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LINDENWOCD COLLEGE

MASTER OF FINE

ARTS DEGREE

THESIS PROSPECTUS

By Rodnev Whatley

In fulfillment of the requirements of Lindenwood College

for Master of Fine Arts degree candidates, I am undertaking the

following thesis project, which consists of two main components:

A)

B)

I will perform the substantial role of Ferris Layman

in the play The Diviners, by Jim Leonard, Jr

Jelkyl Theatre, Lindenwood's Mainstage, on Oct.

3-~5 and Oct. 10-12, 1991l.

I will submit a written thesis to the committee

its approval.

The written thesis will consist of five chapters:

I)

Analysis
Here T will offer a detailed character analysis
using ideas from Francis Hodge and Constantin

Stanislavski.

on

for
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IT) Researching the Role
This chapter will contain my research of personal de-
tails relating to character such as autc repair,
parenting of dysfunctional children, human psychology,
and other aspects that relate to the world of the

play.

III) Physical Characterization
This chapter will concern itself with my physical

transformation from actor to character, including

details about make-up and costumes.

IV) Production
In this chapter I will present a rehearsal/performance
journal including my thoughts and the thoughts of

others during the rehearsal and performance process.

V) Post Mortem

In this final chapter, I will discuss the overall
effectiveness of my performance based on the soli-

cited cpinions of faculty and community.

This project should be evaluated on three grounds. First,
did the actor's research and analysis develop a believable char-
acterization? Second, did the actor's performance coincide with
the director's concept, and did it meld seamlessly with the rest
of the production? And finally, did the performance communicate

to the audience the story and idea of the plav?



Chapter One

ing A Soul

[oh

Buil

In order to make a character a living human soul tor the
audience, one must fully understand that character. UComplete
comprehension in acting requires dissection because avery aspect
of the character must be examined minutely. The actor must fuse
both intellectually and emoticnally with the character.

In Jim Leonard, Jr.'s mix of comedv and drama, The Diviners,

the actor chose to utilize the philosophies of Francis Hodge and
Constantin Stanislovski in his approach to Ferris Layman. The
first system, more analytical in nature and incorporating logic

and reason, is derived from Francis lHodge's book, Plav Directing:

Analysis, Communication, and Style. The second system, more emo-

tional and less tangible, originated with Constantin Stanislavski's

work in Creating A Role. By using these two different methods,

the actor composed a completely detailed portrait of Ferris Layman.
Francis Hodge states that, "A character 1s determined only
after his actions and not before" (Hodge 45). The first order of
business, then, is a careful study of the script and the character's
actions. While studying the script, an actor must pay careful
attention to five elements: desire, will, moral =tances, decorum,

and nervosity.

The first element is the character's desire. What does the
character want? All of a character's actions are motivated bv
1 specific purpose. Constantin Stanislavskl referred to desire

as the super-objective in his work Creating a Role. "In a play,
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the whole stream of individual, minor objectives, all the imagina-
tive thoughts, feelings, and actions of an actor, should converge
to carry out the super-objective of the plot" (271). What is
true of the play is also true of the characters in the play. With
his own super-objective, which ties in with the super-objective
of the play, the character will have a string of actions which
will lead him to his goal. The character's string of actions is
called a "through—-going action” and is the inner line of effort that
takes an actor from start to finish of a play (Stanislavski 273-274).

Ferris Layman's desire is to save his son's life, since his
son is one of the last remaining members of his family. His son,
Buddy, has a case of hydrophobia that is monumentally psychotic,
brought on by a near-drowning incident that occured when the boy
was four years old. Buddy's mother died while saving his life.
When threatened by contact with any form of water, such as rain or
bath water, Buddy begins screaming and crying hysterically.
Buddy's filth is a serious threat to his physical and mental health,
making his need for treatment a desperate one.

The second element is the character's will, or his strength
in attaining his desire. The essence of drama is conflict, and
the character must have some obstacle to overcome in order to
attain his desire. Ferris's conflict lies within himself.

In order to bathe Buddy, Ferris must bear Buddy's screams and
cries, which jolt Ferris back to the most painful event he

ever experienced, watching his beloved wife Sarah drown. Ferris
cannot bear to relive the psychic trauma of witnessing Sarah's

untimely death. In an attempt to avoid pain, Ferris has




rhrown himself into his work for over ten vears and has let his
family anad social life decay. He is not strong esnough to over-
~-ome his fzars; therefore, his will is weak. Ferris enlists the
aid of the wandering ex-preacher, C.C. Showers, to help save Buddy.

The third element of the character is his moral stance. Is
he honest? Does he play by the rules? Ferris has a deep respect
for honesty. Although he complains, Ferris abides by the laws of
Prohibition. He is honest in his business dealings. He is against
theft. He pays all of his creditors. He helps out a poor, down-
trodden ex-preacher. There is only one instance in the play where
Ferris behaves dishonestly. Ferris conceals the truth about treat-
ment for Buddy from Showers. Basil had told Ferris how to combat
ringworm, and Ferris Kept it secret because he had no wish to
submerge Buddy in water. Ferris did not actually lie, but he did
bury the truth, thus betraying his responsibility to his son.
Ferris Layman is an honest man, albeit frightened and weak when it
comes to his son's condition.

The next element is the character's decorum, or his physical
appearance. Why does he look the way he does and what does this
say about him? He is described in the script as a greasy mechanic,
a man who works with his hands. 1In order to escape the loneliness
of life without his wife, Ferris threw himself into his business
with passicnate abandon. He cares little about his physical ap-
pearance because he has no one for whom he feels he must look
presentable. He bathes three times a week, s he is constantly
covered with arease and oi1l. He wears his work clothes almost
axclusively, and his hair and beard are unkempt.

Ferris 1is not concerned with his physical appearance because




+he only ceople he cares deeply about are nis son and daughter.
He does not feel that he has to be well-groomed for his familvy.
He 1s & hard worker who has let his work consume him so that it
may fill the void left by his deceased wife Sarah.

