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PREFACE TO THE THESIS
The Problem

Statement of the problem. The purpose of this work
is (1) to set forth what the basic problems of organizing a
play for production are; (2) to suggest a method of dealing
with each problem; end (3) to provide informstion for obtain-
ing theatrieal supplies and to provide references to volumes
whieh pursue the study of play directing beyond the scope of
this work.

Need for the work. There are many high school and
college level textbocks dealing at length with the basie
problems of play production; other highly technical works
have explored separately the various problems in great
detail. However, the inexperienced play director, faced
with the immediaste problem of getting a play produced, has
need of a simple, easy-to-read guide to advise him of the
problems involved, how he can go about meeting these prob-
lems, and where he can get the basie supplies he needs.

This handbook has been prepared in order to meet the
needs of two types of inexperienced directors: (1) the ele-
mentary or secondary teacher who is academically gqualified to
direct plays but who lacks experience in dealing with the
overall aspects of play production, and (2) the commmnity



organization or club member with neither academlic training
nor previous experience who finds himself responsible for
directing a play.

Limitations of the Handbook

It is not the aim of this work to deal exhaustively
with the prineciples of easting, directing, and the several
technical areas of play production (Chapters III, VI, and
VII). Here, as throughout the handbook, the aim will be teo
bring to the attention of the inexperienced director the
fact that these problems nsed to be included in hls overall
organizing. Some suggestions regarding procedure will be
made in order to furnish the director with an awareness of
what each problem involves. However, a thorough discussion
of various theoriles of directing and a detailed survey of
the prineiples of stage lighting, set-bullding, sound effects,
make-up, and the other technical problems will not be
attempted. In each of these chapters iz a section of
references to recognized authorities in the area who treat
the subject in detall; the director interested in further

~study will find his way to complete treatments of directing
theories and technical methods there.




Qualifications of the Writer

Perhaps the most qualifying experlence possible in
writing for inexperienced play directors is to have been one
yourself, This writer has certainly been that. Out of the
preblem of having to produce six plays in nine months' time
with nc previous directing experience came the realization
that a single handbook, written in non-technical, "everyday"
language, which laid out the problem of directing in clear
style and gave a few tips on how to put together the simplest
kind of productlon--such a book would be invaluable for that
first directing attempt. Few new directors of school plays
eﬁ' directors of commnity plays have time to digest the
countless books on the many areas of pley production in
order to get perspective on how to organize for that first
play.

As for actual directing experiemnce, the writer was
drams director for a class A Kansas high school for three
years, producing five to six plays per year. During twe
additional years of high school teaching, although not
director of a full-time program, there were skits, one-act
plays end assemblies to be presented from t!.'no to time.

Further theatre experience which provided most
valuable training was the three summers in the Emporia
State Summer Theatre company. Here much excellent training



: in acting and in theatre operation in all its aspects was

-' gained. Acting roles with the U, S. Army Speclal Services

Entertaimment Workshop in Yokohama, Japan, and the YMCA Camp
in Rocky Mountain Natlonal Park, Colorado, have furnished

: familiarity with the organization and operation of two more

~ theatres.

Rather incidental to the above experiences but of
nevertheless great value have been the many talks with other
directors, actors, and technleclens. 1In long conversations
with those who are alsc engaged in some aspect of theatre
endeavor, 1t was possible to learn, compare, evaluate,

- theorize, and gain considerable perspective of one's own
endeavors,



PREFACE TO THE HANDBOOK
To the Director

This handbock has been designed for a special type of
play director--the inexperienced., It is hoped that teachers
who have little or no training or experience in the fleld of
drams but who nevertheless suddenly find themselves in charge
of directing a play and members of community organizations
with similar lack of preparation who are slected to lead
their fellow e¢lub members in a dramatic presentation will
find 1t useful.

The handbook endeavors to do onme thing: to give to
you, the begimner director, an ldea of what your task
inveolves. It wlll not attempt tc turn you into a polished
director; if this phenomenon occurs, it will be no fault of
any magie formula offered here, The book merely offers to
the newcomer at directing a look at the essential problems
of play directing.

So you're going to direct a play? "Well," you may

ask, "what is there to do besides get some people together
on a stage and have them memorize parts from a playbook?"
Cf course, there is quite a lot more to it than that. If
you're the usual beginner at directing, you've seen enough
plays, movies, and television shows to have a general idea
of some of the elements of play production, but now that



you're faced with the problem actually of bringing a play
~ into being, you need to know exactly how it's donme.
Exaetly how it's done? Volumes of opinions have been
written by experts on every phase of play production, but
the combined results won't tell you exactly how your play,
' on your stage, with your cast and your equipment, and
' directed by you should be done. Even 1f you were able to
~ get the best of these experts together to advise you on your
ﬁiquo situation, it 1s the belilsf of this writer that even
then they eould not tell you "exametly how 1%'s done." Or
even the very best way to do i1t. For the directing of a
play 18 a creative act, an act involving many personalities
and intellects, all of them guided by yours, the director's.
So 1t's a highly personal problem of yours, deciding how the
play will be interpreted, who will play the parts, for what
overall effect you will all strive. But whet about these
experts and &ll their training and experience? Couldn't
they help you at all? Yes, certainly they could. They
could advise you in two ways, First, they could tell you of
all the different things that need to be done, things of
‘which you as simply an observer of rlays and movies couldn't,
up to now, have been aware. Second, they could give you
thelr opinion as to an efficient and effective way to do
these things. For this advice you would probably be most
grateful.



