of her 
death to meeting them again in the Epilogue? Vfer$

Were you moved by a directness and a candid quality in 
the character of Joan presented in McElroy's performance 
of the role? y/r 57/̂ S'etVoM (u oJb

Would you say that the performance illustrated a plean and 
simple approach, avoiding busy, filigree-type detail 
work? rJo - - 5oay£
What did you make of Joan's voices? Did you believe she 
heard them? Were they only the products of her own common 
sense, as Dunois suggested they might be? Were they 
both? _ U'h-Bfl

Other Comments:
P * M F L e . r £ } (Josl-L s o + 'T fi,* J e 3 >  ‘p & R F o R M A i-re e . 

BfyofiL T d 7Ve- rH£frTA-iefil~iri/ <<)F 'JUe.



79
Evaluation of Margo McElroy^s Performance of Joan
Did you believe:

1. Joan was intent on persuading Baudricourt to 
give her what she needed to get to Charles?

y2. Joan was intent on persuading Charles to give 
her command of the French army?

3. Joan was intent on leading the French Army against
the English, in the interplay with Dunois? fJo ̂  ■

(f4. Joan was intent on persuading her friends to let her
lead the French army in a move to take Paris?

5. Joan was intent on answering the questions asked
of her in the trial, to the best of her under
standing of the questions asked?

6, Joan wanted to find out what had been happening to 
friends and acquaintances from the time of her 
death to meeting them again in the Epilogue? .

Were you moved by a directness and a candid quality in 
the character of/Joan presented in McElroy's performance 
of the role? ^
Would you say that the performance illustrated a clean and 
simple approach, avoiding busy, filigree--type detail 
work? jfe* ■
What did you make of Joan’s voices? Did you believe she 
heard them? Were they only the products of her own common 
Sense, as/Dunois suggested they might be? Were they 
both? (y/asL ■ .

Other Comments;
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Associate Director  ....................................................   Irene F. Cpmer
Art arid Technical D irector.......................... .................................... J. M ichael G ille tte
Costume D ire c to r   ................................................      , . . Helen W. C urrie

CAST
Bertrand de Poulenpy  ................................................          M a rk  Fichmen
Steward .........................................................         B ichard B a ldw in
Joan ....................................................................         M a i go M cE lroy
Robert de Baudricourt ............................................    John Co^c
The Archbishop of Rheims ..........................     A ndrew  L. Schefman
Mgr. de la Trhnouille , . ,  ..........  Chris Peters
Court Page ...................................■. •  ................................. .. , .    R ick Casillas
Qillcs de Rais ....................................................................... .............. M ichael B. B llison
Cap tarn la f i i r e ..............................      R ichard Epcar
The Dauphin (later Charles V II)  .......... Peter Stern
Duchess de la Tremouille ..........................    , , ,    Donna Coburn
Her Ladies in Waiting. . .  .................... .................. .. .Shelly Carldon, Andrea K ing,

Andrea Merola, K a thy  Snowden
Dunois, Bastard of Orleans................................          Rex To tty
Dy,nois’ Page ................................... , ,   .Edw ard Betz
Richard de Beauchamp, Earl of W arw ick ,................   , , .  ............... Paul R, Secrest
Chaplain de Stogum ber.................................................   Jphn R. Hamant
Peter Cauchon, Bishop of Beauvais, ,       . ,   R ichard Demin
Warwick’s Page ...................... ...................................................... .. . .James M. Gooden
The Inquisitor .............. .................................................. James P h illips
D’Estivct       , , .      Francis T. Kehoe
De Courcellos • ........ . Tom Benson
Brother Martin h ad ven u  ........................    R ick Rorke
The Executioner ..........................      Jon M ohr
Aii English Soldier ,  .............. .................................... ............................  Joe M. Cooper
A Gentleman of 1920  ..................................................  Francis T. Kehoe
Noblemen and Assessors.................   . .M ike  F ligor, A lan  Daniel, M a rk  Donnelly,

F dw in  G. McCauley, Raymond Mondoux, 
B il l  Feaneyhough, Stephen Zack, M ichael 
Mprback, K endrick  Jones 

Soldiers  ....................................     K ick  Borentz, R ick Casillas

In terpre ta tion  of the role of Joan by Margo M cE lroy 
in pa rtia l fu lf i lm e n t of the requirements fo r the 
Master of A rts  Degree in  Drama.

