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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



10
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
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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
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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
Jre] ¢ N\ L\
R;:AI[DRﬁRC/ DC .\DLCKDL

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.
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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———

gl

Mary. (Reof-dlepprmrs-ongdadaiia| hears end of
- speech ) I'm sorry I'm so late returning your dishes
—I méant to do it before—

= HepPzisan. (Takes dishes) It's natural you should

forget—with all your other troubles—I mean—so
much to do, straightening things after—

Mary. Yes—I've been quite busy—getting the
house tidied up—I sent the girls away for a little

rehsarsals,

—

A
s,
|
/

|

45

Note: This page and its reverse side are replicas of pages
77 and 78 of the vrompt book used by Dr, Karl C, Bruder of Kansas
State Teachers College, Bmporla, Kansas, in the production of
Family Portrait given February 11 through 1L, 1959.
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Marginal notes in red were made prior to rehearsals by the
director. Black vencil markings were done by the stage manager
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73 FAMILY PORTRAIT ACT I

rest—they’ve taken Esther with them. And then
Judah came home late last night—

Hepziear, (Surprised, looks at AnNa) I thought
he was staying away ancther month? ‘o

Magry. No, he left his job and hurried home hop-
ing to see his— (Breaks off.)

ANNA. (Covering her slip—below HEpzisam ) —to
see Miriam ? I suppose they'll be getting married be-
fore long—

Mary. Yes. It's all settled—I'm working on his
things now. Loimd " — el -

(DANIEL enters from house with boat—crosses to
ZaCroveI—— TR i O
ANNA. (With relief in her voice) Oh, well—with
a good match like that, people are bound to look up
to you again— (Breaks off, embarrassed}] Oh—
e ) T'm sorry, Mary. I di
mean to say that. Jesus might do better another time,
We all have our off days. Ezra, the singer, tells me
that sometimes he can't get a full note.
/YHEPZI‘BAH‘ But he doesn’t blame it on other peo-
ple’s lack of hearing! I don’t like to hurt your feel-
ings, Mary—but I'm not one to hold back anything.
And I must say you always spoiled him. Made him
think he was something special—
AxNA. It's not easy to bring up a lot of boys with-
out a man in the family. (To Mary—not wnkindly)
You know, Mary—Jesus really ought to have known

better than to come back here where everyone knows _
him. (JosepH enters stairs L. stands on ’andmg U~
til he speaks. Mn

) s ) When
a man’s hammered on your cupboard doors and

mended your roofs, you're not going to believe he's
turned into a prophet over night.

= X G Mary

I ———He Pz:‘ta L
ANwA .Mmya\

P &'f’DO/) c/:;né.? G
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CHAPTER III
CASTING THE PIAY

At this stage of play production, the new director may

feel keenly his lack of experience in dealing with the total:

process of directinz, for he must now, without ever having

, had the experience of helping actors to achleve stage char-
acterizations, judge them for their ability to do this. He
must also predict their abllity to further develop their
present capabllities without having seen many or perhaps any
of the actors perform on a stage.

The new director can perhaps tak%e heart from the fact
that an old hand at caesting and directing is just sbout as
mich at sea as the rankest beginner when he deals with actors
who are stirangers to him, and most school and community
directors face unfamiliesr actors at each new produetion.

The problem still 1s to judge people's abilities to make

all the complex adjustments and adaptations of their own
characteristics that we call seting, and in appraising these
unknown personalities, the veteran director, as well as the
fledgling, must use a certain amount of guesswork. Of
course, having seen in the past what others have been able

to do from their early indications in trycuts, his "guessing"
i3 likely to be somewhat more accurate than it was his first
time at casting, but it is far from aclentific certalnty
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that thQ human beings he places in certain roles willl behave
and develop.precisely as he would wish,

To return to the new director as he faces his first
casting experlence, he 1s dealing with a task that requires
8ll the understanding of human nature and the perception of
individuals' abilitlies that he ean bring into play, a cre-
ative prccess 1n whieh experience along these lines would
give him more confidence and a certain emount of skill, but
in whieh he will always rely heavily on his sensitivity and
common sense,

The beginner may Iind 1t helpful to examine some factors
that many directors conalder lmportant when cesting. It
should be stated here that the points whieh follow are not
the only ones which bear on the matter; they may not be even

the most vital in the opinion of some directors. They are

offered to point out some of the fundamental aspects of
easting that apply to nearly every casting situation but
which the beginner might not be able to foresee.

These casting criteria are dezlt with below in two
sections: (1) Choosing the Individual Actor for a Role,
and (2) Maintaining Signifieant Relationships Among the Cast.
These two heedings =zlone bring an important point into sharp
focus, the fact that an sctor must be evaluated not only for
his sultability for & specific role, but also for his rela-
tionship to the rest of the ecast of actors,
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Choosing the Individual Actor for a Role

Probably the term "type easting" is a2 familiar phrase
to everyone. As has been stated before, this handbook does
not presume to promote theories or methods of easting,
directing or stagecraft but merely to offer suggestions
based on practical experience for one way of dealing with

“ these problems, This "one way" may or may not be a mani-
featation of one or another of the traditional prineiples of
dramas i1t is offered simply as workable, useful suggestion.
At this point, nonetheless, a brilef survey of two
oprosing theories of casting is in order, but not for the
purpose of championing elther; rather, 1t 1s offered because
the new director may find valuable ideas in both theories
as he approaches the casting process, Indeed, although
these two theories are many times presented as being poles
apart in their ideas and directors asre sometlmes sald to
operate strictly according to one or the other, it is
probably just a8 often true that directors draw upon both
ideas as the situatlion demands and blend these two so-ecalled
oprosing theories intec their own quite workable philloscophy.
Of the two theorles in question, on1§ one 1ls ecalled
by a generally familler term, That one 1s type casting,
It is generally understood to mesn that when a director

selects an actor to play & rcle, he chooses some person who
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naturally is like the chesraeter in the play. If, for exam-
ple, he is casting the part of e gay, giggly, flighty teen-
age zirl character, he would choose the zirl among his
actors whose_personality and characteristics are most
nearly like those of the play character, If he's casting
the part of a treacherous, cruel villain, he choosSes the

,man who can at tryouts most easily and readily suggest these
characteristics "cold," that is, without study or experi-
mentation. In other words, for the portrayal of a given
type of character, he chooses either an actor with a similar
type of personelity and characteristics or a person who can
already easily assume them,

The other theory will be referred to here as the
developmental theory of casting, whereby a director assigns
2 part not because the actor already exhibits the charac-
teristics called for by the role, but because the actor
demonstrates sufficlient sensitivity, flexibility, and
general scting abllity that the director feels that this
actor can, during the rehearsal period, develop the char-
acteristics of the role and, in the end, portray it
convineingly.

In examining the merits of each of these theories, it
1s falrly easy to understand the advantages of type casting,
as seen by the proponents of this theory, which apply to
both the director and the actor. The actor's task, they
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maintain, of bringing to 1life a character in a playbook is
greatly simpliried if the play character is designed to
speak and act much in the manner that is natural already to
the actor. Thus, the director's task of coaching the actor
in his rehearsals is likewise apt to be greatly simplified.
As = consequence, more time ean be sprent on polishing both
» the actor's individual performance and the show as a whole,
Froponents of the developmental theory, on the other
hend, would point ocut its several distinective merits. For
one thing, directors of educetlonal theatres, such as those
of high schools, eclleges, and professionsl training insti-
tutions, feel that a person grows as an actor only when he
is challenged to portray a varilety of roles; therefore where
the emphasis of the theatre program is on the education and
the training of the actors, many directors lean heavily on
the developmental casting prineiple.

Other directors favor this procedure because they feel
that an actor is truly creative cnly when he 1s building
mannerisms and expressive gualities unlike his natural ones,
that when &n actor is type cast, his performance demands only
the mechanical tasks of learning lines and memorizing when
to do what he already neturaelly does ss far as movement is
concerned,

8t111 other directors contend that developmental
casting, not type casting, is the kind that makes the actor's
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job easier. They feel that, at least for the amateur, it is
very diffiecult to portray with conviction, freshness, and
vitality a character very like the actor's owm, thet it is
mich easier for the amateur to bring enthusiasm end inter-
esting emotional qualities tc bear on a role whieh requires
and enables him to give leash to his imagination.

From this sketehy perusal of two popular and differing
beliefs, perhaps the beginning director will gain some insight
intec his own feelings as to what are the Important aspects
of easting., He may find, as many directors do, that some
situations eall for one kind of casting; cther situations
are best met by casting the other way.

At any rate, whatever a director's theory, when he
is considering an actor for a role, there are specifilc
eriteria by which he jJudges the actor's fitness, Following
are some points whiech ars representative of many directorsa!
thinking at thils point.

Essential eriteria for casting the individual gpctor,

The primary quality the director loocks for is the general
gbility of the actor to portray the character convineingly,
Can he, the zetor, project the speecial traiés of this char-
acter so that the character will seem to be a real person

on the stage, so that the audience wlll understand what kind
of person the character 1s meant to be and will feel about
him as the author, the director, and the actor intend?
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A second importsnt gquality the director seeks is
appropriate physilcal appearance for the role. Is the actor's
heicht, weight, volice, and coloring such that he will be
able, perhaps with the aid of make-up and costuming, to

surgest the role visually and sudibly?

Some practical considerations, If an actor possesses

both the essential qualities mentioned ebove, 1t might seem
that without further investigatlon the director can safely,
indeed jubllaently, cast the role (many times no actor
answers both these qualifications for a role adequately,

and the director must alter or reinterpret the role to fit
his avellable actors). Experienced directors know, however,
that sometimes an actor fails tc contribute what he might
to & role and to the quality of the play itself because of

factors quite apart from his talent and his appearance. The
veteran director further considers the actor in light of

his probable abllity to be a positive rether than a negative
contribution to the rehearsal situstion.

For one thing, wlll he be able to attend the required
rehearsals? This seems an elementary pocint, but the need
for one hundred percent punctual attendance from cast mem-
bers becomes quite evident and indeed of primary importance
the moment it is lacking. The absence of even one actor
with a relatively small role can waste the time, energy, and

enthusisasm of everyone else,
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Secondly, will the aetor be abls to respond to diree-
tion? That is, can he take suggestions on the interpreta-
tlon of lines, movement, end so forth, and incorporate them
into his portrayal? Many persons, although they understand
what the director mesns, cannot command their voeal inflec-
tion, volume, or quality or their movements well enough to
w}rlnslate this understanding into a modification of their
actions, Other persons are very reluctant to accept anyone's

ideas about effectiveness or interpretation other then their

own. Both of these kinds of persons can delay rehearsals

and seriously impair the progress of the play.