Unfortunately, such a gathering of experts is not
likely to materlalize for any director. Of course, if yout're
really interested in what these scholars, dirsctors, and
technicians have to say about play production in genmeral,
you have but to read their books. Here you will find a
wealth of information which willl give you valuable insight
into your problems. If you plan to do that reading before
you begin your first directing experience, go no further in
this handbook; you will eventually find in those wvolumes
what you need, and the informatlion will have come straight
from the minds and experiences of the world's richest
authorities on the subject.

What, then, 1s the raison d'etre, the justification,
in fact the need for this handbook? Its purpose is three-
fold, and its writer wishes to propound a favorite theory
in the hope that the purposes, if realized, and the theory
my prove helpful to the begimming director,

First, its purposes. By far the most important of
these 1s simply to emumerate the several different problems
of play production, to offer to the beginning director in
~one volume an organizational outline of the-various problems
of producing a play. For the new director a concise written
statement of this elementary information under one cover 1is
of'ten hard to come by, and lack of it makes his job infinitely
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more complex. He iz often left to discover the need for some
rather important provisions at the exact moment when they
are needed., For instance, few people without previous expe-
rience would be able to foresee the need for a spscial table
or out-of-the=way backstage area reserved especially to hold
actors! hand properties during final rehearsals and per-
formances, Yet without this smell bit of organizing, umneces-
sary strain 1s put on the east, crew, and director, and the
play itself is needlessly jeopardized.

By reading the list of chapter titles in the Table of
Contents the director can get an overall picture of what
these production problems are, He should realize, however,
that when & play is put into preduction, these problems are
not tackled one at 2 time in the exact order in which they
are listed here, A director famillar with the entire pro-
duction process simultaneocusly copes with many of these
problems. They have been separated into ten different
chapters here so that they can be clearly discussed. They
are presented in this particular ordsr simply because it 1is
as logical as any, not bscause the order shows a proper
sequance in which to attaeck the problems. This overlapping
of production problems has necessitated some repsetition,
many times for the purpose of clarifying theatre terminology
when it was necessary to use terms before they were fully
discussed in thelr appropriate chapters,



The second aim of the handbook is to offer--again,
under one cover--practlecal suggestions for dealing with each
of the problems. These suggestions intend to point ocut te
the beglnner some factors invelved, some &ngles to be con-
sidered, in the handling of each of the produetion problems.
- In some chapters, such es Chapter IV, ORGANIZING THE BACK-
STAGE AREA, the handbook presents a workable plan of organi-
zation which the reader may use intact, merely in part, or
not at all.

The handbook's final purpose is--once again, in one
volume~-~to provide the beginner with names and addresses of
theatrical agencles which he may need to contaet in ordering
materlel such as playbooks, make-up, costumes, paint, and
lighting equipment. References to authors who give each
area of production a much fuller discussion than is the
scope of this handbook are also included after many chapters.

4t lest, the writer wishes to offer to all inexperi-
enced directors her favorite theory regarding play direeting.
It is simply this: the director's biggest assets are
(1) his imaginstion, (2) his common sense, and (3) his
‘willingness to use and trust both. As stated previously,
play production is a creative act. The results of crea-
tivity are interesting because something unusual is brought
into being. Therefore, rules governing creative acts are

few, 1f, In fact, any. Thus any imaginative person can
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direct plays that will be interesting to an sudience., Of
course, if he is femillar with the "tools of the trade,"
his task beccmes easler and perhaps the result is a bit more
refined and eomplex, but exeiting drama 1s basically simple.
Unfamiliarity with rules of acting, prineciples of lighting,
staging, costuming, and so forth, need not hold anyone back
from his first attempt, for all of us already have in some
degree the necessary asseis--imagination and common sense.
What we need to do is have faith in these qualitiles, give
them a chance to operate, and "the show will go ont"



CHAPTER I
CHOOSING A PILAY

At Tirst glanee the new director may think that at
least this first step in directing, merely selecting & play
to produce, will present no problems. Everyone has seen or
read plays, and almost everyone has twe or thr@o favorites
that he remembers as being especlally ocutstanding., Why mnot
give one of these? '

On second thought certain d4im, helf-formed cbstacles
may rear their heads. Is this play so fondly remembered
entirely appropriate for the sudisnce before which 1t is to
be performed? Or is it suitable for the drama group which
is to furnish the actors and the ‘ltago crew? Porha;:;s it
yuuld be wise to get a copy of this play and read it again
before deecidings definitely to do it. In faect, 1t might be a
good idea to read some other plays, too, just in case this
one seems unsuitah.‘;o. So even the choosing process may
;iamn troublessome dimension.

. It 1s at this pqﬂ.nt in play production, here at this
very first step, that the first need for "thutro-thinking,"
or thoughtful planning 6 arises, This is not to say that
there are scores of rules which a director must follow in
order to come up with the right selection. The point to be
made is simply this: if a director checks a play against a



few common-sense factors before he begins rehearsals, he
mey save himself a lot of wasted time and effort later.

