










   

 

Character Development 

 
While I read the script, I identified that The Neon Man and Me within its twenty-

five monologues, introduced thirty characters that aided in telling the story.  These 

characters represented various people (fictional and real) throughout Slash and Mark’s 

lives: and characters they were!  Character development takes as much time as perfecting 

your grandmother’s recipe of pecan pie.  Everyone will use different ingredients and a 

little more or little less of one over the other, to get to the same end – either a delicious 

pie, or in this case, characters within a play that are living and breathing on stage within 

the actor who embodies them.  There are many different methods within the theatre world 

of bringing a character to life: intentions, objectives, what another character says, wants, 

archetypes, journeys, etc…  Furthermore there are methods in writing to develop 

characters as well, not much different from those of the theatre.  Personally, in this 

process, because Slash created and more often than not knew these characters, I let them 

be formally introduced to me before I placed any theatrical judgments on them.  In 

reading the script prior to our first rehearsal, I became familiar with the characters in the 

story, but in the context of rehearsal they were about to come to life before my eyes.   

Slash’s characters ranged from a “perverted Frenchman [television host] with a 

bad accent” (Coleman 3) named Jacques Lemoixe, to himself at 13, to NPR’s Corey 

Flintoff and those that fall in between are just as colorful.  I was happy that Slash 

recognized as a writer that even though these characters were real-life, breathing people, 

due to the nature of the show and the type of story that he wanted to tell, they had to be 
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(photo credit: www.slashcoleman.com) 

 
 
Next, I wanted to work with Slash on the performative nature of these characters.  Being 

alone on stage is a big task; an actor not only has to think about his work within the 

context of the play, but also to keep in mind the audience’s attention level and ability to 

follow.  Stage presence can only take you but so far.  The framework of the play in itself, 

eight monologues interspersed with music, lent to keeping the audience engaged, but it 

still was not enough.  The flawless entering and exiting of characters, and watching Slash 

transform himself to do so would seal the deal for keeping the audience’s attention.  

Many times, actors and directors attempt to hide changing between characters from the 

audience with meaningless exits, and masking actors in extravagant costumes, or even 

cutting characters.  My philosophy is, the audience already has the program that says that 

Sally is playing Mercutio, Lady Capulet, and the Prince! Share your work with the 

audience; it has been my experience that they enjoy watching the actor work to slide 

effortlessly between characters and I believe the actor comes to enjoy it as well!  I 

encouraged Slash to take the time to step into the shoes of the character and walk around 
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a bit.  If executed well and with ease, this also helps the audience to adjust to the change 

and stay with the story.  Once the actor is in these shoes – BE BIG!!! I thought that 

because Slash is one of the characters and the narrator of the play – it would work really 

nicely to be in reality with him when we weren’t wrapped in a scene from the past.  This 

allowed him to share with the audience his real grief and real memories with every ounce 

of honesty and truth that Slashtipher Coleman comes with and for the audience to feel 

safe in trusting that this is not a character, this is a real guy with real feelings that 

audiences may have themselves.  Encouraging him to find the “bigness” of his characters 

would also be helpful in his transition of spaces as his show went on to different venues. 

It is always easier to get an actor to quiet down then it is to get them to be louder – the 

same thing applies when considering the energy and physicality of a character.   

 As he moved through characters, each of them becoming more alive, and the rest 

of the script, we paused to talk about moments in the play where he played multiple 

characters at once in the same scene.  The scene that we focused on first (Appendix B) 

took place in the house of a man named Gustav, after an out of town music gig that Slash 

(character) and Mark had played at.  This scene is one of the most beautiful and honest 

scenes in play because of its numerous characters (I believe this is the scene with Slash 

playing the most characters in it at once) and the different levels of emotions occurring at 

once – it is very dreamlike.  All of the characters start in different rooms and slowly come 

together as the drama of the scene unfolds.  Slash plays himself, Mark, Gustav - a large 

Russian man – who Slash describes in great detail, and Gustav’s frail elderly mother who 

is not quite all there.  By the end of the scene, the audience has gone from being scared at 
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Mark’s mewing from another room and Slash’s dash to save him with a bedrail to Gustav 

carrying his mother back to bed while consolingly telling her that she’s beautiful.  Even 

watching Slash play all of these characters became exciting for the audience.  I used this 

scene as an example with Slash because I needed him to realize the different breathe 

patterns, weights, voices and walks of other characters – especially when they all existed 

at once and for the audience to follow along how vastly different they needed to be.   

 We started with one character at a time, and went through their telling of the 

scene.  Breaking the scene down in this way allowed for Slash to map out the character’s 

stage directions and intention without having to focus on transitioning into another 

character right away.  This scene began with Slash curled up asleep on the floor and 

being awakened by Mark (also played by Slash) talking in his sleep in the room next door 

then screaming for help.  Because of where this scene ended, I knew that we had to ease 

into it, allowing the audience to adjust and be lulled and surprised with us.  We started 

with just Slash (character), sleeping first.  I explained to Slash that it was important to 

establish his character sleeping before he started to become the character of Mark making 

the noises in his sleep in the next room.  This needed to be concrete so that the audience 

could see the differences in the characters and their actions.  Next, within the scene, Slash 

jumps up off of the floor and fills the audience in on what is happening – thinking at first 

that Mark is talking in his sleep, he realizes that Mark is screaming for his help, and 

being in an unknown place has no idea what to expect when he races into the room as 

Mel Gibson from Braveheart wielding a piece of the bed frame.  First, we talked about 

his reactions and the importance of sharing those with the audience.  Playing yourself is 
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almost like telling the audience what they should think and feel and when.  Therefore, 

when he jumps up from the floor he needs to share that shock and fright with the 

audience and slowly fill them in on what is happening in the other room as he discovers it 

as a character that he is playing.  Next, finding the piece of the bed frame that was 

previously just lying about the room; I let Slash know that once he has created the 

boundaries of a room he has to abide by those rules or it jerks the audience out of the 

world of the play and they feel cheated.  We went through and established what was 

where in the room and finally created the bed, which he lays on at the beginning of the 

scene, and from which he takes his “weapon” after he is awaked by Mark’s howls.  He 

yanks the bed frame off of the bed, with some struggle – which he shares with the 

audience, and holds it over his head, and then pretends to be Mel Gibson.  At first, Slash 

just stated this, “like I was Mel Gibson in the movie Braveheart” (Coleman 9) and 

gallops into to the next room shouting freedom.  I encouraged him to really embrace that 

moment and to share the fun of it with the audience.  Donning his best horrible Scottish 

accent, Slash attempted the lines with this new direction and gallops across the stage as if 

he were on a horse with his sword out.  This adjustment proved to be comical and it 

engaged the audience.  Questions that I needed Slash to consider as we transitioned 

within this scene were, Where was Mark during all of this? Where was Gustav’s mother 

in the room? Where would Slash be as he entered?  We walked our way through these 

steps and by playing with levels and perspectives we created a really nice scene that at 

one point had Mark on the floor hiding, and Gustav’s mother coming toward Slash as he 

backs away from her still gripping the bed frame.  We even get the sense at the end of the 
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scene when Slash is enacting Gustav carrying his mother out room, of Slash and Mark 

watching as they exit.  This illusion of having multiple characters on stage at once, when 

there was truly only one, took the time and patience of giving each character their own 

life and resulted in a magical moment for the audience.  Slash was really happy with the 

outcome and it was all because we slowed down and really established every character 

and what needed to happen in order to tell the story. 