The final element of the character, according to Hodge, 1is

his nervesity. Nervosity plays an important part in the actor's

physical presence onstage. Nervosity is the actual physical state

the actor's body is in during the scene (Hodge 46). 1Is he tired,

sore, sick, tense, or what? In determining Ferris's nervosity

for sach scene, one must consider how Ferris spends his days.
Ferris Layman is a strong believer in hard work. He rises

2arly each morning, usually at sunrise, and works until sunset.
He eats dinner with his family, stays up for twe or three hours,
and then retires for the evening. If he gets a full night's sleep,
his mood will be good. The actor chose to make Ferris a slow riser
unable to reach peak awareness until after breakfast, coffee, and
a couple of hours of hard work. If anything disturbed his sleep
the night before, Ferris would be in a dark mood.

The first scene containing Ferris 1s on page twenty of Act I.
The time is mid-morning. After a good night's sleep, Ferris 1is
well-rested and alert. In this scene, he is in one of his better
moods of the play, which explains why he is plavful with both his
son and Mr. Showers.

The second Ferris scene, on page twenty-nine, takes place 1in
the early morning. Ferris has not had time to awaken fully. He
1s hungry, craves coffee, and is in a sour mood. He contradicts
almost everything Goldie says to him.

In the third scene, which leads immediately into the fourth,
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auddv to calm down so that Ferris himself may sleep tomacn,
fyll from a recent dinner, pulls Ferris to ped. When Buaay awakens
+he nousehold with loud complaints about 1S worsening 1tca,
Ferris stumbles out of his bedroom in a foul mood. He 1S tired,
his sleep has been disturbed, he has gas from dinner, and he nas
a slight case of indigestion. Some ot Ferris's defense parriers
.re down in this scene because he was dreaming of his wife before
Buddy woke him. Ferris is compelled to talk ot Saranh o Showers.

In -he fifth scene, on page forty-nine, it has been a good
first hour of the day for Ferris. He 1s well-rested ana ~heerful.
He cherishes the opportunity for a conversation with nis friend
Basil Bennett.

The end of the work day is the time for Act II, page seventy-
one. Ferris is tired and hungry; his hands and feet ache, and

his back hurts from leaning over engines all day. He 1S short-

rempered and in no mood to deal with one ot Buddy's outbursts.

Ferris desires to clean himself, =at dinner, and relax until bedtime.

In the next scene containing Ferris, on page «<ignty-three,
it is the dawning of a new day. The sun 1s Jjust raising its fiery
head above the treetops. Ferris did not sleep well the nignt
before. Haunted by nightmares, Ferris tcssed and turned and slept
fitfully in awkward positions. His back hurts and his neck 1s

t1
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The scene leads to what i1s the climactic moment for Ferris,
rhe final scene in which he appears. He overcomes nis fears and

agrees +o help Showers bathe Buddy. However, upon attempting ©o

force Buddy into a tub of water, Ferris loses his resolve at the

i

sound of 2uddy's cries. 1f Ferris had a better physical condition



1t that mement, if he had slept better the nignt before, hi

-ondition micent have been better as well, thus allowing him o

m

persevere despite Buddy's loud protestations.

A character's desire, will, moral stance, decorum, and ner-

vosity are all things that an actor must consider in his analysis
(Hodge 43). A character analysis, however, is incomplete if these
five elements constitute the extent of the actor's research. Another

facet of the character can be determined by his environment and
the events that have formed his life. A character's environment
ind life history are called the "given circumstances."

The term "given circumstances"”" defines the material in a secr
that delineates the world of the play, including environmental
facts, previous action, and polar attitudes (Hodge 23-24).
Environmental facts will be discussed in the next chapter.

Previous action 1is all of the significant events that took
place in the lives of the characters before the play begins. Pre-
vious action gives present action a base on which to move forward
(Hodge 25).

The point of attack for The Diviners is a late one. The play

begins almost at the end of Buddy Layman's life; consequently,
there 1is a great deal of previous action.

At the age of twenty, Ferris fell in love with Sarah and
clumsily proposed marriage. She accepted, and one year after the
wedding, Sarah gave birth to their son. The daughter was born the
next year. They were a happy, church-going family for the next
three vears. When their son Buddy was four years old, the family
went on an outing to the river. While playing, Buddy was swept

away by the swift river waters. Sarah sacrificed herself to save



puddy from drowning. Ferris watched the incident helplessly, for
he was unable to swim.

Buddy was under water for several minutes, long enougn for
oxvgen deprivation to damage his brain. Ferris, crushed by the

Yy

loss of his wife, throws himself into his work. The passion he

T

elt for Sarah 1is channeled into his garage.

Buddv developed a mental aberration, a fear of water that is
monumental in its intensity. Water took his mother away, his mother
died in the water; therefore, Buddy believes his mother 1is still
in the water. If the water touches Buddy he will be unable to
breathe because he 1s responsible for his mother's death. Buddy's
tear becomes so strong that Ferris can no longer bathe his son.
Ferris attempted to bathe Buddy by force, but Buddy's screams,
similar to those he emitted that day at the river, bring back the
haunting loss Ferris suffered that day. To avoid pain, Ferris
ceased all efforts to clean Buddy.

When Buddy was seven years old, the church burned down. The
town of Zion was bereft of organized religion. Ferris had lost
interest in church by that time, but he did notice that without
the distraction of church activities, his neighbors paid more
attention to how Ferris looked after his family. The neighbors
became critical of Ferris's lack of fatherly discipline concerning
Buddy's grooming habits.

Jennie Mae eased Ferris's burden as she grew older and assumed
more responsibilities. With her running his house, Ferris could
bury himself in even more work. During this period, Ferris avoided
confronting Buddy's problems. Ferris's problems, such as his

tnability to cope with his wife's death, were occupying much of




11s mind.

in

erris settled into a routine of work; ne denied, both
o himself znd others, that Buddy had a problem. He hoped Buddy
would get cetter by himself.