Production by arrangements with Samuel French, Inc.
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' SCENES
I  ..............................   Castle of Vaucouleura, Spring, 1429

I I  The Court at Chinon, Touraine, M arch 8, 1429
I I I  , . , . South banlv of the R iver Loire, Orleans, A p r il 29, 1429
IV    ..................................  Tent in  the English Camp

TEN MINUTE INTERMISSION

V  ..................... A m bu la to ry  in  the Cathedral of Rheims
V I . H a ll in  the Cattle Rouen, M ay 30, 1431

Epilogue
A  bedroom in  the castle of Charles V H  

June, 1456

FORTHCOMING PRODUCTIONS

G ig i book and lyrics by Alan Jay herner; music by Frederick Loewe 
Eve.: February 12, 13, 14, 1(5 at 8:00 in  the U n ivers ity  A ud ito rium

A fte r  M agritte  and The Real Inspector Jftound (2 plays) by Tom Stoppard 
Eve.: M arch 10, 11, 12, 13, 14, 15, 16 at 8:00 
Mat,: March 15, 16 at 2:00

JBlithe g p ir it  py Noel Coward
Eve.: A p r i l  21, 22, 23, 24, 25, 26, 27 at 8:00
M a t:  A p r i l  26, 27 at 2:00

TENTATIVE CALENDAR FOR (LYCEUM SERIES

DANPV PICK
by £>ir JLrthur y/ing Pinero 

December 5,. (3, 7 at 7; 30 p.m.

(LADIES |N RETIREMENT
by Reginald Denham and Edward Percy 
January 30, 31, February 1 at 7:30 p.m.

MILLER FOUNDATION DIRECTING PROJECT
March 20, 21, 22 at 7:30 p,m,

ORIGINAL ONE ACT PLAYS
A p r il 17, 18, 19 at 7; 30 p.m,



APPENDIX E 

REHEARSAL SCHEDULE

"Saint Joan"
Oct, 15 — Tues — Entire Cast Read thru — 3:30 pm
Oct,. 16 - Wed Block Scenes 1 - 2 - 3  . - 4:00-6:30 pm
Oct, 17 - Thurs - Block Scenes 4 ■*- 5 - 4:00-6:30 pm
Oct, 18 - Fri - Review Scenes 1 - 2 - 3 - 4:00-6:30 pm
Oct, 21 - Mon - Block Scenes 6 - 7 - 7:00-10:30 pm
Oct* 22 - Tues - Review 4 ^ 5  intc» 6 - 7:00-10:30 pm
Oct. 23 - Wed - Review . 6 - 7 - 1 - 2 - 7:00-10:30 pm
Oct. 24 - Thurs - Review 3 - 4 - 5 - 6 - 7:00-10:30 pm
Oct. 25 - Fri - Review 7 - 1 - 2 - 3 - 7:00-10:30 pm 

(All lines)
Oct. 26 - Sat - Review 4 - 5 - 6 — 1:00-5:30 pm 

(All lines)
Oct, 28 - Mon Review 6 - 7 - 1 . - 7:00-10:30 pm 

(All lines)
Oct. 29 - Tues Review 2 - 3 - 4 - 5 - 7 : 00-10:30 pm
Oct. 30 - Wed - Review 6 - 7 - 1 - 7:00-10:30 pm
Oct. 31 - Thurs - Review 1 - 2 - 3 - 4 - 7:00-10:30 pm
Nov. 1 Fri - Review 5 - 6 - 7 - 7:00-10:30 pm
Nov. 2 - Sat - 1st Run thru - 1:00-5:30 pm
Nov, 4 T- Mon - Run thru - 7:00-10:30 pm
Nov, 5 Tues Run thru

' 85

7:00-10:30 pm



86
Nov. 6 — Wed — Run thru — 7 : 00-10:30 pm
Nov. 7 - Thurs - Run thru - 4:00-7:30 pm
Nov. 8 - Fri - Run thru - 6:30-10:30 pm
Nov. 9 - Sat - HOMECOMING (Dark)
Nov. 10 - Sun - Run thru ' - 1:00-6:00 pm
Nov. 11 - Mon - Run thru - 6:30-10:30 pm
Nov. 12 - Tues - Run thru - 6:30-10:30 pm
Nov. 13 - Wed - Run thru - 6:30-10:30 pm
Nov. 14 - Thurs - 1st Dress Rehearsal - 6:00-11:30 pm
Nov, 15 - Fri - 2nd Dress Rehearsal - 6:00-11:30 pm
Nov. 16 - Sat - 3rd Dress Rehearsal - 12 : 00 noon
Nov, 17 Sun — Final Dress Rehearsal — 12:00 noon -
Nov, 18, 19, 20, 21, 22, 23, 24 - Performance - Call at

6:30 pm
Noy, 23, 24 - Matinees - Call at 12:30
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