 The last character that we touched was Slash’s own personal character, with 

whom the audience became close friends by the end of the play.  Sometimes the hardest 

character to play is yourself, because we all have an image of who were are in our heads 

that do not necessarily create the same picture that others see us as.  In a one man show, it 

is important for one of the characters to be he who holds the truth.  It is that 

person/character that speaks directly to the audience and undergoes the most catharsis in 

showing the audience that it is okay to do so.  I wanted Slash to maintain his personality 

when he addressed the audience, to look at them and say, “Here I am.”  This 

acknowledgement of self in front of the audience would allow them to see Slash as one of 

their very own and provided empathy that is necessary when telling your own story.   I 

encouraged him to react to the characters of his life that he was being confronted with 

within the context of the show, I told him react to them and to share that reaction with the 

viewers.  The audience will take cues from the narrator character; don’t be afraid to look 

them in the eye one by one to get that point across – especially within more intimate 

settings.  This presentation of self is one of the most important aspects of the one man 

show.  Slash came to me embodying the stage presence and energy to speak directly to an 
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audience and the comfort to guide them through his story. This feat achieved the intimacy 

required for a one-man show.  There was not much I could coach Slash in on being 

himself.  When were questioned in an interview with the Commonwealth Times, about 

the intimacy of the show, Slash disagreed with me on my coaching of that skill.   

 

 
(media credit: Natalia Allen) 

 

TAYLOR. I don't know that I had anything to do with that. I think it's 

Slash's presence and the way that his story was written.  

I had a thing against one-man shows prior to working on this show, just 

because they felt very narcissistic. So, I worried about that a little bit. 

But … it was told in this way that there was somewhere for everyone to 

fit into from word one. I don't know how he did it, but it was never 

anything I was worried about as a director-how he's going to keep 

everybody. 

BERNARD.  In terms of how it's written … there are sections that it's 

celebrating a story and there's a switch where Slash is pointing these 

thirty characters but then you know the characters personally. He 

switches from playing Gustav, to his mother, to him saying, "I don't 
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know what to do here. I'm lost. I'm thinking of my friend." So (there's) 

that concept between the outlandish characters and the true feelings that 

he has as a person. 

COLEMAN. I always say that's Shanea's famous answer, which she 

always deflects it back on to me. But really, I wouldn't have taken the 

first steps to bring it on the stage without having a director because she 

had space for me to channel those characters naturally. If she had been 

like, "Do this or that," I would have done it because I'm like a sponge 

where I don't have traditional training. It would have turned out 

different, the fact that she held that space and gentle direction. 

It was very spiritual in the way she directed. I think that helped bring 

about that intimacy. If I would have had (Becca Bernard) come in, 

eventually it would have been a very different four years. It was a very 

different style at a different time. Having a director gave me the 

confidence to take it to the next step and do that first show and just take 

of” (Garabelli).   

 
That confidence that I elicited within Slash to keep performing his show and to keep 

working towards his ultimate outcome, was not only mirrored in his future success of the 

show but also pertinent to my own as a director.  As he forged on with producing The 

Neon Man and Me, it was important to both of us that he not forget his notes, so I made 

him a “7 Essentials Every Actor Should Pack for the Stage” (Appendix C).  This allowed 
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him to be able to access important parts of our rehearsals without having to step back into 

the studio again.   

Whose Vision is it anyway? 

 
Early in this process, I decided that if this was going to be my first official 

directing job then I would need to do a little research just to be sure that I was fulfilling 

my duty to the best of my abilities.  One book that was of particular significance in my 

directing of The Neon Man and Me was William Ball’s Sense of Direction.  Ball does a 

magnificent job of merging the creative and academic worlds of direction in such a way 

that presents almost a step-by-step guide for the novice director to follow to success; 

while concurrently encouraging the director to find his/her own approach within his 

suggestion.  I decided not to take the book as a checklist of my directorly tasks, but rather 

used it to answer questions that I had within my own creative process.  I was really 

interested in seeing what I could deliver instinctively and with my personal background 

as resume instead of ascribing to a certain method at this time.  My process was useful, 

until I consider the Vision and Concept of the play.  Typically, I knew that one of the 

director’s first tasks when approaching a new script was to create a vision and a concept 

through which the play would be staged.  I understood what that meant, generally, but on 

a smaller scope I was not sure what that meant to me in this process – specifically.  I was 

unsure as to whether it was even my job while directing an autobiographical one person 

show to create a vision. Ultimately I was working with the playwright and I curious about  

how to create a world in which this very personal play could live.  This is when I turned 

to Mr. Ball for answers and his suggestions helped me to solve these issues.  Concerning 
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the vision and some of the cornerstones of a successful play, he stated that, “The director 

must be the missionary.  He must feel strongly about the theme of the play – to the extent 

that he feels it is important for other people to share or to witness that theme.  He has to 

feel that civilization will be enhanced and society will be enriched if the message of that 

play is revealed… So we say that the general beauty is what the director looks for when 

he first reads the script” (Ball 24).  I decided to find a general beauty in the scripts 

entirety to focus on as I helped Slash to create the personal space on stage from which he 

would tell his story.   