Whenever Ferris hired someone to help in the garage he would
work that cerson so hard he would invariably guit and seek employ-
ment with an easier taskmaster. It is at this point that the pre-
sent action of the play begins. Ferris had just lost another
employee when his daughter came to tell him that a stranger was
in the vard asking about work. Despite the stranger's complete
ignorance about automobiles, Ferris hires him. Ferris has two
reasons for hiring C.C. Showers. The first 1s that Ferris needs
someone to help with Buddy. Showers and Buddy develop an instant
friendship. Ferris does not have any religious interests, but he
knows the people of Zion do. Showers's distracting presence would
allow Ferris to avoid his neighbor's criticism of Buddy's dirty
physical condition.

Polar attitudes are "The emotional environment of a character”
(Hodge 26). Polar attitudes are the character's beliefs and
attitudes at the beginning of a play and at the end. If a character
1s a major character, his polar attitude will change during the
course of the play. If he experiences no change, then he is a
supporting character meant to influence one of the major characters.
This actor felt that Ferris underwent change during the events

detailed in The Diviners, thus making him a major character in the

play.
When =the play begins Ferris believes that a problem ignored

will eventually go away. He operates under the delusion that if




1 memory causes areat pain, 1t should be blocked and barricaded
nehind countless walls of denial. Ferris's deteriorating homelife
and friendship with Showers, Buddv's failing health, and Jennie
Mae's growing maturity, show Ferris that he has been mistaken.
Ferris realizes that no matter how painful, memories and situations
must be confronted and resolved. In attempting to bathe Buddy,
Ferris is dealing with a difficult situation. He opens himself up
for trauma because he will be forced to relive Sarah's death when
Buddy begins crying. Ferris's polar attitude at the 2nd of the play
is the realization that he is tco weak to triumph over problems
rthat have grown too powerful, aind he must leave the ‘'ounger and
stronger Showers to finish the job.

Constantin Stanislavski theorized that in order for an actor
to become one with the play, he must bond spiritually with 1t.
Stanislavski went on to explain that an actor must search his own
soul in a pain-staking self-analysis and find that part of him

that is analagous to the play (Creating A Role 8-9).

The actor must search his own life experience and tfind a
common bond between himself and the character he 1s to plav. [n
the case of Ferris Layman and Rodney Whatley, the actor was able
to find two such links. Ferris believes that the best way to
face a problem is to ignore it until it disappears. Part of

his philosophy stems from his statement to Basil on page fifty-two

of Act I: "I'm saying you gotta want things better or theyv only
get worse, huh?" Confrontations make Ferris extremely uneasy. In
Act II, he says, "The boy gets near water and he's screamin and

ryin - it just sets off my mind, don't you see?" (Leonard 87)
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This actor shares the character's feelings about confreonta-

i

cions. In the past, I have held positions in management and

peen forced to terminate other's employment. I dreaded the
confrontations, and afterwards I would be a shaking, sweating, ner-
vous wreck. I elected to retire from management for that reason.
Like Ferris, I also stay away from situations that worry me or

make me nervous. These traits make it easier for me to under-

stand Ferris's deep fears and comprehend why he allowed Buddy's
problem toc go on as long as he did. On several occassions, zudience
members approached me after a performance to ask a confused guestion.
"Why didn't Ferris just tie the boy up and wash him?" The actor
understood why, and if the audience members had placed themselves
intc Ferris's position, they would have understood as well.

Neither Ferris nor Rodney emerge from their homes every day willing
to experience great pain.

One of Ferris's personality traits is his pain and obsession
with the loss of his beloved wife. The separation of husband
and wife was forced and sudden. The remorse Ferris felt was a
tornerstone in analyzing him.

At the age of twenty-one, I married Lisa Robin Martin, age
twenty. Two years later, we were divorced. I tried to reconcile
with my wife and save our marriage, but she had moved on and was
not interested in matrimonial salvage. Separation from my spouse
was also forced, and while not as sudden or as painful, I was able

to tap into Ferris's feelings of frustration, despair, humiliation,

ind grief that his experiences must have left with him. Ferris's
longing for Sarah became palpable and real for me. Possessing the
ability to understand a character's pain provided the final ingredient




for analysis that I needed.

An =xamination of the character's super-objective, an analysis
L hls personality based on his actions, a study of his environ-
ment, the previous events of his life, and his beliefs, will aid
an actor in completely comprehending the person he is to represent
onstage; nowever, that person does not become a living human soul
until the actor has found a common bond between himself and the
character. Once all of the work has been done by the actor, he

will be ready for an audience.



Chapter Two

The World of the Charactsr

An actor needs to have complete comprenhension of any character
in order the achieve a proper actor/character understanding. The
actor must consider not only the internal world of his character
but the external world of the character as well. A thorough
analysis of a character's environment will enable an actor to
assess what elements affect his decision-making process, and why
he reacts to any given situation in the manner that he does.

Given circumstances provide the best wav of looking at the
character's world. There are six major factors to consider:
jeographic location; the date, year, season, and time of day;
economic environment; political environment; social environment;
religious environment (Hodge 25). These major factors that
constitute Ferris Layman's environment will provide the key to

understanding his world.

According to the play, the geographic location of The Diviners

is "...in the homes, fields, and public gathering places of the
mythical southern Indiana town of Zion, population forty" (Leonard 6).
It is a small town with a few houses and farms, situated close
to a river.

The state motto of Indiana is "The Crossrocads of America."
It is bordered by Lake Michigan, Michigan, Ohio, Kentucky, and
Illinois. The southern border is the Ohio River, which gives the

state access to the Mississippi River system (Encyclopedia Americana

513 .




The author zlaced Zion 1n southern Indiana; thererfore, it is logi-
cal to assume that the river in the play is the Chio River 'rade
routes along the Ohio River would be well-traveled, and it is
possible that goods were imported and exported to and from Zion

by this waterway. The river would be not only a source of life
for the town but also a vital connection to the ocutside world.

Indiana has warm summers, cool winters, and an annual precipi-

tation rate of thirty-five te forty-four inches (Encyclopedia

Americana 52). The climate is conducive to agriculture, making
Zion mainly agrarian in nature. The population sheould be well-
fed and prosperous.