It should be known especially of actors considered
for leading parts whether they are capable of handling heavy
roles, Can they memorize well enough to learn the many
lines? Do they have the energy and the dirve to see them
through long, perhaps stremuous rehearsals and exhausting
performances? Some roles require actors to be onstage most
of the time; these roles require & grest deal of econcentra-
tion and stamina from acters, pasrticularly during the
starting, stopping, and repeating of rehearsals.

Finally, the sctor needs to be able to- work harmoni-
ouzly with the rest of the group--the director, the other
actors, and the backstage orews. Two kinds of behavior could
be harmful here: spiteful, petty actions and remarks which
disrupt the harmony and discipline necessary to play
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production; and the extreme shymess of m adolescent, other-
wise apparently "right" for the role, who cannot yet bring
himself (or, just as likely, herself) to be expressive and
effective when the eyes of his peers are upon him., Perhaps
a job on a backstage crew during the run of one play would

enable such an adolescent to become more at home with stage

»proceedings and make it easier for him to assume an acting

role later,
Maintaining Significant Relationships Among the Cast

Another Important aspect of casting is attaining
ecertain relationships among the actors chosen for the roles,
Since few plays are written so that characters may appear
on the stage alone, perform, and exit one by one, each actor
must display qualities and characteristics in keeping with
whatever relationshnip his may have teo the other ceharacters.

For example, if an actor is to portray a handsome
young man of twenty in love with a pretty young girl of
seventeen and the pailr supposedly represent the Ameriean
ideal of youth and beauty Jjust meant for each other, then
the young man should have, in the first place, those per-
sonal qualities whiech enable him to portray a handsome young
man of twenty. But 1t is also necessary that these quali-
ties remain obvious when he appears on the stage with the

gctress playing the pretty young girl and with the other men



56
in the cast. If the handsome young man proves to be several
inches shorter than the girl, an undesirable effect may
result when they stand together. Again, if the handsome
young men is fairly ettractive but his average good looks
become completely overshadowed by the extraordinary, strik-

ing appearance of a minor character, let's say a very

, handsome best friend, the audience?s sympathies may be
diverted from the leading man, and the impressions the
director had planned may go awry. Thus, maintalining appro-
priate physical relationships ean be an important casting
consideration,

Another such relative factor may be age. An actress
playing an old woman should show promise of appearing to be
mich older than the sctress portraying a teen-eger.

Members of special groups should have common gquali-
ties or at least should not appear to be drastically unlike
each other, All the members of a famous basketball team,

. for instance, should look as if they could be basketball
players, Here an extremely short, heavy-set man would seem
out of place,

Special characters may need to be in strong contrast
to the rest of the cast. Perhaps make-up and costuming can
achleve the necessary effect, but many times the actor him-
self rust be able to provide the peeuliar guality of volce,

movement, energy, or personality. An actor cast as the
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hunchback in The Hunchback of Notre Dame rust be able to
develop personal traits which make him seem grotesque as
well as devise a make-up and a costume which make him look

hideous.
Types of Tryouts

Directors use a variety of systems of trying out
actors for roles, Below are three commonly used methods
which the new director may find useful as such or in combina-

tion.

Auditions. This procedure is partieularly wvalusble
when the director is entirely unfamiliar with large numbers
of actors. It is also useful in giving famililar actors an
opportunity to display their abilities 4in playing types of
roles other than those they have handled in the past,.

The zuditicn mey consist of 2 scene taken from the
fortheoming play, or it may be a seene taken from any other
play of the actor's choosing. Usually the director specl-
fies the number of actors to work together in presenting
the audition, the time limit, the properties restrictions,
and the method of introdueing the seene to fﬁo audience.
Then the actors themselves choose a scene, btake parts,
memorize thelr lines, and present it on the stage before

the director and perhaps the other actors, Thua the
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director gets a realistic sampling of each actor's stage
sppearance, voice, mcvement, gestures, interpretative
ability, and the way he reacts to other actors. If the
audition scenes have been taken from plays other than the
one %o be cast soon, the director may want to follow up the
gsudition by a reading tryout of parts in the forthecoming
rlay, calling to this tryout only those actors who seem to

be possibilities for the roles in the play.

General reading tryouts. Before the tryout session
is held, the director makes avallable to the actors coples

of the play to be cast so that they can become familisr with
the story and the various characters, Also previous to try=-
outs he chooses several scenes for reading, scenes which
somewhere include good dlalogue for all the major charae-
ters,

During the reading tryout, actors volunteer or are
chosen by the director to take parts and read the scenes
aloud. The dirsctor may also want the actors to act out the
scene a3 best they can as they read the lines.

It may be possible to cast the play from one reading
tryout, or the director may take notes on all actors whom he
feels could play each role, then call just those actors back
for a second and perhaps a third reading before he decides
on a final cast.
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Limited reading tryouts. For onme reason or another,
the director may be able to cast most of the characters
merely by mentally considering his actors! abllitles. The
ecast of characters may be very small, or the director may
have actors who obviously {1t nearly all the roles. Another

eondition directors sometimes face is one wherein there are

o barely enough actors to fill all the parts, so casting
becomes a matter of juggling people and parts to find the
most suiltable combination.

In any case, even though there 1s little change
possible, it is usually advisable to held a reading tryout
to test the casting done on paper., Instead of summoning
2ll the potential actors, he ecan eall only those he is
seriocusly considering for a role. Ferhaps in the reading
process, an actor willl show more or less aptitude for a
role than the director had been able to imagine. Also,
seeing and hearing the actors together may bring to light
flaws in physieal, age, group, cr character relatlionships
of tentatively cast actors,

Until a director has had experience in judging actors,
at least one reading tryout is advisable to test or perhaps
only to confirm the cholces before the final cast 1is

annocunced,




Dean

Dolman, Jo Jr,

Harpers Bro

BIBLIOGRAPHY

A
&hori, E

£

Alexander, gggggiggﬁnls of Plnﬁ Diro;t;gg.
fiinehart and o., oy 1940, P s PDe
&

60

How York:

335-340.

. HNew Yorlks

Ps A, PP 11!»9"1&5--



CHAPTER IV
ORGARIZING THE BACKSTAGE STAFP

Important as actors are to the performance of a play,
they could not get the job done slone. What goes on back-
stage is just as essential to play production as what the
audience sees and hears onstage.

The cast of any play endeavors to create an illusion,
to cateh up the audlence in the spell of the story it has
to unfold. As long a2 what the audience sees and hears is
consistent with the imaginary world being created rér then
from the moment the eurtain rises, this spell will hold their
attention, make them forget that they are wateching an arti-
ficial situastion., Bubt let one setor strike an inconsistent
note, and the spell is broken, at least momentarily. Like-
wise, let a light go on at an unexplainable time, & sound
break into the scene at a wrong moment, a stage hand in work
elothes wander into view past a set window, and & drama oan
be turned into low comedy in & twinkling, a comedy into
unintended faree, and a farece into a flaseo.

Probably the newcomer to directing is-inclined to
underestimate the need for careful backstage organization--
the first time he produces a play, After that first ome, he
will readily see the wisdom in assigning backstage pesitions
with Just as much thought as he casts the actors. The stage
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mansger neods to be as alert and responsible as the hero
needs to be talented in the acting field, If it 1s impor-
tant that the maid make her entrance at exactly the right
moment, 1t is also vital that her tea tray be ready for her
offstage on the prop table when she needs it. The hundreds
of details involved in backstage jobs meed to be in the
hands of capable, imaginetive, reliable persons who under-
gstand that they have been assigned to important jobs, not
handed busywork tasks as consolation for failing toc get cast
in onstage roles,

The "hundreds of details" mentioned above are no
exaggeratlon, as any experienced director knows. It is, if
anything, an incomplete deseription of the complexlity of the
many Jobs to be done. Thus the need for a competent starlfl
member to be respconsible for each of these different back-
stage positions is clear. The director himself cammnot do
them ally; neither ean one or two willing volunteers expect
to dc everything there 1z to do. Each of the technical
problems calls for a different staff member to sccept com-
plete responsibility for getting that particular Job done.
He needs to understand clearly what his duties are and what
overall effect the director desires in this area. He may
need & orew of workers to help him if the plans are too

involved for one person to execute. In short, clear
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allocation of responsibility for backstage joba to capable
persons is an essentlal factor in play production.

Since the backstage work is composed of so many
details, the staff needs to maintain a standard of pro-
cedure during final rehearsals and actual performances.

Many of the technicians must listen for a certain actor's
1line in order to make an important teehnical move; split-
second timing 1s necessary quite often, Alsc, property men
often must concentrate on getting props in proper location
throughout the entire play. Discipline backstage, there-
fore, 1s only sensible. There is not mueh time nor oppor-
tunity for games, converseation, or practical joking nor 1s
there room for people octher than staff members and actors
behind the scenery in a well-organized production group, for
they realize the interdspendencs of each person and each
task in the pressentation of a play.

Exactly how the backstage staff is to be organized
is dependent, of course, on ths requirements of the play and
the preferences of the director. What the situation calls
for in the way of staff positions may vary from play to
play. Below are listed staff positions that directors often
appoint; the duties outlined bemeath sach position are
responsibilities that may be assignad tc this member. This
organizational plan is presented tc give the new director a

fullsr understanding of what each technical position may
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involve and to offer a basie method of organization which he
should freely adapt tc his own needs.