Following are a few factors in plsy selection and
ordering which may help in deciding upon a desirable and
suitable play.

Obtalning Reading Copies of Plays

Unless the director has his play slready selected, he
probably will want to investigate as many different scripts
a8 time and circumstance will allow, Single coples of plays
to be used for reading purposes only may be obtalned from

various sources,

Library card catalogue. If the director knows the
titles of speeifie plays he ecan, of course, look for them
in the card catalogue of a ecommunity or school library, as
well=known plays are sometimes published in single bound
volumes, Libraries of high schools and colleges that have
active dramatics departments are a good and often over-
looked source of seripts., He can also look in the card file
under the name of a playwright and find all the works of
that writer which the library houses, )

Anthologies. For general reading with no certain
play in mind, anthologies are useful, for they bring a

mumber of possibilities to hand under one cover. There are



13
various kinds: ecocllections of plays of one playwright;
collections of famous plays of the professional theatre
during designated years; collections of mystery plays, of
comedies, of tragedies, and so forth; collections of one-act
plays, A list of anthologies, their authors, end their
contents appears at the end of this chapter,

Theatre periodicals. Some theatre magazines publish
plays in each issue, Theatre Arts carries the complete
text of a recent Broadway hit every month. Alsc a monthly,

the magezine Plays conteins several one-acts.

Publishing company catalogues. A rather more expen-
sive method of browsing is to obtain coples of publishing

company catalogues, Here each play published by the company
is 1listed alphabetically be title, and a paragraph of per-
tinent informetion follows which acquaints the reader with
the play. The royalty charge, the number of men and women
in the cast, the number of sets required, and a brief
description of the plot is usually included, The dirsetor
can select several seripts that seem appropriste and attrac-
tive and order one copy of each, Besides furnishing a wide
choice at the moment, eventually this procedure builds up a

sizable library of plays for future reference.
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State university loen services. Many state universi-
ties offer a convenient plan of playbook rental, such as the
one at the University of Kansas, Called the K. U. Drama
Loan Service, it prints a catalogue listing the plays 1t
has for rent, along with a deseription of each such as a
publisherts catalogue contains, Eight plays may be borrowed
for a period of seven days at a charge of twenty-five cents
plus whatever postage is required for mailing. Write to
Extension Library
University of Kansas
Lawrence, Kansas
for a K, U, Loan Service bulletin or the Extension Service
of any other university for a pamphlet which provides com-
plete information about the service and a listing of
available plays from which to order,

The Most Important Deciding Factor

When the cholice of a play is left up to the director,
probably the most important deciding factor in making a
cholce 1s whether or not the play exeltes him when he reads
it. In the choosing process, he will probably investigate
several different scripts., He needs to consider some prac-
tical aspects of production as he contemplates them, but he
will probably eventually select the one which most stimmlates
his imagination, Perhaps 1t appeals to him because of its
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humorous situation, its witty dialogus, its cleverly designed
plot, its suspense, its skillful character portrayal, its
thought-provoking treatment of an 1dea, or a combimation of
several of these. At any rate, he ls enthusiastic about 1t,
he understands it, and he probably ocan, even after reading
it once, visualize its exelting scenes., 1In short, this is
the one he is eager to see come to life on the stage.

Practical Considerations

Are there plays that are beyond the reach of amateurs?
If the supply of money, time, equipment, people, and energy
is unlivited, probably not. But most directors weigh their
desire to produce a certain play against their situation
regarding these factors just mentioned. Let's look at a few

of the problems most directors take into consideration.

Royalty. Some plays have a royalty charge and some
are entirely royalty free. For his own protection, a direc-
tor should always check either the playbook itself or the
play catalogue put out by the publishing company for infor-
mation concerning the royalty of a particular play, for
publishers! requirements vary widely. .

One can usually expect well-known thres=-act plays
written during the last twenty years to require payment of
from twenty-five dollars to fifty dollars for performance

rightes for one evening. Less well-known three-acts are
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available for fifteen to twenty-five dollars, and older
pleys, including the elassies, may now be produced with no
charge from the publisher. Thus, lack of funds need not
prevent any group from producing a good play.

One-zcts have royalties of ten dollars, five dollars,
and nothing. Some publishers reguire purchase of a certain
number of playbooks in additlion to or instead of payment of
a royalty.

If the play 43 to be performed for more than one
night, some publishers offer a reduced rate for any per-
formance after the first, but usually some fee must be paid
for each performance of a royalty play.

Meny publishers will lower the royalty fee for amateur
groups who are operating on low budgets and who expect very
moderate profits from ticket sales. In order to get this
reduction, it is necessary to write to the publisher and
request the proper forms to fill out for applieation for
reduced royalty rates, Sometimes a fee of twenty-Tive
dollars for first performance and fifteen dollars for sub=-
sequent nights will be reduced, for instance, to fifteen

dollars for the first and ten dollars for other performances.