The town Zion is, as author Jim Leonard, Jr. asserts, mythical.
Research on the town 1tself is i1impossible; however, the definition
of the word "zion" has implications that reflect on the nature
of the town and its citizens.

In Webster's New International Dictionary of the English

Language, the word "zion" has many religious denotations:
zion, [Hebrew, originally the name of the Jebusite
stronghold on the southern part of the =astern hill of
Jerusalem] 1. The hill in Jerusalem which, after the
capture of that city by the Israelites, became the rovyal
residence of David and His successors, the nlace of

the temple, the center of Hebrew government, worship,

and life. 2. Hence: a. The chosen people; The Is=
raelites. b. The theocracy, or church directly adminis-
tered by God, or c. The heavenly city of God (2982).
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Naming the town "Zion" implies sev=2ral layers or meaning.
rhe town 13 at the top of a hill overlooking the river ana sur-
rounding “orests. The town is the residence of at least one special
citizen, like David. In this case, the special citizen touched by
God and cossessed of supernatural gifts is Buddy Layman. The town
is the center of life for the nearby communities. All of the
families cather in 2Zion to discuss politics, religion, and the

daily events of their lives. The citizens of Zion are of exceptional

o)

moral fiber and are made strong by their beliefs in solid values.
The church in Zion burned down ten years before the play bpegan;
rnerefore, God has to take a more direct route when dealing with
his children who live in Zion. "Heavenly city of God," as
Webster described it, implies that the citizens are more in tune
with the nature and God's creations than most people who live 1n
other communities.

Ferris claims that he is not very good at praying, but with
God on the minds and lips of almost every character 1n the play,
it is hard to imagine much distance actually exists between God
and Ferris. Ferris lost some of his enthusiasm for religion when
Sarah died, but living in Zion keeps him in touch with the Lord.
The resultant effect of living in Zion is that Ferris 1s a person
who is able to adapt to changes in life as well as changes in weather.

The play begins in May, sometime in the 1930's. The exact

vear is never specified, although references to the Hoover adminis-

rration, Prohibition, and the Great Depression lead one to ccnclude
the year :s prior to 1933. The play finishes at the close of
summer. The time of day varies in every scene, but most of Ferris'
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-cenes =—ake place in the =sarly morning. As Ferris is a slow
riser, ne 1S not always the most energetic character onstage.
Ferris 1s fond of the summer season, =njoys the heat and
molsture and the productivity that summer brings. He was never
much of a drinker before Prohibition, so his lifestyle has not
sreatly altered. The Great Depression has changed his life 1in

one aspect. Most of his customers now use the barter system for
Ferris' service rather than cash payment. Ferris prefers cash

but if the customer has no money he will accept payment of goods.
Basil, for =xample, always pays Ferris in corn or whatever crop

he has grown that year. 2Z2ion suffers from the depressed economic
situation, but because of his skills as a mechanic, Ferris manages
to support his family in a more comfortable style than most of his
neighbors.

After 1920, federal highways were expanded at a constant rate

in Indiana. Several interstates were added for use by trucking
companies hauling goods. Railroads lost almost all of their
passengers to cars, buses, and airplanes. No large cities deve-

loped, allowing Indiana to retain its rural flavor (Encyclopedia

Americana 63). The constant expansion of the automobile industry
and the Indiana highway system put Ferris' skills as a mechanic
in great demand. The need for a talented mechanic would increase
with each year's passing. With the lack of urban development,
Zion would remain fairly isolated. The nearest town of esqual or
jreater size would be several miles away. There is no mention ot
a mechanic in the area providing competition for Ferris, thus
Ferris was [inancially secure enough to hire an inexperienced

assistant, C.C. Showers. Ferris is constantly in his garage,
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working at a pace that exhausts his younger assistant. The
growing auto industry and Ferris's productivity add weight to the
theory that he is extremely comfortable financially.

Although Ferris does complain about President Hoover by occas-
sionally making disparaging remarks about the mental capacities
of the Chief Executive, politics seem to be a distant concern
for Zion's citizens. World War I is a fading memory, but the
patriotic zeal brought on by the unifying factor of war still
flavors daily American life. World War II is a remote possibility,
a speck on the horizon not worthy of concern. The following quote
from an Indiana historian may make Zion's detached political
concerns seem out of character:

It is said that the first words of a Hoosier baby are:
I'm not a candidate for office, but if nominated I will
run, and if elected I will serve. The false modesty
fools no one. Most Hoosiers enjoy their politics.

They participate more intensively than citizens of

many other states (Peckman 130).

Zion's more relaxed political attitude can be attributed to
the community's small size. They have no mayor, no sheriff, no
police officers; in short, they have no local elected officials.
Most people so removed from the political arena would lose interest
completely, but Ferris and the rest of Zion have managed to re-
tain their enthusiasm for national politics.

The 1930's was a time of tension. Ferris states that the
President is largely ignorant and is a poor leader. "Here we sit

with half the damn country wound up as tight as a shock spring and




Hoover won't let a man drink" (Leonard 21). rhe tension of the
-~imes caused great worry for the average man.
It is logical that Ferris should choose tc be a Democrat.

After the evil of the dark Ku Klux Klan vears in the late 1920's,

new and powerful leaders arose in the Democratic Party, stirring
the citizens of Indiana (Peckman 145). Ferris's emergence 1nto the
yvears of the 1930's was marked with political enthusiasm. The
record cf the Hoover administration served to dampen Ferris's inner
fire. At the time of the play, Ferris is marshalling his strength
for the next presidential <lection.

The most important external factor in a person's life i1s his
social environment. A person is judged by what he does, not what
he says, and the true nature of a character can often be found

by close scrutiny of his relationships with family and friends.