 Because I was the medium between Slash, who was not only the playwright, but 

also was the actor with whom I was working and the person to whom this autobiography 

belonged, I began to look at my role as the director as sort of a conduit between him and 

the audience, and as the bodyguard in a sense of the themes that would make this work 

appealing to others.  For example, in looking at the script while in rehearsals I needed to 

keenly consider every moment and each character to ensure that they weren’t superfluous 

or just personal to Slash.  There were aspects of the production that were probably more 

appropriate for a journal; not that they were insignificant by any means, but they were 

unable to move the story forward or were incapable of containing the action needed to 

tell a story.  When producing a show where the playwright is not present, this close 

attention to content of the dialogue becomes unnecessary due to the their lack of personal 

involvement per production.  It was at this point that I began to understand how exactly I 

would start the blocking process with Slash, as well as engage the audience and provide 

for them their purpose in attending.   
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The way I saw the creation of vision was in the style of a pyramid, with Slash at 

the top of the pyramid, his vision encapsulated everything else that the play should be.  In 

hindsight, I wish that I would have consulted Slash about what his personal visions were 

for The Neon Man and Me, though I do believe that I had an understanding on exactly 

what he wanted to share with his audience.  Primarily, he wanted to create something for 

Mark’s son, so that Mark Jr. could get to know who his father was through observing the 

friendship that his father had with Slash. This was the beginning step of the 

transformation from a capsule of memories of sorts and into a play reliving those same 

memories.  In addition, he wanted to share with the world the prophecy that his best 

friend had left him; that they would play in front of millions.  In order to fulfill this 

prophecy he would now have to relive their friendship in such a way that they were both 

present in front of those millions and through this discuss a type of love that is very rarely 

discussed (until lately with the emergence of television shows that coined of the term 

“Bromance”), the love between two straight men and the friendship that they forged.  He 

also wanted to break the silence around the speaking about Mark’s death - immediately I 

recognized that this was a theme that I knew needed consideration and nurturing in 

considering the audience and what they would gain from the play.   

 Next on that pyramid scheme is where I, the director, come in.  In the traditional 

approach to script analysis for staging a play, I believe the pyramid of vision would be 

broken down in a much different way, but would still hold the playwright at its pinnacle.  

Just under Slash and actually the last person on this short pyramid of vision, my job was 

to take Slash’s overall themes and wants of the production and create my own vision that 
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lived within them that made me the spokesperson for the audience.  How could I translate 

Slash’s specific themes and deliver them to the audience in order to achieve that dual 

catharsis between performer and audience?  I decided that the prevailing theme amongst 

all was obviously friendship and an exploration of love and loss.  After I had decided on a 

theme, my vision came a little easier to me; it actually came as I watched Slash rehearse.  

A monologue entitled, “Hero by Tens”, (Appendix D) is a flashback to he and Mark at a 

fishing pier restaurant in Nags Head, North Carolina and also where I began to create my 

vision as a director.  Setting the scene beautifully, Slash weaves this memory layered 

with other memories and tells about him and Mark sitting over hot chocolate, coffee and 

other delights as it pours down rain over the sand and the ocean with only a window 

dividing them from it.  They sit talking like the best friends that they are, about 

everything from the serious to the frivolous, while Mark writes with brilliant metaphors 

on a stack of napkins and Slash looks out the window having a flashback of himself at ten 

years old – attempting to save a beautiful little girl’s ball that had floated out to sea. 

There is an eerily prophetic moment that Slash then shares with the audience at this point 

in the play as well.   
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(media credit: www.slashcoleman.com)  

 

“I’m flying! Whew! And Mark is writing poetry on paper napkins. He’s 

pulling them from the silver dispenser like he’s trying to stop himself from 

bleeding, applying direct pressure with his pen. He’s bobbing up and 

down like one of those oil filled bobbing birds. I’m bobbing right 

alongside of him. We’re like the Olympic nose bobbing team. I think after 

this buzz we’re connecting into the same spirit we find when we play 

music together; the one Henry Miller described when he said artists 

receive invisible transmissions from the sensitive side of the world. (beat) 

Mark receives a message from far away. 

MARK JAMISON. Chocolate makes my heart race, man, he says. 

SLASH COLEMAN. Then, he puts his head down like he’s an Indian in 

a spaghetti western, his ear on the railroad tracks, listening for a train. 

 28



   

MARK JAMISON. My grandfather died in his late twenties from a heart 

attack. I think I might die young too” (Coleman 10). 

 
This monologue is followed by a song written and performed by Slash called, “Prayer for 

a Neon Cowboy” (Appendix E).  I felt as if this monologue encapsulated everything that 

Slash hoped to deliver to the audience, it felt innocent and honest and pure almost naked, 

nothing about it in words or memory was forced and I believed that this is what I thought 

should be shared with the world – this was the essence, or what William Ball refers to as 

the “Metaphor”.  This play is like your first…first, anything: love, friendship, breakup, 

etc...  It contains that innocence and curiosity and sense of timelessness like a dream – 

where everything stays the same and the impossible becomes possible from just a sliver 

of belief.  I wanted it to feel like that moment in Peter Pan, where Tinkerbell drinks the 

poison that was intended for Peter Pan, thus saving his life.  She says to Peter Pan that 

she thinks she could live if children believed in fairies.  Peter Pan turns to the audience 

and tells them to clap if they believe in fairies.  The audience, tentative at first begins to 

clap and with Peter’s encouragement begin to clap even louder and harder until the whole 

audience was in an uproar.  Just when you thought that the laughter could not get any 

harder and the whoops and hollers could not get any louder, Tinkerbell soars into the air 

looking brighter and more alive than ever.  It is at this point that the audience experiences 

the effects of their belief in something together and through the happy tears and laughter 

an evocation of life happens.  The stage adaptation of this ends this passage with a song 

almost as if congratulating the audience on the discovery together; whereas J.M. Barrie, 

the author of the novel ends this passage with the following: 
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“The clapping stopped suddenly; as if countless mothers had rushed to their 

nurseries to see what on earth was happening; but already Tink was saved. First 

her voice grew strong, then she popped out of bed, then she was flashing through 

the room more merry and impudent than ever. She never thought of thanking 

those who believed” (Barrie 105).  

 
Barrie’s description of Tinkerbell’s reaction to the applause that saved her life 

was exactly what I thought that Slash was doing; thanking those who honored 

their memories and cherished their best friends and acknowledged the impact that 

that belief had on their lives.  I also wanted to help him convey his (conjurer) 

Peter Pan-like responsibility in engaging the audience by encouraging them to 

believe.  By telling his story as honestly and intimately as he could he was thus 

letting the audience know that it was okay to feel and to do so out loud and if they 

went on this ride with him, I knew that they would feel the same way I had years 

ago when I left that theatre with the feeling of believing and clapping so hard that 

I brought a friend back to life (Appendix F).  According to William Ball, “The 

director must believe. We are makers of belief. The director must believe first” 

(Ball 25). This is what I set out to do with The Neon Man and Me.  A few years 

later, as I undertook my next directing project, I was prepared to negotiate the 

skills I had acquired from my work with Slashtipher.  I was prepared to work on a 

closer level with the playwright to obtain the personal effect that they may desire 
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and I was ready to include other eyes into the process to maintain an unbiased 

reception.  

 31



 

 32 

Chapter 2 

 

BIRTH 

 
(media credit: Jenna Ferree)  

 

Birth was autobiographical theatre in a way that was much different from Slash’s 

life experience and way of dealing with grief.  It was not necessarily the cast of women 

actor’s stories that were being told, but a compilation of over one hundred women’s 

worldwide stories about their personal birth experiences, whittled down and fashioned 

within a play that read very much like Eve Ensler’s The Vagina Monologues.  I consider 

it an experience for me as a director in autobiographical theatre because of how close to 

home it affected my actors, crew, and community.  With the Birth Festival revolving 

around the Virginia premiere of Birth, finding the truth and the similarities in the 

performances versus the lives affected became vital in the staging of this play.  In a sense, 

these actresses were telling their stories as collective women.   