The Duties of a Suggested Staffl

Stage manager. His duties mey be thought of as
falling into two eategories: (1) his duties regarding the
prompt book, and (2) his administrative duties during the
final rehearsals and the performances. These former duties
regarding the prompt book were outlined in Chapter II. Fol-
lowing are suggested administrative dutles,

a. Checks attendance of actors and working crew members.
All actors and backstage staff who are involved in
running the show should cheek in with the stage
manager as soon as they arrive at the theatre for
ell final rehearsals and for all performances. If
by a specified time scmeone has not repcrted, the
stage manager should telephons him or try te lecate
him in some way. If he ecarmot be found, the direc~-
tor should be notifiled.

b. Gives actors and techniciens time c¢calls. He sees
that everyone is kept aware of the time by notifying
the entire group of the one hcur call (this means
that it is one hour before the curtain will go up),
the thirty minute, the fifteen minute, and the five
minute eall, A%t the five minute call actors and
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technicians should have assumed "places"--that is,
they go to the spot, offstage or onstage, where they
are to be when the curtain rises,

¢, Checks "places" efter five minute call. He checks
offstage and onstage to see that actors are all imn
place.

d. Gets "all set" signs from technicians at Tive minute
call. Technleclians should not only be at their
plaeces, but all equipment should be tested and in
working order, ready for the opening curtain.

e. Starts the play. When curtain time arrlves, pro-

vided that all actors and techniclans are all set
and the director has not ordered the curtain held
for any last-minute occurrence, it 1is usually the
stage managerts responsibility to give the signal
to raise the curtain and begin the play.

f. Maintalns order backstage, He sees that all unneces-
sary noise and activity is eliminated, and he allows
only those actors end technicisns who are involved
in the show edmittance to the backstege area.

g. Gets word to the house manager shortly before the
end of intermissions that the curtain is about to go
up on the next act.

h. Takes charge of any backstage emergencies, such as

actors beecoming ill, during the run of the show. It
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is his duty to deecide the fate of the show in such
instances. If the actor's rcle 1s a very small one,
he may instruct the actors to go on with the show
and perhaps have another actor seay any necessary
plot lines., If the 1llness is extremely serious or
if an acecldent occurs either onstage or backstage,
the stage menager may declide to stop the show., To
do so, he signals to the curtain man to bring down
the curtain. Then he summons the director and aids

him in dealing with the situation., As soon as a

plan of action has been decided upon, the audience
mst be told whether or not to remain.

i. Regulates curtain calls, When the curtain falls on
the last scene and the actors have arranged them-
selves for curtain ealls, he signals the curtain man
to ralise the curtain, He alsc listens to the
apprlause and decldes when to end the ecalls,

J. Dismilsses actors to dressing rooms, The director
may want tc talk to the cast before they leave the
stage area, or backstage visitors may want to meet
the actors persocnally after the showjy for these
reasons many directors prefer that actors stay onstags
until the stage manager dismisses them. The stage

menager does 8o on word from the dirseetor. Thus it
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is the stage msnager who opens and closes each per-

formance.

éqnstructionvchief.

a8, Assembles the set. He carefully studies the set

designs with the director, then directs the bullding
and the assembling of the set on the stage.

b. Organizes any scene shifts, If more than one set is
to be used, the construction chief organizes his
erew 8o that the changes ean be made as quickly and
as guietly as possible,

¢. Checks the set before each performance., When there
is more than onme performence, he makes sure that the
set 1s ready before each performance, If there have
been scene shifts, the rirst act set must be put in
place again after the previous performance., Some-
times minor repairs are nesded.

d. Directs the set strike. ("Strike" is the term given
to the elsaring of the stage and the storing of all
equipment after the final performances.) He directs
his crew in the dissembling of the scenery and the
storing of it and the tools they have used.

Prop manager. Froperties are generally understcod to

mean objects that an actor uses or handles onstage. Somstimes
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confusion may arise over the e¢lassificaticn of certaln
items, For example, is the handbag which the leadling lady
carries onstage in the second act a prop or is 1t a costume,
and therefore which techniecian should be responsible for 1t?
It 1little matters who takes charge of it; the lmportant thing
is that someone does.,

a, Gathers props. He discusses the prop list with the
director in order to understand what kind of items
are desired. Then he directs the making, the alter-
ing of items already on hand, and the borrowing of

the props.

b, Cares for props. He sees that props are handled
only by him and his crew except when it is time for
the actors to use them onstage.

c. Organizes prop tables., He sees that there 1s a prop
table near each set entrance equipped with the hand
props asctors will need when using these entrances,
If the set has entrances on the left side and the
right side of the stage, there should be a left and
a right prop table properly eguipped.

d. Checks props before performance, He sees that all
hand props are in place on the set and on the prop
tables and that all stage props--such as tables,
chairs, and divans--are in the correct place and are

in the correct condition.
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Organizes any prop shifts, If props need to be
changed between scenes or acts, he crganizes the
shifts so that they are accomplished swiftly and
quietly, yet carefully. After the shift he quickly
checks the set to make sure everything 1s in place,
then signals the stage manager that the shift has
been completed.
Stores props between performances. He takes care
that all fragile, valuable, or borrowed props are
adeguately covered or, if possible, stored until
shortly before they are needed.
Directs props strike, He organizes the storing of
all theatre props and the returning--in good
condition--of 2ll borrowed props after the final

per{ormance,

Electrician.

a,

b.

C.

Assembles lights., He studies the light plot with
the director, then organizes the lights so that the
desired effects can be attained and contrelled
during the run of the play.

Directs the operation of the lights.

Directs lights strike. Any temporary riggings are
dismantled and all loose equipment such as portable
spotlights, cables, end so forth, is stored.
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Sound teehnician.

B4

d.

Collects sound effeets equipment., After studying
the sound effects tc he used, he locates records,
gathers ready-made items such as whistles, bells, or
sound effects machines, or invents ways of producing
speclal sounds,

Directs the operation of the sound effeets equipment
during rehearsfls and performances,

Directs any use of public address systems. If there
is to be any pre-curtain or intermission musile or
ammouneing, he echeecks this soﬁnd equipment well
before curtain time and stores any portable micro-
phones after each use,

Directs sound effects striks,

Costume misgtress.

a.

b.

Collects the costumes, She studles the costume
requirements with the director so that she knows
what style, coler, and fabriec each costume for each
actor should be. She then direets the making, rent-
ing, or borrowing of the costumes and the fitting of
them to the actors, .

Mainteins correct appearance of costumes before each
performance, Because of make-up stains or other

factors, some costumes may need to be washed or spot
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cleaned before each performance. Badly wrinkled
costumes should be pressed.

6. Checks plecement of costumes before performance. If
a costume change is to be made in an offstage area
other than the dressing room, she sees that the
costumes are placed there before each performance,
Also, she checks each actor's dressing room rack and
the prop table if she's responsible for any accesso-
ries being placed there.

d. Helps make costume changes, She provides as assistant
for any actor who needs help with changes. Some
costumes are elaborate and difficult to get intoj
sometimes changes must be made very quickly, and the
assistant and the actor mumst plen their moves care-

fully.

e. Keepa mending equipment handy. She should keep a
small sewing kit backstage in case a costume rips or
a button pops off during performance.

f. Directs costume strike, She oversees the storing of
all theatre costumes and sees that rented and

borrowed costumes are returned in good condition,

Make-up manager.
a, Assembles make~up, He checks make-up needs with the

director and stocks the make-up area.
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b, May direct the application of make-up. Some direc-
tors have each actor apply his own make-up. Others
prefer %o train the make-up manager and his erew and
have them apply make-up to the actors. In the
latter case, the make-up crew discuss characters and
desired effects with the director, and the manager
assigns certain actors to each of his e¢rew members,

¢. Informs actors on make-up procedure, Actors may be
asked to provide towels or other equipment. The
mansger instructs them on the use and care cf the
make-up,

d. Directs make-up strike, He sees that the make-up is
in good eondition before it is stored and that the

make-up area 1is cleaned.

Curtain man,
a. Railses and 1ow§rs curtain, His presence is needed
at the final rehearsals sc that he knows exsaetly
how the director wants the eurtain managed. He

also needs to understand curtain c¢all procedure.
Writing Cue Sheets

A technieal proecedure which many directors require of
all staff members and assisting eresw members who have

Arosponsibilities or moves to make during the performance is
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the writing of a cue sheet. This 1s a sheet of paper on
which each technician writes the lines or the action which
immediately precedea each task he is to perform. The cue
sheet is earefully prepared during the technical rehearsals.
~ By the final dress rehearsal it should be correct so that
during performances it can be followed by the technician and
will enable him to perform his duties accurately.



CHAPTER V
THE REHEARSAL SCHEDULE

Although probably no two directors would agree on
what is the best kind of rehearsal schedule, it is safe to

| assume that they would all emphatiecally agree that some sort

of plan should be followed in order to make good use of

rehearsal time.

During their total rehearsal period, actors must
master & number of different kinds of problems, problems such
es learning where toc move, memorizing lines, properly timing
theilr speeches and moves, using the properties and wearing
the costumes correctly--problems that are vital parts of
the process of portraysl of character, Experlence seems
to indicate that actors ecannot concentrate on all of these
problems at each rehearsal., The rehearsal schedule is,
then, a plan for taking up these problems one, or a few, at
a time,

The schedule also indicates how much time is te be
spent on each problem. HMost directors plan the schedule in
advance of rehearsals and post it so that actors can know
when to be prepared to deal with the next problem. In this
way the rehearsal period becomes & progess of gradual,
systematic development of the cast's performances instead
of a blind practicing of the play regularly in hopes that
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if the actors go over it enough times, they will perform it
wvell,

As stated above, each director has his own theory
about the order in which the rehearsal problems should be
attacked and how much time should be spent on one before
going on to the next, Below are deseribed flve kinds of

rehearsals in an order which many directors use.
Kinds of Rehearsals

Blocking rehearsals, Actors come to rshearsals
equipped with seripts and pencils. The director describes
the set, pointing out the entrances and exits and the loeca~-
tion of the stage props.

When actors are thoroughly oriented tc the set, the
director guides them through the blocking of a portion of

the play. Each actor writes his moves into his own secript;
the stage maneger records all moves in the prompt book.

After the blocking of that section has been completed, most
directora think it wise to have the actors repeat that por-
tion immediately in order to "jell" the bloecking in the
actors' minds and to ensble the director to wview 1t agein

to meke sure it 1s the way he wants it, Then the next seo-
tion 1s blocked and reviewed, and sc on untlil the entire play

has been covered,
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The length of time necessary to block one act of a
play is dependent mainly upon such factors as the number of
characters invelved in the scenes, the complexity of the
movement, end the kind of props whiech must be manipulated.
Some plays are much easier to block than others, and they
ecan therefore be done faster. The director should read each
act, locate the most difficult bloeking spots, and allow more
rehearsal time for these sections., TUsually an aet of
average blocking activity can be blocked and reviewed once
in from two to three hours, For three-act plays of ordinary
diffieulty, then, it would be well to plan to use approxi-
mately ten hours of rehearsal time for blocking.