The paramount relationship in The Diviners that defines

Ferris is his relationship with his two children, Buddy and Jennie
Mae. Ferris has an advantage in his role as a parent because he
lives in a rural community rather than an urban community. In

a rural environment, the father lives near his work. He 1s home

for lunch, and since work is nearby, he does not expend much

time in travelling to and from his place of business. He 1s always
around to communicate his philosophies, interact with friends and
customers, and set an example as a real leader. The rural £father

is always there to exert a positive, stern influence (Noland 272-273)

The father is as much responsible as any mother would be for

answering guestions about sex (Noland 279). This is truer of

Ferris because he 1is a widower. Ferris has shirked his responsibilities




hbecause 3a2x unnerves him. He has not had to answer guesticns

4

about sex from Buddy, but Jennie Mae 1s 1in transition from agirl

let ner

to woman. She has many questions, but Ferris prefers to
find out from someone else or remain completely ilgnorant about sex
like ner srother.
Fathers make it easier for daughters to feel comfortable
around men.
Father will need to have a good relationship with his
daughter during puberty and adolescence to be able to
relinquish her to her male contemporaries——-a psycho-
logical role, incidentally, which fathers have not
handled too well in the past (Noland 280).
Ferris has more difficulty with the idea of releasing his daughter
to another man than most fathers would. He has come to depend on
Jennie Mae for the smooth operation of his household. Jennie Mae
cooks, cleans, and keeps a close eye on her brother. Jennie Mae's
presence allows Ferris the freedom to work in the garage without
constant worry and interruption from Buddy. If Ferris's daughter
leaves his home, Ferris's lifestyle would be greatly altered.
Ferris is comfortable with the routine of his life and wants no

disruptions.

Ferris's relationship with Buddy 1is of the most importance

in The Diviners. While the exact nature of Buddy's disability 1is
never revealed in the script, it obviously stems from the near-
drowning incident that occured when Buddy was four years old.

The oxvgen deprivation that damaged Buddy's brain and the drowning
of his mother ruined any chance that Ferris and Buddy could nave

for a normal father and son relationship.




It 1s =asier to recognize psyvchological problems 1n adults

in children because adults have more restrictions placed on

behavior. Some researchers have gone so far as to say,
Wwithin the framework of most civilized societies,
children are much more easily forgiven their trespasses
and peculiarities than are adults. The unacceptable
oehavior of disturbed children is often tolerated be-
cause children are expected to grow cut of these un-
acceptable patterns (Berkowitz and Rothman 1-2).

This theory explains why Ferris has tolerated Bud's abnormal

behavior for such an extended period of time. Ferris says that
caring for children is comparable to growing weeds. "You can pull
em or trim em or hedge em on back some, but vou're best off to

just leave em go. You ever seen a weed that ain't healty?" (Leonard
Ferris has obviously turned these gardening tips into a philosophy
that allows his son and him to coexist peacefully.

Observation is the first step in aiding disturbed children

(Berkowitz and Rothman 3). Ferris has delegated the responsibility
of watching Buddy to Jennie Mae, thus keeping Ferris at a disad-
vantage as far as therapy for his son is concerned.

Teachers have an objectivity that no parent can ever hope
for when studying children. This distance is important for the
treatment cof dysfunctional children (Berkowitz and Rothman 2).
C.C. Showers is quick to notice serious problems in Buddy's beha-
vior. Showers's former role as a preacher is not far from that of
1 teacher. Showers was responsible for teaching the gospel; his

rextbook was the Bible. His career as a preacher prepared C.C.'s



bjective cpservational skills and made it easy to perceive
nroblems with Buddy that Ferris was unable, or unwilling, to notice.

Some investigators believe that schizophrenia is hereditary,
determined before birth, and activated by a crisis of some sort
[Berkowitz and Rothman 12). The damaging effect of oxyvgen depri-
vation triggered the mental problems Buddy had inherited from nis
father.

Ferris and Buddy both show signs of extensive uses of defense
mechanisms. In Buddy's case, his defense mechanism is to retreat
from reality and refuse to develop and mature as a normal person
would. "A defense mechanism is a protective device which permits
one to conceal an unacceptable truth from oneself"(Berkowitz and
Rothman 39). A defense mechanism is usually unconscious, and 1s
a learned response to experiences or situations.

Ferris's defense mechanism is denial. By refusing to face a
sltuation, a person convinces himself that the problem is non-
2Xistent. "If they don't face a situation, they cannot believe
it will happen"(Berkowitz and Rothman 48). Ferris has blinded him-
self to the consequences of his son's 1llness because that illness
threatens the routine of his existence. Subconsciously, Ferris
knows that what he 1s doing 1s wrong; however, he 1s helpless to
stop himself. He hires Showers as a first step towards repairing
both his son's damaged mind and Ferris's own mental problems.

It is normal for a child to feel hate for his parents,; thus
adding another layer to the relationship between Ferris and Buddy.

The child must simultaneously deny the hate's existence because

he alsc loves his parents. These contradictory feelings bring




cn t£=zellings of intense guilt (Berkowitz and Rothman :8). In the
~ase of Buddy and Ferris, these hate-love-quilt feelings are mutual.
2uddy hates his father because Ferris is the protector of the family,
and vet he allowed Sarah Layman to die. Buddv also f=els guilt

because Sarah died in saving his life, and he feels aquilt for

secretly hating his father. Buddy loves his father because Ferris
loves him and has shown the boy great love, affection, and tender-
ness. Ferris feels hate for Buddy because Sarah died saving Buddy's

life, yet, at the same time, Ferris hates himself for harboring
any malice towards his son, whom he loves deeply.

The relationship between Ferris and Buddy i1s the most compli-
cated and interesting relationship in Ferris' social environment.
The relationship between Ferris and Jennie Mae is less complicated,
vet 1t is still not effortless. Ferris works hard on his links
to his children, lending a certaln admirability to the mechanic.
It would be much easier to completely ignore his children and
concentrate on his job, but Ferris makes the attempt to hold
his fractured family together.