   

How I got the Job 
 

 
The Birthing Process was relatively smooth, especially since I had gotten rid of a 

lot of my jitters by successfully directing my first production, and using it as my starting 

block.  Thanks to Slash and The Neon Man and Me, in only a couple of months, I had 

begun to be recognized as a credible director in the community and was being 

encouraged to work even more.  Since The Neon Man and Me opening at Mill Mountain 

Theatre, Slash using the marketing skills that he had attained had booked an array of 

different shows and interviews, all of which he would drop my name into and I began to 

get a lot of recognition.  Interviews with critics and reporters on the show led to more 

calls about outside projects that I should consider and Birth was one of those that just fell 

into my lap.  “Firehouse (Theatre) is looking for a director for a show that they are doing 

in addition to their season, it’s a new play… I think you should direct it” (Sharon 

Gregory) said friend and colleague one day while we were on a break at the Science 

Museum.  I was running around like a rat, literally, storytelling for kids that day, and she 

was the stage manager, there and at the Firehouse Theatre which was a few blocks away.  

Directing a one man show was one thing, but I was timid about whether I was ready to 

direct a full fledged production, so I just nodded in response, and she replied she would 

put in a good word for me.  A couple of days later, I got a phone call from the theatre’s 

House Manager, who I also knew personally. She told me that she was excited to be 

calling me to set up an interview between myself and the Artistic Director of the 

Firehouse Theatre and that I should come and pick up a script when I got the chance.  I 

scheduled the interview for that Thursday (it was a Monday) and said I’d be by to pick up 
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the script after classes that day.  I wanted as much time to prepare for the interview as 

possible.  

The Firehouse Theatre is a black box theatre located in Richmond, Virginia, just 

outside of VCU.  Seating about 110 patrons, the theatre is housed in a 110-year old 

firehouse renovated into a theatre that boasts providing Off-Broadway on Broad Street 

Specializing in plays that have yet to be produced in Richmond, Virginia, the theatre 

focuses its work on new works and the actor’s craft, thus making it a venue that many 

artists in the city sought as a means to show off their work.  I had been lucky enough to 

work on a couple of projects at the Firehouse Theatre and was familiar with their space 

and their staff – enough so to be able to create a concept for staging a play in their space 

from memory.  

When I read the script for Birth, the first thing that I took note of was that it read 

very similarly to The Vagina Monologues; following the same sort of individual 

monologue revolving around a common theme told by colorful and engaging realistic 

characters.  Mimicking the minimalistic stage requirements of The Vagina Monologues, 

playwright Karen Brody wrote in the script “Set Design: Simple – stools or chairs for the 

actors.  The characters are all on stage throughout the performance” (Brody) This simple 

set design allows for the director to focus on the theme rather than letting the audience off 

the hook and relying on spectacular stage arrangements.  Theme-driven, also known as 

Identity plays are usually different experiences for a lot of audiences and often get 

confused with Performance Art and the argument of the legitimacy of it, but this doesn’t 

always have to be the case.  Depending on the delivery intent of the playwright and the 
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specific show itself, I consider most identity plays to be autobiographical in nature 

because of their attachment to the presentation of truth and knowledge on stage and the 

attraction the piece that the performer(s) must have; in a sense they must all be telling 

their own stories.  Originally, Birth was certainly theme-driven as its sub-title read, “A 

Testimonies Play about Childbirth in America” (Brody), but its close second in what 

carries this play is Character.  Through the kaleidoscopic creation of three-dimensional 

characters onstage, the audience is able to see themselves more clearly represented on 

stage and thus are more susceptible to the receipt of the play’s theme.  People like to see 

themselves represented and when there is virtually a mirror held up in front of you, you 

are going to look…and hopefully learn. 

As I began to consider the themes of the play as I continued my first read-through, 

I also began to think about the possible audience; I had done some research and learned 

that this play was to be a part of a larger first annual festival, “Defining Moments: An 

Exploration of Birth through the Arts,” and it was being produced by the Birth Arts 

Council.  My audience would be made up of mothers, expecting mothers, newlyweds, 

husbands, boyfriends, artists and really anyone interested in the birth process and all that 

it encompassed.  Creating a concept/vision for the theatre was still a new process for me 

and I was beginning to realize that it would be one that I would continue to develop 

throughout my career.  I knew that the play would be part of a something bigger in its 

production and that the audience would be anything but typical; I also knew that the 

message was the important thing but needed a creative vehicle within the restraints of the 

playwright’s vision to invite the audience into listening to such a taboo subject.  Karen 
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Brody had done a phenomenal job transcribing the “true accounts of giving birth in the 

United States as told (to her) through a series of interviews with [over one hundred] 

mothers” (Brody) into a play that entertains and educates through autobiographical 

storytelling.  I must admit that I was very impressed with its ability to entertain, whether 

you knew something about birth or not.   

Mrs. Brody also begins her play with a note to the director, “As you work with the 

actors to make their unique birth sounds ideally I’d like you to consult a midwife or doula 

in your area who can advise the actors on the different sounds women make while giving 

birth.  Also while it may be tempting to encourage other characters to react to the 

different women’s birth stories, my strong preference is for this not to happen.  I’d like 

the audience to feel their own reactions to the stories without being influenced by the 

other characters on stage.” (Brody)  I really appreciated the note and knew that the more 

limitations the playwright put around the play, the more it would in a sense allow me to 

play and stretch those limits creatively.  I finished the play and knew exactly what 

approach I would take in my first interview. 

I was sure that my interview would consist of a review of my curriculum vitae 

and conversations revolving around my other work and the ultimate question, “How 

would you direct this play?” I went into the interview ready to discuss why I would be 

the perfect director for this production and with a map that would later guide me toward 

my Birth plan.  The Artistic Director, Carol Piersol, was familiar with some of my work 

but also knew that I was a graduate student and had very little experience directing. 

However, what worked for me was that I had worked with several other people with 
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whom she was familiar and they all supported me through references.  I acknowledged 

that I was a novice to the craft but that I also thought that was what this project needed.  

Having only one professional show under my belt and a couple of others that were 

academic, worked to my advantage in that my lack of experience allowed me to really 

hone in on the basics of directing a play.  The minimal set would require imagination and 

connectivity to the text and the theme in order to appealing to the audience as more than 

just an account.  The actors would need to do character work in developing these stories 

into their own to gain the audiences trust.  And lastly, my eagerness and ignorance 

toward the subject would inspire collaborations with other participants of the festival and 

discover a way to turn a collective unawareness into entertaining knowledge.  The 

willingness to work with those involved and to honor my credo on theatre as a 

representation of truth on stage ultimately landed my second job directing.   