Chargcters. The number of characters in the play
should be noted when a director is thinking of produeing
it. Does he have enough prospective asctors to £1l1l1 all the



17
perts? Tt is also well to note the number of men and the
number of womern required, In some groups the éirector will
be faced with 2 large excess of men and a shortage of women,
or vice verse, so that he may be forced to make the ratio
of men and women in the cast his first consideration in
selecting & seript, By doubling roles-~that is, having cne
getor play two or perheps more small roles--and by cutting
other minor roles from the play, he can scmetlmes use
seripts otherwise out of reach.

Every play has its heavy rolss which demand that the
actors be onstage muech of the time and which are most instru-
mental in putting the play across, Because of the lmportance
of these parts, meny directors find it helpful to have In
mind specific people from among their group, provided they
know who their ectors will be, who could fit these roles,
Perhaps later on in asctual tryouts another actor will show
more promlse of portraying the character, but it 1is com-
forting to know that the potentlal 1s on hand. For example,
if we suppcse that a certain play's central character is an
irrescible old man, energetic, flamboyant, and dominating,
and the group from which the actors are to be selected
includes only women and a couple of boys, both of whom are
very shy and slow-moving, the diffieculty of this groupts
doing this play well becomes obvious,
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Ievel of sudience's theatrical sophistication. O©Often
when a group presents a play, its main reason for doing so

is purely selfish, The peopls in the producing group are
interested in the theatre, and they want to give a play.
However, as they make preparatlons for production, they
cammot contimue to be purely selfish, for 1f the public ia
to be invited, then Thelr tastes and the level of their
abilities to appreciate various types of plays wust be con=-
sidered.

In a small town, the director may realize from his
knowledge of people's reactions to public hesppenings from
time to time that as = play sudience, these sams people would
most aprreciate light family comedies and entertaining
mysteries., A director in a well-to=do suburban commnity
may be able to give the most sophisticated and thought-
provoking of plays with the sssurance of having them
snthusisstically received.

There 1s no need for a director to let uneducated
aundiences dictate forever the type of literature he must
use, He can, from play te play, train his patromns to
appreciate an increasing variety of literature, It is
better to do sc gradually, however, by selecting plays which
will not seem shocking to their standards or "above their
heads," but whiech each time reach a 1ittle beyond the level
of their accustomed dramatic fare,
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Spe obl « Some seripts are difficult to
produce because of such things as special skills required of
the actors and the use of live animals onstage. In many
plays actors must sing, dance, play & musical instrument, or
speak in a dialeet:. These requirements often complicate the
casting., In other plays some of the funniest or mest
impressive scenesz depend on the use of live animals. In
Bell, Book and Candle the show opens on a scene played by
the central character and a cat. Since the cat makes
another appearance later on, 1t must be kept backstage in
the meantime, Keeping animals quiet and calm so that they
will behave properly onatage is many times & real problem.

0f course, the director may be able te solve problems
of this kind by cutting or revising secenes., On the other
band, regquirements of the type just mentioned do not always
present difficulties, The point is that the direetor should
take note of them when eonsidering plays for production.

Techniesal problems. Before deciding definitely to
do any play, mcst directors study the seript from the tech-
nical engle to see 1, with their equipment, it 1s physleally
possible to produce it, Frobably the first'thing the direc-
tor considers is the number of sets (or scenery units, such
as a room in a house, a garden scene, a clearing in a
forest, and sc on) ealled for end whether or not his group
can build them.
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It should be mentioned here that many directors
operating with limited staffs, money, and equipment do not
always let a complex staging plam in a playbook deter them
if they really went to do a show, for there are ways to
simplify the settings of many plays. The following three
suggestions may bring te mind other ways to streamline
setting requirements.
(1) If the seript consists of many scenes, leave out
small ones of lesser importance that reguire a
complete set change, or combine small scenes
with larger ones and play them in the same
setting. In so doing, the dlalogue may have to
be altered somewhat,

(2) It is sometimes possible to change the lines of
dialogue slightly and eliminate the need for a
ma jor set change, For instance, in the play,
Dracula, the seript calls for three different
sets. But by changing a few lines of the second
act, 1t can be played in the seme set as Adct:. I
and Act III, Scene 1, thus eliminating the need
for one of the sets., The Act III, Scene 2 set
1s a eomparatively simple one to construect.

(3) When several settings are absolutely necessary,
the use of set pleces-~bits of scenery which
attempt only to suggest the surroundings to the
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audience, not recreate them in detall, such as a
painted tree standing here and there to suggest
a forest, & section of low briek wall to suggest
a garden, one part of a wall with a painted fire-
place to suggest a living room--instead of
complete sets are often just as effective. In
fact, many plays lend themselves well to por-
trayal on a bare stage or with nothing except a
set of draperies behind the actors and a few
properties for them to uss,

Besides the settings, the director surveys the list
of properties nqoded, the periocd of time the play 1s set in
and the type of costumes thus called for, the lighting, the
sound effects, and the make-up needs in an effort to get a
rough estimate of the entire production requirements. As he
does in planning the sets, he very often makes departures
from playbook suggestions in all these technical phases if
by so doing he can visualize the productlon of the play by
his group. But if the problems, even with alterations, are
too complex, he may decide against doing the play for this

reason. )

Ordering the Scripts

No matter where the director has found reading coples

of plays, when he finally chooses one and 1s ready to order
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copies of the seript for production, he must deal with a
publishing company which handles the play. Usually the name
of the publishing company appears on the playbook cover or
on the title page of a play whieh 1s in an anthology.