The final aspect of Ferris's environmental i1nfluences is the
religious position of the community. Early settlers of Indiana
believed that the real virtues were good works, industry, perse-
verance, and faith in the future (Beckman 80). Ferris and the
citizens of Zion subscribe to the belief that hard work is worthy
nf high regard. Laziness and sloth are the worst traits a person
in Zion could manifest. Jptimism about the future, -=ven during

the Great Depression, reveals itself on page riftv-two when Ferris
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Chapter Three

The Visualization of a Character

The transformation from actor to character is not complete
ifter the actor has finished analyzing his inner world and ex-
ternal influences. To complete a character's portrait, the actor
must also adopt a physical appearance that is analogous to the
character being portrayed. Appropriate costumes and make-up aid
the actor in completing the stage illusion.

The audience must see the character as well as hear him.

This human soul must be visible in all its aspects,
mental and physical. Besides, it must be unique.
It must be the soul ... We are all human, we have
the same number of arms and legs and our noses are
placed respectively in the same positions. Yet, as
there are no two oak leaves alike, there are no two
human beings alike (Boleslavsky 85).
Not only must the actor create an image that will help the aud-
tence identify with the character, he must do it in a way that is
completely original. The best was is to try and take the actor's
own gualities and those of the character's, combine them, and use
what 1s created in the union.
In a personal interview on February 3, 1992, Niki Juncker,

Costume Designer for The Diviners, explained why she thinks

costumes are so important to acting.




Well, I don't think a costume is the most important
thing, the actor is the most important thing, but I
think 1t can help the audience. Some actors react dif-

ferently to costumes. I mean, the sense that it makes

them feel more like the character. The audience,
it helps them with visual identification.
Ferris Layman had two costumes, his first a blue denim coverall,
brown boots, a brown bandana, and a white sleeveliess undershirt.
His second costume was a pair of dark dress slacks and a light
dress shirt.
Ferris spends most of the play in his workclothes, the cover-

alls, only changing into the casual street clothes once in Act I[.

The scene in the street clothes takes place on the front porch of
the Layman home. The time is late in the evening. Ferris has
been home for several hours and has had a chance to relax. Niki
Juncker explains her use of the two costumes:
The first major costume, the coverall, simply, the choices
there, I wanted something that wasn't real bright,
because that kind of denim was very common for mechanics
in that time period. It was suitable for him. The
second costume was derived from two things, the fact
that he had to come out in that night scene, the cover-
all wasn't very practical for that scene. Plus, you
had to have a feeling that he didn't alwavs wear

that coverall.

Costumes affect actors in different ways. Some actors don't
feel they can completely become the character until they don the
character's clothes. I do not ascribe to this belief. By the

o
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reached a dress rehearsal, I feel comfortable
the character. [ use costumes to bring the external gualitiss of
1e¢ character to a polished finish.

With Ferris Layman, the denim coverall gave me a better idea
of Ferris's physical state in a given work day. The costume was
comfortable, non-restrictive, and a little warm. The warmth of the
material caused me to leave the front of the costume unfastened,
allowing air circulation and sweat =vaporation.

The boots had more of an effect on my performance than any
other costume piece. Young actors today, myself included, tend
to wear soft-soled athletic shoes in their daily lives. Ferris's
boots slowed down my walking pace and altered my posture. The
deacceleration of movement made me realize Ferris was more relaxed
when on the job than I had previocusly believed. Instead of hurrying
through a repair, Ferris keeps a steady pace all day long. My
posture relaxed as well, bringing more sense of ease. A lower
state of tension gave me an incisive viewpoint on how Ferris feels
during the day, and gave me a base for tension variety. With a
lower tension base, Ferris's tension changes became more readily
apparent and visually recognizable. I had a wider tension range
with which to work.

The second costume, in the night scene, was disheveled because
Ferris had been asleep prior to entering. I kept the costume in a
heap when not wearing it so that it looked properly wrinkled. The
haphazard costume helped me to illustrate that this was a Ferris
rarely seen by anvone. He was relaxed and willing to talk about
Sarah, nis deceased wife. The discussion with Showers in this scene

1s the only time Ferris talks at length about his life before




sarah died. The costume reflected Ferris's thoughts and feelings
ibout his lost joy and present pain.

I f2lt comfortable in the costumes before performances began.
I found pocckets in the coveralls and filled =ach pocket with a
different tool. I made a minimum of noise when walking across
the wooden stage, a difficult task when wearing heavy boots.

Niki Juncker was asked 1f she thought Rodney Whatley successfully
created the 1llusion of the middle-aged Ferris Layman through
costume and make-up. She replied, "Yes, I think so."

Ferris Layman was ten years older than the actor portraying
him. 1In order for the audience to believe that he was the father ot
two teen-age children, Whatley would have to undergo an aging
process. It is important for young actors to understand the
science of age make-up. According to Mrs. Juncker,

...they need to learn the different ways to change

their faces. Learning how to handle age make-up is

a good way of learning how to handle make-up in general.
It is also important in that it is a visual aid in what-
ever an actor is doing with an clder character. I

think that is important for a young actor

Going into make-up, my goals were to make Ferris appear 1in
his late thirties, give him an air of exhaustion and of an unkempt
appearance. Ferris is described in the script only as a greasy
mechanic. Jesse Bean, director, wanted to ago further with the
concept of Ferris's appearance, and requested that I grow a

beard.
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| Niki “incker said tnat the beard made Ferris look "...dirtier
ind messier. My own personal feeling is that, for that time
period, the beard really would have set him apart as somewhat ot
an oddball."

The bteard and the dirt gave me an abundance of material with
which to work. Like my son, Buddy, [ was unconcerned about my
appearance and the opinions of others. While not a social rebel,
I was apart from normal society in Zion, Indiana. I was more
concerned with my work and my family that I was in making others
like me as a person.

A carefree attitude about other's opinions gave Ferris a
treedom of =xpression with his own opinions. It made Ferris
fearlessly honest and unassuming. Honesty became an important
part of Ferris's character, and I incorporated that honesty into
all of the scenes. In the play, Ferris chooses to deceive Showers
by not revealing a cure Basil had given Ferris for Buddy's
itching. The fact that he is honest about everything else shows
how uncomfortable he is with Buddy's condition and how desperate
he is to hide from it. It is ironic that he is honest with
everyone else and lies to himself about his son's condition.