 
Getting Started: Auditions and Casting 

 
 
I was lucky enough to secure Sharon, who had told me about the job, as my Stage 

Manager and I knew that this would aid me in adjusting to directing for a theatre (as 

opposed to for a playwright as I did with Slash) and would acquaint me with the pieces 

between the two that varied.  We got started right away, and already I was appreciating 

the advantages of having a good Stage Manager at the director’s right hand.  At our first 

meeting, I handed her the script and we discussed what our expectations were of one 

another and what our action plan was.  I liked having a side-kick. Throughout the whole 

process, I admired the person who always kept me grounded, for better and for worse.  
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Admittedly, at the time, I was not the most organized person, in general, and that did not 

change just because I was directing; but in this process, I had the luxury of that being a 

non-issue because Sharon took care of it (Appendix G).  Arranging my auditions, copy 

sides for the actors to audition with, scheduling, etc… Sharon took care of it.  She got 

busy announcing auditions to papers, websites, and personal lists and told me that I was 

okay to just focus on what I would be looking for in the auditions.  Immediately I learned 

that the characteristics for a good stage manager, from the director’s view were, 

organization, the ability to manage a group effectively, timeliness, willingness to share an 

artistic eye (when prompted) and a take no “b.s. attitude”.  

When it came time to hold auditions, I knew the preliminary specifics for what I 

was looking.  Having been involved in the Richmond theatre scene allowed me to know 

prior to auditions some of the people who would show up.  We announced the auditions 

in all of the local publications, email blasts and made sure to hit the VCU campus, 

especially the Theatre department.  At the time, VCU theatre students were not engaged 

in a lot of acting work outside of the department unless it was recommended by faculty.  I 

was very interested in what some of the upper class and graduate majors could bring to 

the production considering my wishes to make the cast scope as broad as possible.  We 

posted fliers with an audition date that was a little less than two weeks away from the 

start of rehearsals, so that I could take my time if the audition did not go the way that I 

felt they needed to and so that those who were cast could clear their schedules.  An early 

audition would easily give us a little over a standard six week rehearsal period for a two 

week run in conjunction with the Defining Moments Festival.  Because birth in general is 
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a rough subject to swallow, to anyone other than a pregnant woman, I knew that I would 

have to be really creative with my approach to the show and the material itself.  Working 

with semi-professional actors, some of whom were students, would aid me in this process 

because I really wanted to take the time to focus on developing interesting three-

dimensional characters as well as finding creative ways to reach out to our audience 

around that blasted fourth wall.  I also stressed semi-professional in my brain of brains 

because I did not want to work with any actors who weren’t going to be open to my new 

found discovery approaches and the activities that accompanied them.  Many times, 

seasoned actors grow tired of novice directors guiding them through vocal warm-ups and 

activities designed to “get them into character” - they feel as if it is a waste of time and 

they should be left to do what it is they were hired to do.  While I understand where these 

‘pro’ actors are coming from, this was not a production where I felt comfortable leaving 

these activities out. Through the employment of these exercises, I felt that the actresses 

would find them useful in the creation of our very own Birth plan, and I was looking for 

an enthusiastic cast that would agree.  Anyone auditioning would be asked to prepare a 

two minute monologue or two one minute contrasting monologues.  Through my 

undergraduate years and auditioning professionally I had a love-hate relationship with 

preparing monologues for auditioning, I have grown to learn the importance of it to a 

director.  It allows for the director to, in one or two minutes, see the creative choices that 

an actor has made to build this scene, character, and situation; while simultaneously 

letting the director know that they are capable of learning lines and using their body in a 

given space.  As a novice director, it was important for me as I approached my first 
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professional full cast production to develop a common language between myself and my 

cast.  Due to the breadth of the production and the festival it was a part of I was 

concerned about using my time wisely and I did not want to have to spend a second of 

rehearsals covering something like stage directions or the correct way to position yourself 

on stage when in front of an audience.  I could allow for a little discrepancy in this, 

dependent upon the person and what their talents and would hope that the cast would fill 

in the blanks where I could not.  Callbacks, I reserved for those who presented sufficient 

monologues and who fit a type; during this time I would ask for those participants to read 

for specific parts.  Birth, is a series of real women’s monologues, only fictionalized a bit.  

It was important to me that the types and voices fit those monologues in order to do 

justice to the actual women to whom belonged to.  After the open call I had seen 

approximately thirty auditions and called back fifteen to fill only eight roles.   

Though I had read from a number of sources that the audition process is sacred 

and that it is a democracy, I was happy to have the producer sit in on auditions and call 

backs.  She was able to provide me with knowledge that I was not able to immediately 

see in some people who auditioned and had also worked with quite a few of them in the 

theatre’s acting class.  In addition, I thought that it would be a good move to consider her 

suggestions if I wanted to work at the theatre again – it also let me know that in a sense, 

those auditioning were also being looked at for a larger scope of the theatre itself.  Her 

presence in this process was not intimidating at all, and I actually enjoyed her piping in to 

ask certain auditionees for “more” in their monologues or to try different things that may 

not have occurred to me.  Ultimately, I ended up casting a student from her class and a 
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long-time supporter of the theatre who hadn’t been on the stage in a few years.  The rest 

of the cast included a seasoned actress who not only brought talent and light to the 

rehearsals but occasional baked goods,  a VCU student who I thought would play an 

excellent young mother, was skilled in movement/dance, and had an unusual obsession 

with birth which led her to be training to be a midwife during our production, an novice 

actress who was a close friend of mine, who I knew would take the role head on and 

provided a different ethnic look that the production needed, a graduate from VCU who 

also hadn’t seen the stage in a while but had an amazing wealth for comedy, and an older 

woman who confessed that she was a little nervous about having to learn a lot of lines but 

really embodied a character that I thought I would have difficulty casting and who was 

also the wife of a local theatre’s artistic director.  I was very happy with the group I had 

put together and immediately they became the tight knit cast that I needed them to be, 

and the producer was smiling too.  

 
Rehearsals 

 
 
Prior to my first rehearsal with my new cast, I wanted to have a much clearer 

picture of what I would have to work on with each role given the character that they were 

playing.  I wrote down each actresses name and under it I put her character and 

playwright’s description of that character.  It was crucial that they ‘became’ these 

characters as much as possible and I knew that it was up to me to take them that extra 

step. Under their character’s description, I made my notes on things to be aware of and 

that needed work.  The more realistic they were, the more they told the truth the easier it 
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APPENDIX A 
 
 
The Neon Man and Me Rendition: 

By: Slashtipher Coleman  

There's an elephant in the room. 