Orders can be made by letter stating the title,
author, number of characters, and number of coples desired,
but a better methed is to write the publisher for a company
catelogue and use the order blank which is usually found
loose inslde the eatalogue., Not only is the order blank
more convenient, but the director alsoc needs to read the
special requirements the company demands of anyone wishing to
produce one of its plays. These requirements appear in the
front or the rear sections of the catalogue; they concern
ordering, permission to produce the play, payment of royalty
fees, program acknowledgments, malling specifiecations, and seo
forth, Comranies vary in their rules eoncerning these pro-
cedures, and for his own protection the director should read
them and follow them carefully, Some companies, for example,
require that the royalty be pald in advance of the opening
of the play, but this stlll does not constitute permission
to produce it. Such permlssion is given only after receipt
of a play program, to be received at least five days before
opening date and containing the name of the playwright and
the publishing company.
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At the end of this chapter a list of publishing com-
panies is provided. The new director may want to order
catalogues from several companies--they are sent free of

charge--to keep for future reference.

ANTHOLCGIES

Following are lists of anthologles of well-known one-
get and three-act plays for library reference., The contents
of the first twc collections of each type are listed to give
the director an 1dea of what to expect from anthologles,
There are, of course, many other good collections of plays.
Those below have been selected because they will furnish the
new director with a varied background of play reading.

One-Act FPlays

Cerf, Bennett, and Van H. Cartmell, Thirty Famous One-Act

Plays

Beach, The Clod Houghton, Dear Departed
Brooke, Lithuanis Jacobs, The Monkey's F
Barrie The TweLly The Twelve-Pound Kaurmn C M 2

A3 Home Do

Qu'EE"ro g_ug_nx Morning Langner, Anot hor Way Out
Chekov, 'i‘he oor Haeterlinek Miracle of
Ooward Fumed 9_? St; Anthonx

Dummy A Night at the Inn Millay, Aria da Ca
Goratenfwrg, &or;onu Hoellor Helena's Husband

Gregory, Ris he Moon Odets, Wait for Left

Galsworthy ttle Men O'Neill] In t%o Zone

Glaspell, ﬁgresso& Saroyan Hello Out There
Deliro! Schnitzlor Green Cockatoo

Goodman, Game of Chess Shaw, B the a

Hall, Tﬁo !asﬁ Smo Efdora to tEe Sea
France, Man Who Married a Strong, Drums of Oude
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CHAPTER II
THE DIRECTOR'S REHEARSAL PREPARATIONS

Any efficient workman--be he carpenter, auto mechanie,
painter, or what have you--assembles the equipment necessary
to his task before he plunges into action on the job itself.
If he didn't, he might eventually get it done anyway, but it
would entall a lot more work and, therefore, a waste of
effort, time, and money.

This philosophy eertainly applies to the play director,
and the results of poor preparation, or lack of it at all,
are even more serious because ths efforts of the entire drama
group a&re disslipated as well as those of the director alome.
In order to make use of precious rehearsal hours and to
avoid the Trustrating experience of having several people
trying to get things done on the spot, some careful planning
by the director 1s necessary before he calls the actoras
together for even the first rehearsal,

Some practical suggestions follow whieh, if acted
upon, may free the director and the actors to rehearse

during rehearsels,
Studying the Seript to Understand the Theme

A most important funetion of the direector is to
interpret the play. A play is more than a series of
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conversations and adventures which are enascted on a stage.
Behind every seript is a dominating thought, or opinion,
perhaps a moral question, or maybe simply an amused comment
on human behavior--but the playwright has something to say,
and he uses the lines of his characters and the episodes of
the plot te illustrate this "sometaing," whatever it is.
Thus, before the director ean plan any of his technieal
~effects or guide the actors through reheersals, he must
study the seript and interpret the amuthor's theme, Then
each technical effect can be designed to forward this idea,
and in rehearsals characterizations can be developed and
scenes plenned so that the theme is clearly and effectively
dramatized.

Preparing the Prompt Book and Instructing
the Stage Manager

If the prompt book were to be used only to prompt
actors when they forget lines, the playbook in its original
form as it comes from the publisher would suffice. A4 far
more useful prompt book is the one which carries a dstailed
account of the movement of each actor, the placement of the
stage properties, a sketech of each of the settings, when
technical cues are coming up-~in fact, everything that will
happen as it 1s planned to happen by the dirsctor.
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The director's instruections may closely follow those
already printed in the playbook, but very rarely does a

director follow book directions to the letter., XNearly all
of them find 1t advisable to ocmit some of the printed
directing suggestions, change others slightly, and add still
others of their own devising., All such variations from the
seript should be plainly peneilled in the margin, The small
margins in playbooks are not wide enough to accommodate
thorough notations--thus the need for a specially prepared
prompt book,

The backstage worker usually put in charge of the
prompt book is the stage manager, By carefully following
the book throughout all rehearssls and performances, he can
do much toward keeping the show going smoothly, enabling the
director to aveid the task of prompting actors and technie-
elans and handling minor backstage problems, and allowlng
him to concentrate on the acting end the effectiveness of the
total produetion as 1t progresses,