I did not use a base on my face because my facial hair
covered most of my face. I used age lines incorporating shadows
and highlights around my eyes and forehead. Using brown, I
darkened mv beard and blended until the beard was of uniform
consistency. Once consistency was accomplished, I used clown
white to age spots of the beard and the hair at my temples. I
applied a light frosting of white to my eyebrows. The last touch

of make-up came after I powdered: using black grease paint, I
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=rr2aked my face, neck, hands, chest, and costume =¢ that [

matched the greasv mechanic description of Ferris in the =script.
I zpplied the black after powdering so that it would continue
to smear throughout the night's performance rather than remaining
stable.

The effect the make-up had on me was nominal. [t was the

final ingredient needed for the Ferris Layman character. The

age lines put me in contact with the cloud of fatigue that sur-

rounded Ferris that he was constantly fighting to dispel. The
beard, dark with white splotches, completely altered the appearance
of my face and simplified my belief in my character's existence.

The visual effect was designed to make the audience believe
I was a good man who was still boyish and careless in his agroom-
ing habits, and fun to be around. Despite his guilt and fatigue,
Ferris was good company.
The physical appearance of a character, obtained through
the use of costume and make-up, is profoundly important to an
actoeor's work. Is it more important than the inner work an actor
does? Niki Juncker responded to this guestion.
I think, again, that depends on the actor. To do their
inner work, they have to project it, somewhat in a
visual way, because I think movement 1s very important
to a character... the whole of the actor, what he says,
how he says it, and how he looks all rontribute ko the

characterization.
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Chapter Four

A Rehearsal,/Performance Journal

Sept. 3
Tonight was our first read-through. Jesse, our director,

talked about his ideas for the show, we viewed the model of the

set, and we discussed accents. I am glad he does not want to
attempt a country accent. I could not stand to listen to poorly
done accents for two acts. Most people think there is only one

way to talk if a person is from the country, and it is invariably
a crucifixion of a Southern dialect. Our play is set in Indiana.
I like the script. It is well-constructed. As for my role,
Ferris 1s a deep fellow, with a long history and a tragic past.
He 1s a single parent, a hard worker, and a man who believes only
in what he can touch. Ferris is sensitive to those around him.
Ferris is a good man who believes in doing things correctly.
He is not necessarily a good father, as he has allowed his love
for his son to blind him to some of his son's needs. This will

bpe a difficult role.

Sept. 4

First rehearsal on ocur feet, and I got to know the rest of
the cast a little better. It is a good mix of transfer students,
first year students, Lindenwood veterans, and graduate students.
Jesse Bean 1s one graduate student, and I am the other.

The rehearsal was awkward, but what first blocking rehearsal
is not? Jesse seemed relaxed, and his opening speech was a good

one. We got the blocking for Act I, a rehearsal schedule, and




1 good idea of what Jesse expects from us. He gave us physical
acting areas on the stage for each scene, but the detailed
business between characters is up to the actors.

There were no major problems tonight, except that Jesse told
1s to go with any feelings we might have. He meant that we should
feel free to move however we liked. [ did not feel anything, as
[ did not know the play well enough to do anvthing but stare at

my blocking and my lines in the script.

Sept. 5

We blocked Act [I tonight. Last night, because Act [ is longer
than Act II, we went home after the initial blocking was done.
Tonight we had to run Act II again. I am not in the second act
as much as I am in the first, but there is a difficult confrontation
with Showers in Act II.

The cast 1is growing accustomed to one another and is beginning
to have more fun. I have yet to find my niche. I am the oldest
person in the show, director included, and have also been at
Lindenwood the longest, except for James Freund. I do not want
to be a symbol of authority. I want to be included in the group,
but I have a feeling that this will not happen.

Tonight's rehearsal ran much more smoothly for me as I am now
getting used to the taped outline of the set. This is going
to be an exercise in environmental response, as practically nothing
from the set suggests the real background. Not cnly must we act
our characters, we must also conjure our world for the audience

as well. Intense focus will be required during rehearsals.




L
(0
s
ot
3

We ran the whole show tonight. [t was setter =han I <hougnt
T—he run would be. I made a rew mistakes with my blocking, but
“hev were =asily corrected.

[ began memorizing today. The cumulative effect was that I
was able to look at the faces of the other acrtors.

My character loses nhis temper a few times in this zhow. He
does speilil Bud somewhat, but he does draw the line on Bud's be-
davior wnen Ferris feels the boy is golng too far. Bud has to
ve arraid of him and at the same time love him. Jennie Mae has
ceceme Bud's mother, basically, so I have to think about that.
Would he love his daughter as his daughter, and at -he same time
have her remind him of his late wife? Does he ever think about
taking Jennie Mae in his arms now that she is only one year younger
than Sarah was when Ferris wed her? Does he feel the sting of
Cemptation?

Asking questions adds depth to a character. Why does Ferris
not drink? Even though Indiana is governed by dry laws, liguor
ls avallable. Feris choses not to drink. [s 1t because of his
temper or because of what he might do 1f his inhibitions were
removed? How do I feel about Showers, an older man attracted to
my young daughter? Ferris makes the good choices in his behavior,

but a character must be more than a good man. People have

~he choice of good or evil and reasons for choosing either one.

Tonight was our first night off book for Act I. I did well

Wwnich was 2 surprise. The scene that “roubled me was where Buddy
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-rouple ecn ~v long speecn about lcove, litfe ind =Zarah.
mads zome definite progress in tne area ©f tToning down mv
. 3m £rylng ©To move awav irom the stereotypical drawi.

I decided =nat if T play each line with the character's objectives

tn mind, === line will sound correct. I believe that actors wno

ask, "Does =his sound right?" are focusing on

the wrong part of

~he nuzzl=. [f plaved correct, it will socund correct.

My ccal tonight was communication. Another goal was to enjoy

nwwself at =very renearsal. Actors wno ire miseraple orfstage pe-

‘ause nf Toneir act

ions onstage shnould chink of pursulng inother
rareer. &0 actor must enjov himseif because audiences will notice

his lack =:I enthusiasm. [f the acter #njovs himself, the audience
will enjov his performance.