It’s large and squatting, and it’s hard to get around it. 

Yet we squeeze by with, "How are you" and "I'm fine." 

And a thousand other forms of trivial chatter. 

We talk about work. We talk about the weather. 

We talk about everything - except the elephant in the room 

We all know it’s there. 

It is constantly on our minds. 

For you see, it is a very big elephant. 

It has hurt us all. But we do not talk about the elephant in the room. 

Oh please, say his name. 

Oh please, say "Mark" again. 

Oh please, let's talk about the elephant in the room. 

For if we talk about his death, 

Perhaps we can talk about his life? 

Can I say "Mark" to you and not have you look away? 

For if I cannot, then you are leaving me 

Alone... 

In a room... 

With an elephant... 

 



   
The Elephant in the Room 

By: Terry Kettering 

 

There's an elephant in the room. 

It is large and squatting,  

so it is hard to get around it. 

Yet we squeeze by with "How are you?"  

and "I'm fine" ...  

And a thousand other forms of trivial chatter. 

We talk about the weather. 

We talk about work. 

We talk about everything else - 

except the elephant in the room. 

There's an elephant in the room. 

We all know it is there. 

We are thinking about the elephant as we talk together. 

It is constantly on our minds. 

For, you see, it is a very big elephant. 

It has hurt us all. 

But we do not talk about the elephant in the room. 

Oh, please say her name. 

Oh, please say "Barbara" again. 

Oh, please, let's talk about the elephant in the room. 

For if we talk about her death, 

Perhaps we can talk about her life. 

Can I say "Barbara" to you and not have you look away? 

For if I cannot, then you are leaving me 

 95



   
Alone ...  

In a room ... 

With an elephant. 
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APPENDIX B 
 
 
Monologue #3: Gustav’s Momma 
Slash Coleman Meow (beat) meow (beat) I hear a cat in my dream. (beat) Here kitty, 
kitty, kitty! Meow (beat) meowp-me (beat) meowp-me (beat) HELP ME! Wait! That’s 
Mark! Where am I? 
 
Mark Jamison Help me! 
 
Slash Coleman (waking) Uh-Yes, we’re at Gustav Lintini’s house. He’s the owner of the 
Bearded Lady Café in Abingdon, Virginia, where our Mark and I and our band played a 
gig earlier in the night and now we’re staying at his house and (beat) something cracks 
(beat) something breaks! 
 
Mark Jamison Get away from me you animal! 
 
Slash Coleman An animal? I need something to protect myself. I need something to 
protect Mark. I need (beat) the bed rail! I’ll pull the bed apart for the bed rail. I flip the 
bed rail up. I’ll hook the animal. 
 
Mark Jamison Mommy! 
 
Slash Coleman Mark is calling for his mom (beat) I take a deep breath in. I bark at the 
air. I swing my pretend long hair over my shoulders. (beat) I’m suddenly - Mel Gibson in 
the movie Braveheart. “Freedom!” I scream. I gallop down the hall pulled into Mark’s 
room by the momentum of the bed rail. There, on the nightstand, is Mark. His eyes 
squeezed shut, his arms pressed in as if he’s praying backwards. Before him, reaching out 
for him is – George Washington in a woman’s dress? (beat) When she turns around I 
suddenly know why the oldtimers call me boy and son, even though I’m nearly twenty. 
She’s wearing a see-thru nightie and people, there are some things that droop with age 
that no boy should ever see. “I thought Gus lived here,” I say. 
 
Polina Lintini Gus smush, she says. I’m Gussy’s momma. 
 
Slash Coleman She reaches out for me. Wait! Woman, Wait! I say. 
 
Polina Lintini Wait? Let’s cut the meat fella’s and get right to taters. I’m a real woman! 
she says 
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Slash Coleman and just as she’s about to push herself into me, she falls to the floor as if 
she’s melted. 
 
Mark Jamison What did you do? Mark says. 
 
Slash Coleman What did I do? What did you do? You’re the one with lipstick all over 
your face. (beat) Suddenly, the downstairs floor creaks. Someone starts up the stairs. 
Marks eyes widen. There could be (beat) more of them. I pull Mark into the room and we 
shut off the light and hide behind the door. 
 
Gustav Lintini Oh Dear, momma, Gustav says coming into the room. Oh, Dear Momma, 
what have you done? 
 
Slash Coleman He bends down and lifts his mother up and over his shoulder. 
 
Polina Lintini Am I ugly Gus? she mumbles. 
 
Gustav Lintini Oh, no Momma, you’re pretty, real pretty, he says. 
 
Polina Lintini Do you really think so? she asks. 
 
Gustav Lintini Yes, Momma. Yes. 
 
Polina Lintini (crying) I want to be a beautiful woman again. 
 
Gustav Lintini Oh Momma, please don’t cry. 
 
Polina Lintini Say it again Gus. Say it again. 
 
Gustav Lintini Momma, you are very, pretty woman. 
 
Slash Coleman When Gus and his mother disappear down the hall, Mark and sneak 
outside. We push-start his car and drive to the Waffle house restaurant and there, with the 
doors locked, we sleep against the windows, all the while the yellow Waffle house sign 
shining in on us like the sun. (beat) And in the morning, we drive back to Gustav’s house 
and sneak in. On the kitchen table, (placing imaginary rose on the chair) I place a 7-11 
rose and beside it, Mark puts a note he’s scribbled on the back of the receipt from 
breakfast. It reads, “Dear Mrs. Lintini, you are such a beautiful woman. 
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APPENDIX C 
 

 
Director Shanea N. Taylor on  

the set during a Q&A session of  
The Neon Man and Me 

 
 

 
7 Essentials Every Actor Should Pack for the Stage 

Advice by Shanea N. Taylor 
 

Shanea N. Taylor has been the driving force behind the success of  
Slashtipher J. Coleman's one man show, The Neon Man and Me.  

Although his talent lies in putting words on paper, her genius abounds  
in getting the words to come to life on stage. The challenge from the  

beginning was to make 30 characters come to life during the 60  
minute show without the use of props or costumes and have each one  

be believable. Here are some of her tips which have helped make  
the show a success. From time to time, Slash goes back and reads  

them before a show. 
 
 

1) Goals:  Every character has to have a goal. Why are you entering the scene? What is your  
purpose? Why are you important to the scene right now? 
 
2) Truth & Honesty: The key to good acting is always telling the truth on stage. Allow yourself and  
every character to be in the moment, in the scene, in the story. Don't act - be it! Every moment, you  
should strive for the ultimate goal of the play. Let the story drive the play. 
 
3) Objectives: Whenever a character enters of leaves a scene, goals and objectives change.  
Even if slightly. 
 