Since the stage manager does have a clear picture of

the entire proceedings onstage and backstage, most directors
make this person responsible for coordinating the production
during both rehearsals and performances with authority for
making deelsions and giving orders second only to his, the
director's., The coordinating aspect of the stage manager's
Job will be explained at length in Chapter IV; of immediate
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goncern during the directort!s rehearsal preparations are the
stage manager's preparation of the prompt book and his
instruetion in the use of it during rehearsals, As he will
be the one to use it, he will be able to read it better if
he, rather than the director, prepasres it and records the
pertinent information, Thus he needs careful instruction
in what to do and how to do it Trom the director before
rehearsals begin if he 1s to be of most value te the direc-

tor,

Preparing the prompt book. One tried and proven way
of making a prompt beok with plenty of margin space &nd

extra pages 1s to cut the pages out of the playbook and
paste or tape them onto the loose-leaf pages of a notebook,
preferably the 83" by 11" size or larger, In order to make
& prompt book from just one playbook, rectangles just the
size of the printed part of the playbook page ecan be cut in
the notebook pages, making a window in them so that when the
playbook pages are pasted onto one side of the nmotebook
pages, both sides of the playbook pages can be read. If
every page of the playbook 1s to be pasted against a whole
sheet of notebook paper, two playbooks willibo needed.
Plenty of extra blank notebook pages should be allowed for
set diagrams, light plots, stage prop plots, notes, and so
forth.
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Stage menager's rehesrsal duties concerning the prompt
book. His duty of first importance is tc follow the play-
book cconstantly while rehearsal is actually in progress. In
so doing, he is always instantly eble to give actors lines,
to correct theilr errors in blocking (or movement on the
- stage), and to tell the direetor where they were in the
scene after he has stopped the action for a moment for con-
ference and wishes to resume it agaln, An alert, dependable
stage manager can save hours of time and endless nervous
strain for the direetor and the entire company.

During the blocking rehearsels when ths actors are
learning when and where to move, stand, and sit, the stage
manager must not only follow the boock every moment, he must
also write in 211l the stage movement of each actor as soon
28 the director has decided upon it., Bloecking rehearsals
usually move slowly, since each actor needs to make notes of
his own movement in his playbook, so the stage manager
usually has plenty of time., It is most important that he
record each actor's every move (every crossover, rise, and
sit, not every single gesture or shifting half-stsp) and on
or after what 1ine 1t occurs, so that when the actor is
rehearsing without his book, he can be prompted in his move-
ment as well as his lines. The stage manager should also be
very careful to cross out lines and single words of the

seript that the director decides not to use and tc write in
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eny lines the director decides to add, so that the prompt
book ecarries the actual dialogue that 1s to be used. If eny
special business (aection by the aectors which they or the
director invent that may accompany lines or may be done
during a break in the dialogue) is devised which the diﬁoc-
tor decides to keep in the performance, a note of it should
go into the book, Also, the 1ltalicized or bracketed instrue-
tions in the playbock should be underlined if they are to be
used or marked out if discarded.

Sometimes for a heightened effect, the director will
instruct an aetor tc pause dellberstely in the course of
delivering a long line before he resumes speakinz, before
he makes a stage cross, or bsfore he picks up a cue (says
his line which immediately follows the last speaker)., Such
a pause is unusual; ordirarily the lines and movements should
follow each other smcothly and quiekly. This planned pause
is called a "legitimate" pause and should be marked in the
book with a couple cof parallel vertieal lines,

Electricians, sound effects men, and other techniclans
ordinarily follow thelr own personal cue sheets on which
they have written a line or twc or the stage movement which
immediately precedes their own action, sc that they will be
sure to make their moves at exaetly the right moment.
Occaslonally, however, a techniclan 1s located where he

eamnot see the setlon or hear the linss clearly and must sct
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- when some other person standing where he can see and hear
and be seen by the technicilan gives a hand signsl. Perhaps
this other person is ancther techniclan, an setor walting in
the wings, or the stage manager; regardless, a note of this
cue should be made in the prompt book sc that it is certain
- to become part of rehearsel routine, The stage manager
should alsc mark warnings for technical cues a few lines in
advance of the lins on whieh they sre to be executed.

Throughout the above paragrephs the point has been
made repeatedly that one of the stage managert's main fune=-
tions is to cue actors (prompt them when they forget lines
or movement), This is a seemingly simple task. However,
the experlenced director knows that a stage manager mast be
trained to cue so that he is a help and not a hindrance.