At any time during the rehearsal period, the director
or the actors may want to make minor changes in this early
bloeking., If it 1s well planned, relatively few changes will
be needed, and the actors can now begin to memorize their

moves along with their lines,

Shaping rehearsals., By the time blocking has been

eompleted, each actor has been over all his 1linss and move-
ment in actuwal rehearsal at least twice., Now he is familiar
enough with what to say and where to go thaé he can begin
to conslder how to say his lines and how to execute his
moves. In other words, he begins to interpret the meaning
of his lines and moves, to develop his characterization. He
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experiments with bits of stage business (gestures, glances,
or perhaps pantomimes which are intended to make @& character
or & scene more dynemic) and verious vocal qualities in an
effort to bring his character to 1ife, '

The director ean now begin to guide the play in the
direction he wants it to take. By helping actors interpret
their sharacters and key lines he can begin to shape the
scenes of the play so that as rehearsals progress, important
fdeas will receive proper emphasis and the major theme of
the play will eventually emerge, clear and dramatic.

Peclishing rehearsals., It would be artificial to make
a sharp distinctlion between whet are here termed the "shaping"

and the "polishing" rehearsals, for many of the same problems
receive attention during these two periods., However, 1t may

prove helpful to the new director to use the two terms, for
they refleect an important shift of purpose.

After each act has had two or three Intensive shaping
sessions, most directors feel that it is time for actors to
begin to "set" their characterizations and interpretations,
By now the actor should have a rough conception of his char-
aster, Now, during the polishing rehoarsnls; he deveotes his
energy to developing it further.

As for the director, he continues to help Iindividual

actors with the fine points of character portrayal. He
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also begins to work on the overall effectiveness of the
 scenes, seelng that each ome builds to its proper c¢limex,

The bulk of the total rehearsal time iz spent on
shaping and polishing. If the director has planned to have
eighty rehearsal hours in all, he may set aside ten for
- blocking, fifteen for technical snd dress rehearsals together,
. and fifty-five for this vital shaping-polishing periocd. Of
gourse, these flgures are used entirely for the sake of
11lustrating but one possible apportioning of time, Each
play requires its own special scheduls, depending on which
periods of rehearsal will be the most time-econsuming.

About halfway to two-thirds of the way through the
shaping and pelishing periods, the director must designate
certain times for each act to be memorized. On the posted
schedule he can notify actors by writing "No Books" by the
deadline rehearsal, During these practices it is good
policy %o inslist that everyone rehearse entirely without his
script, whether he feels prepared to do so or not, for by
this time the performance date is drawing too near to dally
with memorization,

In order to accomplish correct timing and to perfect
stage business whiech will work in performance as well as
rehearsals, hand props need to be available for use during

these polishing rehearsals,
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Late in the polishing period, the director schedules
run-through rehearsals, sessions which begin at the beginning
of the play and gec straight through until the end. Until
now actors have been econcentrating on only a few scenes or
one act at each practice. Now they get the feeling of the
continulty of the whole play,

Technical rehearsals. When rehearsals reach this
point, most of the director's oprk with sctors in helping
them interpret and portray their characters must be done.
These final practices, the technical and the dress rehears-
als, are used mainly ©o bring the technical departments into
operation and %o ecoordinste them with the aecting. Actors
often find that although the director is no longer helping
them with specifiec suggestions, they mske great strides in
their acting during these somewhat heetic rehearsals even
so, for the addition of the set, the lights, all the actual
stage and hand props, end the sound effects make it easler
to become fully absorbed in their roles, and they are able
to do with enthusiesm and eonviction the things they had
been struggling with previously.

Usually only the set, the lights, th; props, the
sound effects, and the curtaln are used at the technical
rehearsals, but this matter depends on how many technieal

and dress rehearsals are plarmed. 8Some directors have one
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of each, some two of each, and others have one of one and
two of the other., If only one dress rehearsal is planned,
directors usually require make-up and ecostumes be worn at a
;ochnioal rehearsal so that any problems can be overcome before
final dress reshearseal.

The director takes special care to see that every
techniecian maioa,datailed and accurate cue sheets during the
technical rehearsals, Every technical move 1s definitely
assigned tc some persecn, and that person writes the move and
the cue for it oh his cue shoet.

| Technical renearsals are most valuable if the entire
play 1s run through at one time so that the technicians can
alsc grasp the contimmity of the show,

Dress rehesrsals, At dress rehearsals all techniecal
effeets including meke-up and costumes are put into asaction,
Cue sheets from the techmnical rehearsals are thereby tested,
and any necessary corrections can be made, Make-up and
costumes can be viewed under the acting lights and in the
set, and any needed alterations can be made.

During preliminary dress rehearsals, interruptions
in the actlion are held to a minleum, but ir actors or tech-

 pieians run into trouble, most directors feel it is wise to
stop and solve the problem, Final dress rehearsal condl-

tions, however, are almost universally made as much like an
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actual performence as possible. Few directors stop a final
dress rehearsal unless an aecident cececurs whieh might
endanger someone, for they feel that the entire production
company needs the experience of one nonstop performance, be
it ever so fraught with errors, before they appear before an

audience.
Apportioning Rehearsal Time

Total time sbont in rehearsal and the length of each
practice sesslon will depend on the play to be produced and
the eircumstances surrounding the drama group.

Many directors feel that they must have at least
twenty hours of rehearsal time for a one-act play and from
sixty to ninety hours for a three-act play, with seventy-
five hours being 2 comfortable norm for a play of average
difficulty. Experience alone will enable a director to
estimate with any degree of accuracy how much time he will
need,

Several factors affect the length of required time.
First of all is the director's personal method of working.
Some directors can accomplish their objectives more easily
by working constantly at full tilt. Others prefer to take
longer and go at a steady, leisurely pace, Another factor

is the size of the cast. When many actors must be blocked,
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helped with characterizations, and welded into an acting
unit, extra hours will be needed. '

Also, rehearsal time must be lengthened 1f the play
contains much intricate movement, complicated handling of
propertles, difficult techmical operations, and unusual
acting stunts such as singing, speaking in a dialeect or with
a foreign accent, or learning speeches written in a foreign
laneuage,

Most directors feel that it 1s possible to allow too
mich rehearsal time., Amateur actors, especially, oventunily
reach a point beyond which they advance very littlo,‘nnd
further rehearsals only tend to dull their enthusiasm and
general effectiveness,

School and community directors who hold evening per=-
formances vary in their preferences as to how many weeks
rehearsals should span., Some advise taking six weeks or
more of somewhat infrequent practices in order to give
actors plenty of time to study lines and characterizatlons,
Others think that it is better to begin rehearsals four
weeks or less from the performance date and hold them as
often as possible, feeling that the smaller the time lapse
between practices, the better,

Ideas alsc vary about the desirable length of the
rehearsal sesslion, but most would probably agree thet in
order to accomplish anything constructive, a rehearsal needs
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to be at least two hours long. With enough breaks for
relaxation, & group c¢an contimue to benefit from rehearsals
that last for many hours,

Few directors find that they can adhere strictly to
the schedules they plan, and indeed it 1s unimportant thet
they do so, The schedule is just an estimate of how the
time will be spent. The direector should, if neceasary,
rearrange 1t freely to suit the cast'as needs as rehearsals
progress,

Fellowing are some actual rehearssl schedules drawn
up by Dr, Karl C. Bruder and Mr. Charles R, H1ll, directors
of dramaties at Emporis State Teachers College., Some of
these schedules were used for plays presented during the
regular fall and spring semester productions, Others were
used for summer theatre productions where rehearsal times was
limited to one week in all, but nearly all mornings and

afternoons of that week were used for rehearsals,



SAMPLE REHEARSAL SCHEDULES

The Hasty Heart
By John Patrick

Hote: All three plays referred to by these schedules were
produced on the campus of Kansas State Teachers
College, Emporia, Kansas, in Albert Taylor Hall, the
college theatre.

The abbreviations in the following schedule stand for
Albert Taylor Hall (ATH) and the Student Union Bulld-
ing (SUB). The play was performed March 2i, 25, 26,
and 27, 1958, Curtain time was 8:15 each evening.
The director was Mr. Charles R, Hill.

Date Time Place Business

San, Ts 00 ATH Tryouts

Mon. T: 00 ATH Trycuts

Tues, T:CC ATH Reading

Wed. T: 00 SUB Bloek Aet I

Thurs, T:00 ATH Review Act I

Fri. T: 00 ATH Bloek Act II

Mon. Ts 00 SUB Feview Acts IT & 1

Tues. T: 00 3UB Bloek Act III

Wed, 5100 ATH Review Acts III & I

Thurs., T7:00 ATH Review Acts I & II

Pri. Ts CO ATH Act I No Books

Mon. T:00 SUB Acts I & 11

Tues. T:100 SUB Acte II & III

Wed. Ts: OO SUB Act II No Books

Thura, 7100 SUB Acts II & III

Fri. T: 00 ATH Aet 1III No Books

Sat. T: 00 ATH Run through

Sun, T+ 00 ATH Run through (41l Props,
Costumes)

17 Mon, T: 00 ATH First Tech

1R Tues. T+ 00 ATH Second Tech-

19 Wed. 9:15 ATH Late Run through

20 Thurs. 5:00 SUB Clean up scenes

21 Fri, T:00 ATH Run through (partial dress)

22 38at, T: 00 ATH Full Dress and Make-up

23 Sun. Ts00 ATH Final Dress

2y W¥mm, T: 00 ATH Performance

Mar.,
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The Teahouse of the August Moon
By John Patrieck

Note: All rehearsals were held in Albert Taylor Hall, The
play was presented February 19, 20, 21, and 22, 1958,
and was directed by Dr, Xarl €. Bruder.