4) Intra-personal Intelligence: Allow each character to be affected by the other characters or new  
information in the scene. 
 
5) Your Big Bad Self: Be BIG! Go all the way even if you are unsure. 
 
6) Intention: Why are you saying what you are saying right now? How does it drive the action of  
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the play forward to the ultimate goal at the end? Be specific about movement, speech and  
gestures. 
 
7) Your Inner-Therapist: How do you feel right now? What do you want - if anything? 
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APPENDIX D 
 
Monologue #4: Hero by Tens 
 
I remember when I was 12 or 13, on a family vacationn. I watched a girl my age blow up 
her beach ball in the exact same spot. (imitating the young girl) She’s holding the ball 
between her lips without using her hands. It’s flopping on her chin like a bubble gum 
bubble that’s burst. The ball grows bigger and bigger. It’s like by opening her mouth she 
is opened up a door to allow a part of herself to move slowly into the ball. Bigger and 
bigger and when she’s done, she closes the nozzle, sealing a part of herself inside. I 
watch her toss the ball into the air, until the wind takes it and sets it in the sea. It 
immediately rides out beyond the breakers. Red, orange, yellow, green, blue, white. Red, 
orange, yellow, green, blue, white. And when it stops, I sense it has something to whisper 
to me. I start to get nervous, like I’m in the theater beside the girl and I’m about to put my 
arm on the arm rest beside her. I begin to count to ten. (beat) 1-2-3 (beat) I tell myself at 
ten, I’m going to jump up and rescue her ball. (beat) 4-5-6. She turns and looks right at 
me and (beat) I look into the sand. 7-8 -9. (beat) The ball turns. The feeling, it builds. 9 – 
9 ½ – 9 ½ 9 and a ½ of a ½ - 10! I grab my surfboard and walk right up to her. 
 
Conquistador From the desert I come to thee, to ride my plastic stallion shod with fire 
and the winds are left behind in the speed of my desire, before thy window I stand, 
 
Slash Coleman My voice is deep, my inflection meaningful. 
 
Beach Girl So huge, so hopeless to conceive, she says. 
 
Slash Coleman (To audience member) Are you checking this out? She may be, by all 
accounts, my dream girl, the one. Actually she doesn’t speak English and at 13 my voice 
is an inconsistent, falsetto chirp. If I said, “Hello,” (clears throat) “H-H-H-Hello!” I’d 
most likely sound like a Pterodactyl and scare her half to death. Besides, I’m turned to the 
side so she can’t see my hideously acned face or the bumps on my back.(beat) No, she 
points to the ball and I press my arm against my surfboard to make my muscle look 
bigger. Then, I finally walk away and as I throw my surfboard into the ocean and wiggle 
aboard and begin to float across the surface of the water, (climbing onto the chair as it is 
a surfboard) everything is as it should be. I’m in my element. I am alone as I prefer it and 
I don’t have to tell anyone why I’m so quiet or do the weird things that I do. I can’t hear 
the people making fun of my big nose or calling me a “Dirty Jew.” Oh, Mother Sea, even 
at thirteen you were there for me! And I begin to paddle toward the ball. A gorgeous 
girl’s breath is inside that ball (beat) 1-2-3-4. If I get it she’ll like me more. 1-2-3-4. I’ll 
be the conquistador of the seashore. 1-2-3-4. This will be great for my memoir. 1-2-3-4. 
She’s like an exotic Egyptian version of Drew Barrymore. I paddle, until exhausted; I sit 
up on my surfboard. I’ve gone far enough. The beach behind me is a thin, blonde line and 
the girl is a tiny dot. The ball hovers on a crest, disappears, and then reappears as if to 
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tease me. Then, it takes off in a rush of wind until it too, is a tiny dot. (beat) When I 
return to shore the girl smiles and touches my shoulder. 
 
Beach Girl Sum-ting…sum-ting… sum-ting…sum-ting, she says, and, Dank you. 
 
Slash Coleman I feel so awkward I almost take her out at the knees with my surfboard. 
It’s to this same exact spot that I take the napkins out to Mark, the ones he’s written his 
poetry on. And when he takes them from me, he pushes them together like a sandwich, 
hands them back and says, 
 
Mark Jamison Here, man. You might need these words someday. 
 
Slash Coleman I wonder how far I would have gone for that ball. I wonder if I’d gone 
far enough, would someone have had to come and rescue me and maybe someone would 
have had to come to rescue the person who’d come to rescue me and so on and so forth. 
(beat, reaching for guitar) I wonder how far anyone goes for anyone. (beat) I especially 
wonder how far I will go with this show and this tour, before I turn around? 
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APPENDIX E 
 
Musical Score #2: Prayer for a neon cowboy 
 
You dreamed of neon horses when you were just a young man 
And from that Franklin County town you had written your plan, 
Scribed from pick-up dust and Jesus lust and redneck ways. 
You’d bend the American dream with some light along the way 
But, rest assured for the sake of me fate was watching 
You deserve everything you ever wanted. 
You deserve all the love you never had. 
Climb aboard my horse and in the morning 
when the sunlight lets you down upon the ground 
I will pick you up and love you. 
You deserve everything you ever wanted. 
You deserve all the love you never had. 
Climb aboard my horse and in the morning 
when the sunlight lets you down upon the ground 
I will pick you up and love you. 
(Places guitar in stand)  
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APPENDIX F 
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APPENDIX G 
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APPENDIX H 
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APPENDIX I 
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APPENDIX J 
 
 

Congratulations on your new Baby 
Reviews, Acknowledgements, Press… 

 
 

From BOLD THOUGHTS, Karen Brody’s personal blog about Birth: 
 
“I'm in awe of the wonderful job Shanea Taylor did directing BIRTH at the 

Firehouse. As Shanea joked one night, "I don't know nothing 'bout birthin' no babies," but 
that didn't seem to matter as she really got many of the subtle points I try to make in the 
play. The actors also all delivered powerful performances. I loved talking with them all 
the two nights I attended the play. They told me that the play has bonded them as women 
forever. I've been overwhelmed at how many actors are sayig this to me, that this play is 
unlike any other they have been in because sharing such intimate moments onstage and 
the way several of the actors are part of other actors' birth scenes fosters a support team 
between the cast both on and off stage. This is truly becoming the unexpected "side 
story" to writing this play. I never imagined how much the actors would enjoy doing the 
play! And how much fun everyone would have practicing the birth sounds with several 
doulas in Richmond during rehearsals.”  

(http://birththeplay.blogspot.com/2006/01/january-12-22-2006birth-happens-
in.html) 
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APPENDIX K 
Will Power to Youth: Program Manual 

Staff Roles and Responsibilities 
 

Director: guides the artistic vision for the community as well as 
directing the play itself. The Director also coordinates the workday and 
supervises youth employees.  S/He is a member of the leadership team that 
plans the WPY session.  S/He is on site for the entire workday everyday of 
the session. 