The director's preference is the only rule as to how and when
cues should be given. Many directors instruect their stage
managers in the following mamner: in blocking rehearsals

or whenaver the actors are using their books, give cues only
when an actor momentarily loses his place or makes a wrong
move; in rehearsals without books, give the cue immediately
whenever needed,

As 1s perhaps obvious by now, a caresfully written
prompt book will enable the stage manager to help the actors
and the techniclans be consistent in rehearsals, Thus they
wlll, after the trials and changes of the ezrly rehearsals,
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be practicing somewhat the same version of the play time
after time,

Preliminary Technical Planning

Many directors would probably advise a great deal of
preliminary technical planning, In faet, some prefer to have
the set, lights, costumes, make-up, props, sound effects--
in other words, the complete show down on paper befere one
rehearsal is called. In this section of the handbock, the
aim is to suggest thet previous planning which needs to be
done in order that eseters cen have the information necessary

to make the best use of rehearsal time,

FPlanninx the set. The director may or mey not see
fit to have Tthe set planned in complete detail before he

begins rehearsals, The main reason for any previous planning
is o enable actors %o begin to think in terms of the sur-
roundings of the sets in whiech they will be acting, to know
where the entrances end exits of the set will be, and to be
aware of what imaginary offstage room or area the exits give
access, With this information they can more easily imagine
the influence of their surroundings, learn iines, and remem-
ber thelr movements. Another sdvantege of this planning is
that more time 1s available to the construection erew, and

if more than one set is inveolved, the time will be needed.
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The more carefully the set is planned in advance, the
fewer changes in design are likely to be necessary later,
and less confusion is likely for actors, confusion caused by
having to adjust their movements to a change in the length
of a wall, the loeation of a doorway, fireplace, window, or
the 1ike., Because of this faetor, many experienced directors
| plan the set completely before rehearsing begins,

To test the results of their plans, many such diree-
tors bulld a scale model of the set out of stiff paper or
eardboard, pqtting in all the exits, windows, irregular
angles, walls, and even coloring the model the coclors planned
for the actual set. Such a model allows the director to
see what effect the imagined set will have when it is built.
Undesirable effects can, at this stage, be very cheaply cor=-
rected.

There are other adventages tec be had frem bullding a
model: many constructlion problems willl come to light from
the making of this paper miniature, problems which ean then
be adequately prepared for or avelded; and the model makes
it »mueh easler for the director to plan the actors! block-
ing.

A seale drawing of the set 43 another plamning deviece.
If the set is to be bullt completely from scratch or even
partlally (that is, if flats, or pleces of scenery, are to
be bullt) a carsful seale drawing of the desired size of
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ech plece is certainly advisable. If the plarning of the

get involves merely selecting flats already on hand, a
detailed drawing perhaps need not be gquite so thorough.
Even in the latter case, however, the director will save
himself possible trouble later if he takes the time to be
sccurate in planning what pleces will fit into the set.

A copy of the set diagrem put into the prompt book

' mekes a valuable reference for actors during rehearsals and

for the stago manager to use in marking off rehearsal space.

8 stase «» Actors need to know what stage
props (chairs, tables, lamps, beunches, or other set furnish-
ings) will be used in the set, exactly where they will be,
and in some cases vhat type of objiects will be used. For
example, if en ector is to play or sit at a piano, he will
need to kmow whether to rehearse his movements with the
gtraight chair he'll probably be using in rehearsals as 1f
it is a rigld rectangular piano bench or a round spim-top
stool., A floor plen of the set with the stage props
sketched in should be ineluded in the prompt book, Meost
playbooks provide such a sSketeh in the back or frcnt pages

which the director may use &s is or with minor changes,

Planning the light sourees. Other helpful advance
information for the actor is to know what time of day each

scene ls suppossdly teking place, In daytime scenes, he
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mey be eble to add realistic touches to his performance if
‘he knows which window or door the sun is shining threugh.
During night scenes, it mey be important to his actlon to
know where the lighted lamps will be. Some directors 1like
to plan the complete lighting plot in advance, but at least
a Simple cutline should be put into the prompt bock previ-

ous teo rehearsals.

Deciding what sound effecta %o use, The directer
should check through the seript and decide what sound effects

he will use, Often eactors will need to know ebout them in
order to allow time for them or to practlee reacting to
them,

Bloeking the Action

Although the first rough blocking 1z done before the
director ever meets his cast in a rshesrsal, this is the
first phase of the aetual direeting process, Perhaps to
the new director 1t seems like a hopelessly complicated
business; it truly c¢an be that! But lack of planned block=-
ing can lead to even more hepeless confusion at rehearsals
unless someone has some ildea of what cveryb;dy on the stage
should do with themselves. It doesn't take a Samel Goldwyn
te perceive that that someone had, for the good of the play,

better be the director rather then an aggressive actor,
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Perhaps a definition of blocking would be in order
here, as it is sometimes confused with gesturing. Blocking
is gemerally understood to include stage crosses (that is,

. movement of an actor from one spot to another), rising from
a chair, end sitting down., Gesturing with the hand, leaning
towerd another actor, even taking a step toward another actor
in the act of speaking to him--these motlons are not usually
thought of as bloeking whieh & directer plans in advance,

He concentrates on the more gross pesitions and movements

~ which, in amgregate, make up the constantly changlng stage
picture.

Probably there are as many metheds of planning block-
ing as there are dirsctors, for the best method is the cne
which emables the individusl to visualize the plsy I1n actlon
and to keep track of the positions of all onsatage actors all
the time, One theme upon which there sre undoubtedly count-
less variations is the method of drawing a fleor plan of
the set and using a different chess man teo represent each
actor., Then as the actors are placed in poaiticn after
position, the director writes their moves into the prompt
book. If a seale model of the set has been made, the chess
men, or whatever objects are being used, can be maneuvered
within ic.