Date Time Business
Jan. 26 Sun. T3 00 Rea
27 Mon, 7:00 Bloeck Act I
28 Tues. T3 00 Act I, Scene 1 and 2
29 Wed. 7100 det I, Scene 3
30 Thurs, 7: CO Bleek Act II
31 Fri. Ts 00 Act II, Secene 2 and 3
Feb. 1 Sat, 7: 00 Act II, Scene 1 and L
2 Sun, 7100 Aet I
3 Mon. T: 00 Aect I No Books
Tues. T7:00 Aet 1II
Wed, 7100 Act II No Books
Thurs. T: 00 Block Aet III
7 Fri, 7300 Aet III, Sceme 1
8 Sat,’ T: 00 Aet III, Scene 2 and 3
9 Sun, T:00 Act I
10 Mon. 7: 00 Aect II
11 Tues. T:00 Act III No Books
12 Wed. T:00 Aet III
13 Thurs, T7:00 As called
1y Fri. 7:00 First Tech
15 3at. T: 00 Run through
16 Sun, T:00 Second Tech
17 Mon. Ts 00 Firat dress
18 Tues. 8: 15 Final dress
19 Wed. 8:15 Performance




You Can't Take It with You
By Moss Hart and George S. Kaufman

Note: This play was produced July 8 through July 12, 1958
during the Emporia State Summer Theatre season. All
rehearsals were held ip Albert Teylor Hall, Direector
was Mr, Charles R, Hill,

Date Time Business
July 1 Tues. s 0C Block Act I
2 Wed, Q¢ 00 Bloek Aect II
113 00 Review Act I
1: 00 Bloek Aet TIIX
3:30 Publieity Pictures
3 Thurs. 9:00 Review Acts I & II
1: CO Act I No Books
lis 0O Review Act II
5 Fri, 93 00 Review Act 1
11: 00 Review Act II
1: 00 Act ITI No Books
L: 0O Review Act III
5 B8at. 9: 00 Aet III No Books
' 1:00 Rur through
6 Sun. 2100 Seenes as needed
' 7100 First Tech
7 Mon. 93 CO Run through
1:00 Second Tech
T:00 First Dress (full dress)
8 Tues, 2115 Final Dress
8:15 Performence




CHAPTER VI
DIRECTING THE PLAY

In general conversation and throughout this handbook
the term "directing" is often used in a broad sense to refer
tc the entire range cf & directort!s dutles, TUsed in that
inclusive sense, directing covers every step of production
from choosing the seript to seelng that the stage 18 returned
to 1ts normal ecndition after the fimal performance.

At this point, however, "directing" will be used in
its more limited meaning, In this chepter it will mean
specifiecally that process whereby the director helps the
whole production erew, but espeelally the actors, to inter-

pret and to enaet the soript.

As such, 1t will alsec refer tc what 1s for most
directors and actors thet phase of theatrs where the real
magic heppens-=-not the {lashy, showy, sleight-of-hand magie
of make-up, sound effects, and lighting trleks which unfail-
inzly ecast spells over audieneces, but the truly myaterlous
magie that sometimes very slowly, samstimes laborlously,
often unexpectedly, but in some way and degree nearly always
does transform real-life persons with seripts in their hands
into other equally real-~life persons who live in the very
narrow time and speecial bounds of & few performences on &

stage. Seeing a group of actors mold themselves into their
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characters and wateching the ideas of a script gradually come
to 1ife in their comings and goings provide an adventure
which may be ranked high among exeiting, enrlehing humen
experiences,

If the transformation of an esctor's personality into
a econvineing portrayal of a play character is mysterious, so
is the part the director plays in this process, Successful
directors of the legltimate theatre, movies, and television
certainly do not agree on how a director should gulde actors
in the interpretation of a role or in the development of a
characterigation, Many of them feel that there are certain
definable steps that an actor must take in order toc come
up with a goéd characterization, and that it is the dires-
torts job to interpret the eharacter and lead the actor
carefully through these steps. Others contend that each
actor must be allowed almost complete freedom to interpret
and express the role in his own way,

Nearly every experienced director has his own unique
procedure, formed gradually rrom msny directing experiences
in which he has learmed how his own personality, semsitivity,
and temperament can be best utilized in drawing out the
acting ability in others and in emerging with desired
results from an entire cast.

From the differences of opinion come two generally

recognized concepts, both of whieh, most experts agres, help
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to explaln the mature of aceting and thus alsc shed light om
directing method. The twe concepts are that (1) acting is
largely a process of developing emotionally into the charaec-
ter of the role, and (2) actingz is largely a proeess of
learning the mechanics of effective stage behavicr and, for
a specifiec role, perfecting those characteristies which
best suggest that role, A director who belisved exclusively
in the first concept would recommend that actors concentrate
on understanding the unexpressed thoughts, the philosophy,
the previous experiences, the emotional drives, the desires
of the character in order to portray him., On the other hand,
a rabld exponent of the second concept would edvise actors
to learn how to sit, walk, speak, gesture, react facially,
enter, snd exit on the stage effectively; when working on a
role, they should, according to him, cbserve or reeall to
mind persons similar to the eharasctsr to be portrayad and
study end then adapt to use thelr walks, thelr voices, expres-
sions, gestures, and so forth, Most directors, as stated
earlier in the paragrsph, do not subseribe exclusively to
one or the other comcept, but feel that an actor can make
use of elements of both these procedurss, end when directing,
they pey attention tc both the emotional development of
actors! characterizations and to the mechanics of acting

which will help actors project thelr interpretations elearly.
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In this chapter on direeting, only the second concept,
mechanics, will be discussed. By not dealing with the emo-
tional side of character development there is not the
slightest intention to make it seem any less important than
the other., The reason emctional development wlll not be dis-
eussed is that recommended procedures here ars highly per-
sonal, highly eontroversial, and there are many of them,
malkting a full discussion of them beyond the limits of this
organizational outline of play production, On the other
hand, most experienced direetors agree on the elementary
mechanies of aeting, and certaln do's and don't's can be
offerad to the insxperienced director whicn will enable him
to ses specific ways he can better his actors' performances.
The new director would do well to read up on several of
these differing ideas on charactsr development, Sectlons
dealing with this aspect of direecting whiech appear 1in books
by recognized authorities on play production are listed at
the end of this chapter,

Chapter V of thls handbock, THE REHEARSAL SCHEDULE,

divided renearsals into five groups, esch with specifie
goals, Henmce, the direeting hints whieh follow are ziven
under the headings cf these same five types of rehearsals,
At some time during the period of rehearsals of each type,
the director is eneouraged to see that the points mentioned
under that heading receive attention, Of course, it must be
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understood that this chart of when to do what is not to be
adhered to rigidly. For exampls, under Polishing Rehearsals
it is recommended that the dirsctor be sure that everyone's
voice is loud and distinect enough so that it can be heard
throughout the audiftorium. It 1s hoped, however, that many
actors! volees will have these two qualities from the very
beginning, The point i1s mentioned under Polishing Rehearsals
so the director will remember at thet time to take speelal
note of voices as he listens to rshearsals, He can then
work with any sctors who cannot be understocod., The same
principle arplies to many of the other suggestions,

There is an old saying that warns: "Rules were made
to be broken," This thought applies also to these prinei-
ples of acting, FNearly any director wlll emerge with an
interestingly presented play if he will rely first of all
on his own judgment of what 1s effeective and only secondly
on rules and prineiples, It is generally belleved that the
principles which follow produce good resultz in the ordinary
seene, but occcasionally, when a speeial effect 1s desired,
perhaps it would hamper the actor to observe the pertalning
rule, However, plays have many average, ordinary seenes in
which the actor and director ecan make goed use of these

principles,



92
Blocking Rehearsals

By the time blocking rehearsals are called, the
director should already have his actors! moves planned., He
already knows that in the opening scene the werrisd young
man is to rise from his ohair at the desk and walk repidly
to the firepluc#, get a cigarette, and go #it on the sofa.
However, when the actor goes through these moves, he mey
for some reason be doing them in such a way thet he looks
awkward, his feaeisl expression camnnot be seen as he gets up
from the chair, or in some other way he mey fail to give the
desired impression in these moves. The director can uae
the following list of general principles of acting to check
his blocking ms the actora walk through their moves and
perhaps gain insight intc how he can help them make the
movea smoother and more effective.

The blocking principles are given under twe head-
ings: those that apply to every individual actor 2s he moves
about the stage, and those that help establish certain rela=-

tionahips esctors meed to maintain when they are part of an

acting group.

Bloeking the individual sctor. The underlying purpose

of rules guiding the moves of the individual actor is to
keep the actor in the best possible position for being seen
end heard at all times when onstage so that he can make a
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strong, positive contribution to each scene. Perhaps his 1is
a2 very small part of the scene, but there is a reasomn for hils
being there, nevertheless, or the playwright would not have
bothered to write in the part. Therefore, each actor
onstage rmust be positioned so he can earry out his role
effectively.

Now to contradict, seemingly, a statement made earlier
that rules were made to be broken, for here 1s one that
should always be observed. 1In a larger sense, though, the
thought about to be offered is not so much a rule of acting
as it is a psychclogical theory or, to venture a not unsup~-
ported opinion, even & psychologieal fact. It 1s the belief
that there is a reason, an explanation, either physioclogileal

or psychological, for every human act. PFeople don't say and
do things accidentally; behind every action there is a '
ecause,

In scting, then, this theory demands that every move
of every actor be elearly motivated. Furthermore, in order
for this motive to be cbvious to the audience, the actor
himself rust be fully conscious of it. If the father moves
to the fireplece, it should be cobvious to the audience at
the time or perhaps explained in sueceeding dlalogue or
action why he does so, or the audience will be confused and
the scene willl be thus weakened by an action which contributes

nothing and may even appear unnatural and therefore
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distracting. Aetually, many times a director's real purpose
for moving actors is to get them out of the way for the next
bit of action. In this case, he may need to invent reasons
for the moves. The above father, for example, could indicate
that he 1s bored by his companions and wander listlessly to
the fireplace to stare into the glowing coals. Another way
might be deliberately to leave his keys on the mantle earlier
in the seene; then his motilvatlion for the eross to the fire-
place would be to retrieve them. The experienced director
and actor automatlically search for a motive for every stage
movement.,

This motivation feetor should be kept in mind as the
director studies the following elementary blocking prineiples
which ordinarily apply to an actor's cormon stage moves.