 
Assistant Director: supports the director in all aspects of directing 

the play, with a special focus on coaching Youth Actors.  S/He is a 
member of the Acting Team.  

 
Co-Director: May take the place of an Assistant Director and 

holds equal responsibility for directing the play.  The Co-Director may not 
necessarily be the mentor of the Acting Team.   

 
Facilitation Director: directs community building and oversees 

the human relations process for the session.  S/He works with the Program 
Director, Director, and Playwright as a member of the Leadership Team to 
plan the WPY session.  The Facilitation Director has traditionally helped 
to recruit the facilitation staff.  S/He works closely with the resource 
specialist to address individual and communal crisis situations that may 
arise.  

 
Facilitators: are a diverse group of trained consultants who guide 

participants through human relations exercises.  They are also on hand to 
observe, assist, and support the community at large.   

 
Resource Specialist: may include an on-call social worker, case 

manager, therapist, and/or youth coordinator.  Any of these specialists 
may provide resources and referrals for youth whose needs cannot be met 
by the WPY program.  Specialists may also serve as a human relations 
facilitator.  

 
Stage Manager: is often a former WPY participant, responsible 

for keeping the youth participants and the adult staff on the daily work 
schedule.  S/He assists in the supervision of the youth employees, 
monitors breaks, keeps track of time cards, and sets up and restores the 
rehearsal space each day.  The Stage Manager writes down all of the stage 
movements of youth actors in the performance and is responsible for 
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managing all stage props used in the productions.  During performances, 
s/he calls sound and light cues for the show.  The Stage Manager is a full-
time position.   

 
Mentor Artists: are a team of diverse professional adult artists 

with expertise in specific areas, trained to work with youth populations.  
WPY defines “mentoring” as the process of building participants’ 
knowledge and skills while helping them to craft their input and impulses.  
Mentor Artists serve as mentors to the youth employees.  All artists are 
expected to be able to supervise, though not necessarily lead, warm-ups, 
acting exercises, : and theatre games at any time during the workday.  
Depending on experience and ability, mentor artists may lead the full 
community in these exercises with the support if a youth leader.  Mentor 
Artists keep written records of their team activities and contribute those 
records to a Production Team Archive.   

 
Playwright: is often a member of the Leadership Team and assists 

in planning the session’s program.  S/He works closely with the 
Facilitation Director to develop exercises that further human relations 
goals and generate new text and dialogue to be incorporated into the 
performance.  S/He is responsible for mentoring the youth Writing Team, 
leading writing workshops for the community, and creating original 
theatrical text based on the written work of youth participants.  

 
Movement Mentor: is responsible for mentoring the youth 

Movement Team, helping them to create any choreography and stage 
movement for the production based on youth input, and leading movement 
workshops with the full community.  

 
Sound Design Mentor: is responsible for mentoring the youth 

Sound Design Team, helping them select and create sound cues and the 
design of a sound system of speakers, amplifiers, computer control, 
recording and sound engineering to support the production.  Additionally 
s/he leads sound design workshops with the full community. 

 
Costume Design Mentor: is responsible for mentoring the youth 

Costume Team.  S/He guides youth in historical costume research and 
costume design.  S/He makes certain that these designs are executed 
through precise recording of measurements, textile selection, costume 
construction, sewing, alterations, and craftsmanship.  

 
Scenic Design Mentor: is responsible for mentoring the youth 

Scenic Team.  S/He guides the youth in the creation of scenic design, and 
makes certain, along with the help of the technical director, that these 
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designs are executed through precise drafting and measurement, 
purchasing of raw scenic materials, construction, painting and rigging of 
all scenic elements.   

 
Acting Mentor: is responsible for the Acting Team and assists the 

director with scene work.  S/He helps youth to memorize lines, helps to 
supervise the youth, leads games and exercises, and helps to keep youth on 
task during individual work time.  Additionally, s/he coaches Youth 
Actors to improve their voice and speech, presentation skills, stage 
presence, posture, articulation, diction, enunciation, pronunciation and 
breathing.  

 
Producer: works with the Program Director to schedule rehearsal 

and performance spaces, and coordinate production meetings.  S/He 
coordinates all production aspects of the program and performance.  The 
producer works closely with the technical director, Shakespeare 
Festival/LA marketing director and mentor artists to coordinate the 
theatrical logistics of the production including scenic, costume, light and 
sound, as well as promotional elements.  S/He may also lead the 
Production Team which is responsible for t-shirt and playbill design. 

 
Youth Leaders:  are successful past participants of WPY who 

have completed further training in leadership, theatre arts, and human 
relations.  Youth Leaders assist the community in a variety of ways as 
assigned, mostly as role models for new participants.  Their tasks may 
include assisting mentor artists, facilitators, or the community at large.  
Youth leaders may or may not receive acting roles in the production, and 
often serve as understudies.  
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APPENDIX L 
 

Audition/Job Notification for Will Power to Youth Richmond 
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APPENDIX M 
Artistic Team Exercise Example (Music) 

In this particular Artistic Team Exercise, the youth worked on writing lyrics and 
discovering a tune that would be an original song featured in the WPYR Romeo and 

Juliet. 
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APPENDIX N 
 

Writing Sample Example – Will Power to Youth 
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VITA 
 

Shanea N. Taylor was born in Cincinnati, Ohio on December 1st, 1978, adopted 

by Michael and Barbara Taylor and moved to Richmond, Virginia in 1981.  She 

graduated from Virginia Commonwealth University in December of 2000 with a BFA in 

Theatre with a focus on Performance.  After graduating, she moved to New York and 

studied Psychology briefly at the City College of New York.  Upon her return to 

Richmond, she was hired as the Administrative Assistant and later as the Program/Youth 

Coordinator for the Richmond Organization of Sexual Minority Youth.  During this time, 

she continued studying Psychology at VCU as a non-degree seeking student to 

supplement her work with youth.  In 2004, she began working as a touring/festival 

performer and an educator with Encore! Theatre Company (now known as Richmond 

Shakespeare), this transition led her to also work as the theatre’s Company Manager for 

“Haunts of Richmond” and interactive historical haunted house that hired actors for 

performance.  Following the lead of the educational work that she had acquired with 

Richmond Shakespeare, in 2005 she made the decision to go back to VCU for their 

Theatre Pedagogy Program.  Currently, the Director of Education for Sycamore Rouge 

Theatre in Petersburg, VA, Shanea continues to educate, perform and direct in various 

venues across the state.  Shanea is proud to have had the honor of sitting on the Board of 

Directors for The Firehouse Theatre, The Richmond Triangle Players, and Gallery 5 and 

Education and Arts Partnerships committee for the Richmond Center Stage.  

 