Most of the moves e¢an be indicated in the prompt book
beside the line on which the move 1s to be made by a bﬂ.ef
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‘note such as: "X to sofa," meaning "Cross to sofa," or "X U

of lamp table to IC," meaning "Cross upstage of lamp table
to left center stage." If each actor's moves are recorded
in this way, the traffic on stage will take care of itself
in orderly fashion., However, sometimes the director may

- want to draw in the margin a quick sketch showing the posi-
tion of the actors after a scene with an unusuelly large
number of actors and meny moves.

The more actors there are onstage, the greater is the
blocking problem, for of course the moves end rises end
sittings of twenty people are harder to keer track of than
the activities of two. Fortunately, even in plays with
large casts the scenes Involving many characters st once are
in the minority.

A few commonly used blocking terms and their symbols
which may ald the new direetor in writing his plarned moves
into the prompt book fellow at the end of this chapter.
Actors should be Ilnstrueted in the use of these terms and
symbols during bloeking rehearsals so that they can guiekly
write theilr blocking into their serints,

Playbooks do provide blocking instruetions for the
set suggested by the playwright and with the stage props
arranged by him, If the dirsctor wishes, he can use this
blocking eltogether. Then his advance planning is merely a
study of the seript directicns in order te have s msntal
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pilcture of the movement and to make whatever minor changes may

be desired.
Planning a Rehearsal Area

For many drama groups, locating rehearsal space 1s
something of a prcblem. School suditoriums and elvie audi-
toriums equipped with full-size stages are apt to be tightly
scheduled. Until the last few rehearsals, a stage is not
absolutely necessary. Any floor space large enough to repre-
sent the floor plan of the set and private enough for concen-
tration makes a good rehearsal area.

As soon as such a space 1s located, the director or
the stage manager should get proper authorization for the use
of it for whatever times rehearsals have been planned.

Before each rehearsal, the outline of the set's floor
plan should be marked on the floor with tape or chalk, BEach
exit should be indicated by a couple of marks the exact width
of the set exit. These marks wlll enable the actors to keep
their movements gauged uniformly from rehearsal to rehearsal.
Alsc, the stage manager or prop manager should arrange
steand-in stage props in the set srea--stralght chalrs usually
can be made to represent living room chalrs, sofas, tables,
and the llke,

Besides the points just discussed in this chapter, a
director's preliminary planning alsc includea the preparation
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of a rehearsal schedule and the casting of the characters.
Because these two steps are sizable and vital tasks in them-
isolves , each of them 1s treated at length in a succeeding
;lhapter.

With these preparations completed, rehearsals ean go
forward with a minimum of confusion, interruption, and

delay.




BLOCKING TERMS

- upstage., Upstage means away from the footlights,
D «-- downstage. Downstage means toward the footlights.

I. -== loft stage. In stage terminology, left 1s the actor's
left as he faces the audience,

R === right stage. As above, right means the actor's right
a8 he faces the audlm.

¢ -== conter stage.
X === oross, To eross means to go from one place to another,

Chart of Stage Positions

[l N
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Curt+orn Line

Foot Tigqh*?®

Blocking rehearsals go much more smoothly if the
director end the actors are familiar with the stage positioms
and their sbbrevistions, For example, if the director wants
an aetor to go to a certain plase along the beok wall, he

ean be fairly speeific about where thils place 1s by telling
the actor to eross to "up right center" stage, or perhaps

"up left,” as the case may be, IHowever, 1t should be kept in
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‘mind that these positions designate a general area, not a
certain point on the stage floor,

The terms up, down, left, and right are alsc useful
when directing an actor where to cross in relation to some
other perscon or object onstage. To eross "up" of a chair
~ which 1s facing the audience means to go behind it. Or a
director may want an actor to sit on the "down right" arm of
a sofa, Use of these stege position terms saves time and

confusion in giving such directions.




\
p— )

% #('- "'"

il

it [V %QK/-\?/“

during blocking

bah L—

Sample Page of Prompt Book

ACTII FAMILY PORTRAIT -

Heezisan. (With a shrug) We're just being
neighborly.

DanNiEL. (‘DANIEL comes_out_of house—stops
short. Half closes doer) Oh, I didn't know you were
“here—

ANNA. (Embarrassed) Is anyone home?

Daxier. Mother and Aunt Reba have gone to the

country, but Grandmother’s home. Shall T call her?
Herzisag. (Crosses L. to_pat DANIEL'S hair—he

ulls away) Yes. We'd like to see her. (DaNIEL exils
l’_T_,___)'J ke EXICS
it house—closes door. To ANNA, crosses down 3« £

I{’i? lower voice) Anvone seen Mary since Sun-
ay’? (Dormavent-offuyiree
JANNA. (Shakes head “no”) 1 think she took it
pretty hard. She’d bought a new shawl. I talked to
her the day he was coming home—and my, was she
excited !

HepzieaH. I know. I loaned her my dishes.

ANNa. Your best dishes?

Hepzisam. Not my best—but better than Mary
has. The fuss that went on here in this house—you'd
think no other mother in N agaql:cth ever had a son!

(Mary co out of house, closes door, ying
ﬁﬁ#&égw& ie s pale and making an
“efforriobetomposed, and braces herself for the
taunis she knows are coming. ANNA nudges
HepziBar, who does #not turn until MARY
T £y E———
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