Standing positions

&. Keeps hls face toward the audience as much as
possible. An actor should face full front
for most emphasis, During his less important
scenes a side or three~guarter view of the
actor takes him out of the center of attention
but still allows a partial view of his face.

b. Stends in front of props as a rule rather
than behind them. He especially avoids lamps
and tall objects which obscure the face,
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"Sneaks" into visible position when another
actor gets in front of him. Sometimes after
much meovement one actor unintentionally bloeks
another from view of the audience. It is the
responsibility of the upstage or blocked
actor to move slightly to the left or right
into a good position, This slight movement
is ealled "sneaking," for it is not a definite,
planned move,
Stands still (unless & sneak is necessary).
Avoids shifting his weight from foot to foot,
aimless side-stepping or rocking-chair forward
steps on lines, and backing up--unleas defi-

nitely directed to make those moves.

gl‘ollﬁl

Ordinarily makes a eross while giving his
line, instead of ecrossing, then speaking, or
speaking, then ercssing. Sometimes, however,
it may be better to walk while another actor
is speaking if the director wishes to focus
attention on this move rather than on the
other actor's line., Other times it may
facilitate a difficult shifting of positions
if the actor makes an unobtrusive erossover

behind an actor who is speaking.
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Starts walking with upstage foot. If he is
standing on the actor's left half of the
stage facing toward center stage, his upstage
foot is his right foot, By leading with this

- foot, he keeps his body faced more toward the

audience. Leading with the other foot would
throw the left side of his body forward into
action and hide the rest of him. All stage
movement should begin on the upstage foot.
When turning, turns so that the arc he makes
swings his face toward the audience. When he
rises from a chair and walks around behind
1t, he rises and goes in the direction which
will present his face to the audience instead
of his back.

Goes from one spot to another in a straight
line, as a rule, for in real 1ife it 1s the
natural route to take to a destination. But
if the actor wishes to show that he is mulling
over a problem, wandering restlessly, or 1is
emotionally disturbed, he may better project
his feelings by going around furniture or by
starting off in one direction, changing his
mind, and striding away in a different direc-

tion,
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e. Crosses in front of props and other actors so

that his move will be in full view of the
audience. However, he should not go com-
pletely out of his way to do so. If a cross
behind someone or something would be easier
and more natural, he should by all means take
thet path if he ¢an at the same time maintain
his desired prominence in the scene.

3itting positions
a., Sits so that he is still in plain view of the

audience, not hidden by a prop or another
actor.

Entrances

a. Enters in front of props and goes in a straight
line usually to center stage or the center of
the action. Avoids entering and standing
Just inside the doorway; he may not be noticed
there.

b. Enters with upstage foot leading.

Exits

a, Exits in e straight line in front of props
and other actors,

b. Exits with upstage foot leading.

¢. Usually exits while giving a line. There are

many posaible exceptions to this rule. BHe
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may exit after making a strong reaction to
another actor's line but saying nothing him-
self, Or he may exit with a group without
having a line to speak.

Blocking a group of actors. Guiding the director in

his blocking of two or more actors is his conception of
where the emphasis of the scene lies, Hils goal is to posil-
tion and reposition actors sc that attention is continually
focused on the actor who has the key lines or action, He

does so by (1) placing actors in a deliberate relationship

to each other, and (2) using the entire stage area to give
variety and emphasis to actors' positions, realizing that
the actors are viewed against the background of the whole
stage as if they were a picture in a frame.

Positioning aectors relative to each other

a. When two actors converse, they face each
other, presenting side views to the audilence,

b, When three actors converse, they form a tri-
angle, The upstage apex of the triangle is
the position of strongest emphasis.

c. When more than three actors ;ro in a scene,
they form a rough semicirele. They should
not stand or sit In a straight line. Neither,
however, should they be lined up in a
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symmetrieal half cirele like the girls!
choir. Any perfect symmetry of position
should be avoided.

When two or more enter together conversing,
the actor speaking should enter last, Other-
wlse he would have to throw his words over
his shoulder to hils companions, thereby

weakening his entrance.

Making use of the "stage picture"

8,

b.

Use the entire stage area at some time, not
just the center spot.

Use all stage props at some time if possible.
Vary positions of actors often enough to keep
the stage pieture interesting and natural,
Play important seenes downstage.

Use spacial relationships to symbolize vari-
ous emotions, Dr, Milton Smith, assoclate
professor of dramatic arts and director of
Brander Matthews Theater at Columbia Univer-
sity, in his book, pPlay Production, lists the

following five psycholozieal; intellectusl,
or emotional situations of drame and suggests
that these situations ean be made guite

grephiec to an audience by translating them
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into symbolie physical situations as well as
through stage movement.

(1) Oppesition. It is netural when two
people fist-fight for them to stand oppo-
site each other to start swinging. Psychie
opposition or "fighting" can be dramati-

cally illustrated by arranging acters with
conflicting ideas or desires opposite each
other, also, During a scene perhaps a
family discussion is taking place and a
difference of opinion arises. The idea

of confliet and opposition will be much
clearer and more interesting 1f the actors
of one opinion are grouped in one area &and
the other group is arranged together oppo-
site them.

(2) Intervention. When a scene contains

a physieal struggle of some kind and calls
for another actor to break it up, nearly
every director would have the inbtervening
character place himself between the two
antagonists in order to stop their strug-
gling. Psychic intervention ean be
illustrated in this same way. If two

ladies are having a gquite composed
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conversation whiech nevertheless contains a
difference of opinion and a third char-
acter interrupts them to offer a compro-
mise, his intervention is much stronger 1f
he actually moves between them.
(3) Change of mind. Change of mind has
quite clearly taken place when during a
gang fight a boy leaves his old pals and
lines up with the enemy to fight with them.
Change of mind which does not involve
physleal violence ean be illustrated by an
appropriate change of position. If a
mother sides with one child against another,
the change can be made dramatic if she
will go stand beside the child with whom
she agrees,
(4) Enmeshing. An obvious example of
enmeshing movement occurs when policemen
surround a eriminal and elose in on him.
Psychic enmeshing ean be shown by a group
of relatives surrounding a very rich and
very old uncle whose favor they seek,
(5) Pounding. A physical example of this
situation is sseen when one person runs to

another, hits him, then runs away out of
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reach. Many arguments invelve this pound-
ing idea, If the vietim is seated, his
attacker may step close to him to deliver
some stinging remarks, then back away,
think of an even more biting epithet, and
stride back to fling this speech at him.

Shaping Rehearsals

With these rehearsals begins the formative stage of
actors'! characterizations and the interpretations of the
ideas of the play, seene by scene. A knowledge of the
mechanics of scene building will enable the director to aid
the actor in his character portrayal and to achleve effec-

tive grouping of thought and action.

Building scenes. Every play is a series of small

scenes, each with an idea to put forth or an event to enact.
The eomplete serles of these small 1deas and events together
fully explain the theme of the play. Hence, it 1s essential
that the actors understand the underlying purpose of each
scene and interpret it clearly sc its idea is cobvious to the
audience. .

Of course, everything an actor does and says affects
the secene positively or negatively, but there are some
rather standard general ways of bringing the main idea of a

scene into sharp focus.
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Lines

Search for the key thoughts in lines and for
key lines and give them special emphasis,
maybe by increasing the intensity of the
volce, preceding the line with a pause, or
having a period of stummed or reflective
silence afterwards,

Group the sentences of long lines into para-
graphs of thought. When beginning a new such
paragraph, indicate transition to & new
thought by a change of voice plteh, rate, or
intensity, or by a gesture or change of posi-
tion,

Movement

Be sure that individual actor blocking and
group blocking emphasize the most important
moments of the scene. This is one way to make
the climax of the seene strong and outstand-
ing.

Business

Use blts of pantomime or other stage business
to point up important lines and moments, For
example during a secene in which the executor
of the late relative's estate announces to

the lete relative's estate armounces to the
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assembled survivors that, contrary to everys
one's belief, there is no fortume to be
divided, the characters can make the arnmounce-
ment seem more astounding and illustrate
their surprise by sueh pleces cof business as
s8inking back into chairs slack-jawed, drop=-
ping objects they are holding, and staggering
to tables for support.

Polishing Rehsarsals

In this phase of the rehearsal period, the directort's
ma jor problem, as far as acting mechanies are concerned, 1is
to see that the central ideas of the scenes are brought out
clearly and that the play constantly moves ferward, is

always interesting and vital,

Further secene building, Continued close attention to
lines, movement, and business is a part of the pollshing

process, In addition, the director further develops his
secenes by concentrating on paecing and on thought transition.
Facing
&. See that the action and lines move along at
a speed appropriete to the mood of the scene.
If the scene is an asrgument which gets more
and more violent, e¢limaxling in one character's
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slapping another, the effect of the slap will
be heightened if the preceding action moves
faster and faster to the e¢limex. Then during
the following period of remorse or reconcili-
ation a slow, deliberate tempo can accentuate
this mood,

Trensition

8. Make the begimning of a new scene clear. As
has already been suggested, = change of the
pace of the lines c¢an show transition, A
pause, movement, a change in emphasis, a
change 1n vocal piteh, or even a gesture ean
indicate the end of one train of thought
involving everyone onstage and the beginning

of a new situation,

General timing, Timing is & very necessary part of
eynamie acting. The pacing of a scene has already been men=-
tioned as being a vital element in putting across its proper
emphasis, An actor's sense of just the right moment to per-
form a gesture, his instinet for effectively coordinating
his lines and his movement in the &tMOSphor; of the scene-=
fhese qualities illustrate his personal timing ability.

Another aspeet of timing is keeping entrances, exits,
and ecues moving along smoothly and quickly in order to
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prevent dead spots and a general bogging down of actiom.

Directors can cautlion actors about the following points,
Entrances

b.

Make entrances definite movements into the
scene, Attention will be on an entering
sctor immediately, so he should clearly indi-
cate that he is striding in, or strelling in,
or thoughtfully wandering in, not simply
coming onstage to get into the act.