Rehearsal was over earlier than I thought it would be.

Jesse gave 3 Ppreview of rehearsals to come. He gave me a few

character notes to think about, particularly in the area of why
have =ucn a volatile temper. )ne reason tfor the temper could

be that Buddy's problems absorb all of my patience.

Sept. L0

Toniznt we worked throuah Act II, with manv stops to work
on problems. A stop/go rehearsal 1s one of the most grueling
ispects <I inv rehearsal process. After working the act we ran

1f we had retalned what we had learned. Jesse was

more concsrned with scenes [ was not in and [ was re=leased cari-..
Ferr:z does not appear tc be a confrontaticonal person. He

meets mesT sltuations head-on, and he has 3 fierv temper; however

o ST



Bud's psvcheotic aversion to water 1is something frem which Ferris
shies away. Unfortunately for Ferris, Basil and Showers force

him to confront the problem.

| Bud's screaming is reminscent of the day he almost drowned.
| Bud's cries make Ferris relive the day his wife died. In the

| thirteen years since Sarah's death, Ferris has not recovered from

the loss.
Sept. 11

Tonight we had a work rehearsal for Act I. T made a discovervy
and worked towards a new goal. The discovervy was why Ferris hired
Showers when the man had no experience in auto repair. Ferris

has had to work all of his life, first to support his young wife,

then his wife and new family. His workload increased, as did his
respensibilities, when Sarah died. Ferris says, "Little hard work'll
take care of most things, I guess" (Leonard 84). Ferris replaced

Sarah with hard work, leaving a vacuum in the care of his son.
Showers and Buddy developed an immediate friendship. Ferris decided
to hire Showers so he could help in the garage and watch Buddy.

My goal for tonight, set by the director, was to tone down

my attitude towards Bud. It is important that the audience not

think of Ferris as mean. I need to develop a clear set of signals
that let Bud know when I am serious. Jesse saild, "When the master
rolls up the newspaper, the dog knows he did semething wrong."

Some of my lines need to be underplayed without any lessening of

the intrinsic force behind them.




iesse onlv wanted to work certzin scenes from Act II i
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Jesse suaggested that Ferris savs more with «—xpressions
ind gestures than he does with nis mouth. Jesse wants me o
:nderplay the fight with Showers, the way [ uanderplav mv snger
#ith Buddv i1n Act I. Ferri
raises his <voice.

I had a character cconrterence with Jesse, .ind we are on the
zame track concerning Ferris. He likes what I am doing, but he

Tautioned me about lack of projection during my speech about

S2arah 1n the night scene. He wants that scene -o
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nossible without sacrificinag yolume.

[ have given thouaht -o the guestion orf wnv Ferris chooses
rood over =2vil. Ferris was lost in agrief atfter the death of
his wife, who was a devoted church-goer. Ferris had onlv been
with her for five vears when God tcocok her. Ferris focused his
inger at God, and in a burst of rage fueled bhv 3lcohol, burned
iown Zion's only church. Afraid of losing his temper and hurt-

tng his children, he abstained from alconol. When Ferris met

‘howers, an unemploved preacher, Ferris aave aim o b 30 Ehat
‘howers would not e ="amptaed to preach algain. Terris used Shower:s

“o replace Sarah's caring for Buddv, but by allewing the preacher




= iye 12 7is nome, Ferris z=t _n motion =vwents oo

less= zald, "Don't choke on =he pones oI Lhe sxeletons in

sour <leser." I told him that I was only sxercising my imaginaticn.

We had a full run-through. We are reguired to e off-book
Yondav, but Jesse had us run the entire play so we could get a

teel

Q

r 1. "We'we torn =his thing apart." he told us, "now we

want “o put it back together ind see what :he looks like," he =old

For =nis early a stage we are 1n good shape. [ had a line
problem in Goldie's cateteria, but when [ got oiffstage [ realized
—hat it was because Showers had jumped one of myv lines. Goldie
gave me my cue, Showers gave Goldie one of her cues, she responded
back, Showers mumbled something, [ picked up the scene as best
I could, and we moved on. D2iane (Goldie) stopped the scene and
insisted we go back, which [ objected to. Jesse had said at the
start, "...Xeep going tonignht. Get a feel of the f{lew. Don't
stop unless vour head falls off. [f it does, we'll steop and you
can pick it up, but try to keep going." Jesse said not to go
pack, for which I was thankful.

I was better at underplaving temper, especiallv with Bud, and
my projectlion was much better on my Sarah speech. Brvan Reeder
nroducer - the plav, =ame =onignt S0 oObserve. e told me I was

iolng 3 Li1ae Jcbh.



When Zhowers and I first met and talked apout cars, _esse

wanted us o capture the spirit of men in a bar telling stori

m

I was pbetT=r at that tonight, but i1t needs more work.

We lcst concentration in Act II tonight, causing some pecple
0 M1SS =ntrances. I decided that my favorite scenes are the cnes
I share with Basil. Basil is my opposite in the play, rfavoring
dirt and cicycles to machinery and oil. We genuinely like each

other and <Zepend on one another.

Sept. l6

rn

Our Iirst night cffbook for Act II, and I spent most of it
Ln the greenroom while Jesse worked on scenes that he thouaght
were problematic. None of my scenes were included, so I used
the time to study my lines.

I have begun paraphrasing excessively, a problem propagated
by the informality of the dialogue. The first scene went badlvy,
1s Showers could not keep up with Buddy and Me. Joey called for
1 line when there was silence, but 1t was usually somecne a2lse's
line.

The second scene was better. [ removed the front tire from
the bicycle and replaced it during the scene for the first time.

The confrontation between Ferris and Showers was better tonight.

I only froze for a second, and I covered the lapse with facial

[ expressions indicating the character's thoughts. It was the
‘ actor, not the character, thinking madlyv, so I must focus on
solving =7y ine problems. I underplaved my anger and resisted
the urge =Zc shout and explocde. Jesse seemed pleased.
The zttempted Buddy bathing, without scripts in hand, showed

h_—