Be in eharacter when entering, not a few
moments later, An actor should assume the
facizal expression, posture, and mental atti-
tude of his character while still offstage.
Make entrances early enough so that the
entering sctor is onstage on time, There
should be no wait for his lines, If the
sight of him 1s to interrupt dislogue, he must
be there so that onstage sctors can react
without awkwardly pausing untll they can see
him,

Exits

Make exits a definite kind of movement. As
in making entrances, actors should stride,
strell, wander, sneak, and so forth, from the

stage, not simply go into the wings.
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b. Maintain charscter until completely out of
sight.
¢, Time exits so that the actor gets off the set
at the desired moment. Actors left onstage
ghould not have to wait to resume dlalogue
unless a pause 1s planned, On the cther
hand, all the exit line should be spoken before
the actor gets out of sight unless the direc~
tor wishes to give the impression of conversa-
tion being continuad as the actor or azctora
leave the area,

Cues

a, Lines should ordinarily follow sach other
with not the slishtest pause between them.
They should slightly overlap, if anything.

b. When interrupting a speaker, begin to speak
before the first speaker has stopped. The
speaker who 183 Interrupted should know what
would have been seid if he had been allowed
to continue the line, This knowledge willl
give more meaning to the line, and, if scme-
time he is not interrupted in time, he can
go ahead and ad 1ib until his fellow actor
picks up his cue.
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¢. There should never be a pause before sound
effects, light moves, or other technlical
haprenings whiech are suprosed to break inte

lines or action.

Other polishine details, Much could be sald about
sach of the Tellowing points., Because of the limitations of

this handbook, they are gilven brief treatment in relation to
their importence in producing interesting plays.
Group act
a. A4ll onstage charecters should constantly
llsten tc the actor speaking and react to what
is sald and done. The entire group should
alweys be acting, not just the person with
the line. The speaking sctor needs the sup-
port of his listeners to help meke his lines
meaningful,
Mg intaining characterizations
a. Actors should maintain their characterizations
every moment that they are onstage. The
moment they fall to speak or move in charac~-
ter, they risk breaking the illusion of the
play's reality.
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Gestures
a. OStage gestures should be big, wide, forceful
moticns which can be seen plainly end unmis-
takably interpreted by the asudience.

b, When gesturing and earrying objects with one
hand, use the upstege hand so as not to cover
the face or the body.

¢. Have a veriety of gestures, Avold use of any
one gesture too often, The gesture saould
always be appropriate to the thought it accom~
penies, If the sctor keeps this polnt in
mind, his gestures will not become monotonous.

Business

a, Make certain any stege business 1is performed
in plain view and is emphasized so that the
audience does not miss seeing it.

Yoice

a. Make sure every actor is speaking loud enough
to be heerd everywhere in the auditorium.

b. Check actors' voices for distinctness. Some-
times a loud voice 1s hard to understend
because of sluggish enmunciation, frequent
mispronunciations, or perhaps because the

voice 1s muffled by & costume or prop.
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Momorization. When actors are golng through lines
and blocking for the first time without books, the director
should see that they develop good habits in calling for a
line from the staze manager, A good habit 1s one that they
can use in actual performances should they need to do so, one
which maskes the memory lapse as undisturbing to the audience
as possible., A very widely used system 1s for the actor to
hold the position and facial expression of hls character and
sinmply say "Line™ in an ordinary tone of voice that will
easlly carry to the stage mensger in the wings., Usually as
scon &5 he 1s gilven the first few words he can go ahead with
the line and resume the scene s¢ quickly that meny times an
audience is umaware of what has happened.

A moment of forgetfulness can completely shatter the
mood of the play il the actor allows himself to exelaim,
"Oh, my goodnessl™, or snap his fingers, or run his hand
through his halr, or turn to look frantieally toward the
stage manager for help. The time to prevent spontansous
nervous reactions of this kind is during rehesrsals, An
actor can easlly develop the hablt of maintaining his charac-
terization and ealling "Line", Then 1 he should forget
during performance, he will almost always automatically do

&s he has done in rehearsals,
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Technliecal Rehearsals

All actual stage and hand props, sets, light moves,
sound effects, costumes, and perhaps meke-up are used during
rehearsals for the first time et this stage of the schedule,
The director's goals are two-fold, First, he must see that
actors learn to use unaccustomed technieal equipment natu-
rally, that they appear at home with i1t, Ferhaps scenes
will have teo be repeated to allow them to practice with
difficult cbjects suech as dainty tea cups and saucers,
stubborn window latehes, and the like.

Secondly, he rust make sure that all techniclens
clearly underatand their moves and that they write each move
and 1ts cue on a cue sheet, The director may need to psuse
during breaks in the action to give technicians time to
straighten out thelr moves, decide who 1s to do what, and

write down cues,

Dress Rehearsals

If two dress rehearsals are held, the first one can
be used to make a Tinal chesck 2nd nesded corrections of
technical moves as wWell as a complete oostum; and mske-up
run=-through.

At the final necn-stop dreww rehearsal, the direcior .
mey find it valuable to invite a few people to attend to
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provide a practice audience. Their presence will make the
rehearsal seem oven more like a real performance, and this is
precisely what the director wants, This rehearsal should be
absolutely non-stop, with everyone maintaining performance |
conditions, Actors will thus get some experience in "cover-
ing" eny mistakes, such as forgotten lines, technleal blunders,
or minor onstege zcecldents--knocking over a lamp, dropring a
dish, or being left high and dry with a lighter which will
not 1light.

They will also be able to get experience in holding
for laughs, a most essential detall i1f the play is a comedy.
Holding for laughs is the practice of freezing all lines end
movement when the audience 1s laughing at the previous line
or bit of action, then resuming the dlslogue when the laughter
has begun to subside and lines can again be heard. During
this time actors pust stay in character and remein where
they are. The heartiest laughs rarely exceed six seconds;
the audience will not be aware of atopped action,

Immediately following the final curtain of the last
dress rehearsal is the time many directors choose to rehearse
curtsin ealls, They have previously planned in what order
actors should arrange themselves and what they should do
during each call, Some directors 1like to have actors enter
one at a time, bow, and line up along the Iront of the stage.
Anothsr procedure 1s to have the actors stationed in two
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or three groups about the set when the curtain rises for
the first ecsll., OCther directors prefer that actors simply
line up for the calls and perhaps smile and bow when the
curtain rizes. Some vary their procedures, using the one
which seems appropriate to the mood of the play,

Whatever kind 1s used, 1t should be executed swiftly.
Actors should get in their positions lmmedistely after the
last act curtain, end, as soon as applause bsgins to dwindle,
the stage menager should signal the curtain man to end the

calls,

The Directorts Duties Between Final Dress
Rehearsal and Strike

When final dress rshearsal 1s over and the director
has completed meking his comments to the cast and crew, most
experienced theatre people, mctors and directors allke,
recommend a difficult Sask for the director. It is that he
turn the show over to the stage manager and step out of the
pleture until time to direct the strike., This is an indirect
way of .luggosting that he keep "hands off" during perform-
ances,

His technical erew by now lnows what to do backstage,
the actors are as well trained as they ever will be, the
house manager 1s taking care of the esudience, and the stage
manager has & grip on all the reins, It is the opinion of
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experts that this staff can function much more efficiently
without the director'!s nervous presence,

He is sllowed, by these experts, to make a short pep
talk to the cast and erew shortly before curtain time end to
extend congratulaticns after performences, but hils direct-
ing, in the limited sense of the word, should cease after
final dregs rehearsal,
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CHAPTER VII
THE TECHNICAL PRCBLEMS

To many & first-time director the techniecal side of
play production must seem absolutely to demand the services
of six differemt highly fkilled craftsmen. Tc one lone,
inexperilenced newecomer, the direction of these complex
activities, meny of which may be completely foreign to him,
such ea designing costumes of o certaln poriod or getting a
particular effect wilth make-up, mmst appear to be a stagger~
ing problem.

Here min; as in meny of the other phasss of direc-
tion, the new direector must rely heavilly on his imagimstion
and native good judgment and realize that directors with
vast experience with the stage arts have never laarned
enough tricks to allow them to gquit using their full allot-
ments of inventiveness in creating stage effects and common
sense in declding what looks good onstage, With these two
qualities freely operating plus the help of some thoughtful
organizing, the sclving of technical problems can be one of
the most fasecinating phases of production,

In orgenizing each of the six technieal aress--set
construetion, props, lights, sound effects, costumes, cnd
makxe-up-~the director should first of all study his script
carefully to sese just what are the technical needs of the
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show, He determines those needs by reading through esch act
and noting the sets the author calls for, the type and number
of props, the sound affects deseribed in the 1talicized
staging notes, the lighting suggested for each scene, the
costuming and make-up needs of the special character roles,
and also any unususal cnstage tricks that need to be accom-
plished, such ss those in the suspense~-filled horror play,
Dracula. In one seene the spirit of Count Dracula invades a
framed plcture on the wall and from there casts = spell over
the maid by following her movements with an outstretched arm,
causing her toc do his bldding, Another example 1s in Blithe
Spirit when the two dead wives of the leading man come back
to haunt him, They beccme argry at him and, unseen by the
audience, stert throwing veses, ash trays, and lemps, FPle-
tures fall off walls, objects crash te the floor, and general
mayhem reigns as the final curtain falls,

After he has read the technical suggestions for the
entire play, the director should then go through the seript
egain and decide exectly which effacts he will try to ettain.
He may decide to follow the seript's suggestions just as they
are, or, as is more often the case, he may find that with
his theatre, equipment, and staff some changes are neces-
sary. It should be remembered that many scripts are written
with the professional theatres of Broadway in mind, thestres
thaet are eguipped to achleve intricate technicel effects
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with comparative eass, Most amateur directora find i%
possible to =implify maeny of the requirements desecribed in
scripts, elimineate others completely, and still give very
interesting productions, For instance, to effect the final
chaotic scene of Blithe Spirit mentloned above, the seript
suggests using a list of seven dlfferent tricks, one of
which involves rigging a certain tyre of phonograph 1lid so
that it ean be slammed from offstage several times, Thls
bit of action could easily be eliminated if this certain
type of 11d is not avallable, and the scene would not be
seriously impsired. In another scene of Dracuila it is sug-
gested that Count Cracula's leap through a window be
accomplished with wires attached to him which pull him up
and make him seem to turn into a bat before the audlence's
eyes~=g complicated bit of maneuvering for the average
amateur group. This leap can be grestly simplified yet
zive the same impression 1f the Count merely stands upstage
of and next to the window and takea a springing, Superman-
type leap upward ocut the window in a downstage directicn
into the walting arms of a couple of technicians (they catech
him in order to prevent & disillusloning thud when he
lands). It is far more important to master whatever stage
effects are attempted and perform them smoothly during
performances than it is to try to accomplish every fancy
trick in the book.
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Direectors often find the special sectiscns 1in the
front or beeck pages of many playbooks very helpful in teche-
nical planning., Some seripts ineluds suggestions for
attaining any spscial effects called for in the course of
the play. Cther velueble aids are stage prop lists for each
act and hand prop lists for each churacter, lighting plots,
floor plans for sets, disgrams of arrangements of stage
props, a 1ist of the type and number of cestumea each charac-
ter needs, and sometimes a section deseribing the characier
rcles znd suggestlons for their meke-up., Some of these alds
are quite valuable, OCthers are rather useless to the amateur
direstor because they are not thoroughly explained or they
suggest plans much too complex for a mesagerly equipped theatre.
However, the suggestions are certainly worth consideration,
for they may provide ideas which can be adapted for use, 1if
not followed literally.

Having considered all of the technical problems, the
director should have a definite list of desired effects,
He can now meet with the stage menager and cutline in detall
the sets tec be built, He can present the prop manager with
a final 1list of props %o be gathered, the costume mistress
with & description of each character's costume needs, a
specific technielan with each of the special onstage effects
to be accomplished, and so forth. At this polnt it is most
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important that sach task be definitely assigned to someone
for completion.,

Part of the director's task, of course, 1= to advise
the technicians ir working out their problems. The new
director will prcbebly need tc extend the same advice that
an experienced director would: Iinvent, borrow, and study.
When a scene calls for an cnstege trlek, the technicien
should experiment until he comes up with & way of making it
sork. If a parden nose is needed in Act II and one cannot
be located in the theatre bulldirg or among the possessions
of the members of the drama grour, the prop chairman mey have
to borrow one from a community resident, If some new scenery
st be built and neither the director nor the stage erew
has had experience in astagecraft, they will need to read e
good explanation of how to comstruet and peint flats.

As was stated In the introduction to the handbook,
this chapter will not go intc a diseussion of techniecal
methods and prinelples, A treatment of any of the six phases
thorough enough to be of help te the new dirsctor would be a
task beyond the scope of this endeavor,

Following are reforences to some entire books and to
sections of others whiech will give the new director valuable
information in all six technicsl arsas,
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dren's Theatre Press, 1956. Chap. X, pp. 156-104.
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Cornberg, Sol, and Emanuel L., Gebauer, A SEage Crew g%gg
book. New York: Harper & Brothara Pe

PP. 128-136.
Philippi, Herbert, Stagecraft end Scene Des . DBostont
Houghton mrrim"vs'o."", 1953. Chap. X, ,—p“% . 354~-369,

Make~TUp

Crafton, Allen and Jessica Royerl Act;gg. New Yorks F, S,

Corson, Richard, Stage Make-Up. HNew York: F. S. Crofts &
Co., 1946.

Lene, Yoti, Stege Make-Up. Minneapolis, Minmnesota: North-
western Press, 1950.

Liszt, Rudolph G., The Last Word in Make-TUp. New York: Con-
tsmporary Play ProduotIon 1938, i
Strenkovsky

Serge Ehe Art of Make-Up. New York: E, P.
Dutton & Co., i9

Costumes

Barton, Luey, Historilc Costume for the Stage. Boston: W, H.

Baker, 1935. lHIghiy recomnendo

Wileox, R, Turnmer, Tho Mode in Costume., New York: Charles
Soribnor's Sons 5

ADDRESSES OF THEATRICAL SUFFLIERS

A very useful catalogue of addresses for every play
director is Simon's Directo of Theatrical Materl

Services, and Informatlion. The directory covers the entire
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United States and Canada and lists where to buy, rent, lease,

or find out sbout "everything nesded for the production of
stage attractions and the management of theatres." Addresses
are classified under the varilous types of stage equipment.
Within the clalsirlsatiop- the supply companies are listed
by states. The director can therefore easily find his nearest
source of supply or information for anything in production
materiel.
These directories sell for §2.50. Te order one,

write

Bernard Simon

178l Broadway

Hew York 19, New York

Below are listed the names and addresses of suppliers

used by the Theatre Department of Ksensas State Teachers
College, Emporia, Kansas, Some of the companles are used
beeause they are located nearby, since malling costs are a
consideration when ordering large quantities of supplies.
Others are recommended regaerdless of distance because they
have proved to be the economical and reliable places to buy.
Hence, this list may be of slightly greater.value to direc-
tors in the Mid West, but directors anywhere in the country
may find it of some use.



Set Construction

General Supplies
Great Weatern Stage Equipment Co., 1435 Grand Ave,,
Eansas City §, Mo,

Canvas and muslin
Astrup Company, 39 Walker St., W. Y. 13, N. Y.

Howe & Bainbridge, 220 Commereial St., 3Seston 13,
Mass,

Paramount Textile Mills, 3l Walker St., N. Y. 13,
N. X.

Curtaining '

Great Wastern Stage Equipment Co., 1324 Grand Ave,,
Kensas City 6, Mo,

Grommets
Belmont Jobbing & Supply Co., 3180 N. Clark St,,
Chieago 1h, I11,

Hardware

Bush, Mize, and S1lliman Hardware Co., Atehison,
Kansas

J. R, Clancy, Inc., Syracuse, New York

Paint brushes
Gothie Color Co,, 90 Ninth Ave., W, Y. 11, H. Y.

George B, Watson Co., 417 5. Webash Avenue, Chicago 5,
I1l. '

Secenery Paint
Gothie Color Co., 90 Ninth Ave., N. Y. 11, N, Y,

Serim

Premier Studios, Ine., 41l W. 45th St., N. ¥. 36,
N. Y,

Thestre Production Serviece, 45 W. Lb6th St., W, Y. 36,
H. Y.

Tobaceo cloth
Clinton Cotton Mills, Clinton, South Carolina
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Properties
Celastic
Ben Walters, Ine,, 125 W, 26th St., W, ¥. 1, N. Y.
Leather
Hholscaio Import Co., Box 12, Dept. S,, San Gabriel,
alif,

Novelties
Optiean Bros,, 300 W, 9th St,, Kansas City 6, Mo.

Oriental props
Miys Company, Inc,, 39 E, 28th, N, Y, 16, N. Y.

Lighting

General Lighting Needs
Capitol Stage Lighting Go., 527 W. 45th St., W. Y. 36,

Century Lighting Co,, 521 W, 43rd 8t., W, Y. 36, W, Y,

Oeln:bi.; Stage Lighting Go., 341 W, 47th St., W. ¥, 19,

Kliegl Bros., 321 W. 50th St,, N, Y, 19, N. Y,
Gelatin
Great Western Stage Equipment Co., 132l Grand Ave,,
Kansas City 6, Mo,

Peramount Cosmeties and Thestrical Supplles, 242 W,
27th 8¢,, N Y, 1, . Y,

Roseoe Laboratories, 29 Moore St., Brooklyn 6, N. Y.

Sound Effects

Sound effects records for a specific play are ususlly

obtalned from the playbook publishing ecompany.
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Make-Us

General Needs 7
Paremount Cosmstics and Theatrical Supplies, 232 W,
27¢h 8%,, N, ¥. 1, N. Y.

Theatre House, 412 Vine St., Cincimnati 2, Ohilo
CGos tumes

Costume rental
Colorado Costume Co., 1751 Champa St., Denver,
Coloradoe

Eaves Costume Co,, Inc., 151 W, Ubth St., N. Y., N. ¥,

Kansas City University Costume Rental Service, c¢/o
ECU Playhouse, 51st and Holmes, Kanses City 10,
Mo.

Northwestern Costume House, Inec., 413 Nicellet Ave,,
Minneapolis, Minnesota

Western Costume Co., 533 Melrose Ave,, Hollywood 38,
Calif,

Costume supplies
Marilyn Arts Co, (for rhinestores, sequins, etc.),
3561 Larimer St., Denver 5, Colorado
Philmar, P. 0. Box 1216, Studio City Station, N. Holly-
wood, California

Southern Importers, P. O, Box 640, Houston 1, Texas

Costume rack markers
Red Wing Products, Bellerose 6, N. Y.

Dyes
Fezandie and Sperrle, Inec,, 205 Fulton 8t., N, Y. 7

N. Y. ’

Fabries
Dazian's, 125 N, Wabash Ave., Chicage 2, Ill.

Eisents, 2300 McGee, Xansas City, Mo.
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Kap-g;l Fabries, Ins,, 1026 Broadway, Kanses City 5,

Maharam Fabrie CGorp., 150 S, Wabash, Chicago, Ill.

Southern Importers and Exporters, F. 0. Box 640,
Houston, Texas

Feathers
Mangrove Feather Co., Inc., 39 W. 38th St., N. ¥. 18,
s X.
Jewelry

Norman S. 3tiefel Co., 700 - 709 12th & Walnut Bldg.,
Kansas City 6, Wo.

Notions
Frisby's, 1517 W. 6th St., Topeka, Kansas

Opera hose j
State Sales Co., 65 W, Harrison St,, Chiecago 5, Ill.

Tights
Ben and Sally Dance Footwear, 1576 Broadway, N. Y.,
N. Y.
Capezio's, 15 E. Washington St., Chicago, Ill.
Robinson's, 1016 Main St., Kansas City 5, Mo.

State Sales Co,, 65 W, Harrison St., Chicago 5, Ill.



CHAFTER VIIIX

ADVESRTISING THE PLAY

In this busy day and age 1t is scarcely necessary to
point out the necessity for advertising a play. Most Ameri-
can comrunities offer countless regular social activities
which cen keep their citizens occcupled every night of the
week-~civic organization meetings, ehureh activitles, school
activitles, athletlc events, and so on. Besldes these
affeirs, various commerelel entertainment offerings vie for
America's evenings. Getting a lion's share of them of late
i1s television with its steadily improving quality of pro-
gramming,

Fortunately, in spite of all there 1s to do and in
spite of all the easy access to movie and television drama,
there are still many, many people who will bypass other
forms of entertaimment to see a good play, for the legitimate
theatre alone offers that exeiting experience of secing real
people enact a story. The impact of actual personalities
-1s moving and thrilling as films can never b’.

Avpealing though plays are, pecple must be made aware
that one 1s to be held before they can attend. Herein lies
e big reason for advertising widely. Sometimes they must be

made aware again and again and agein before they are convinced
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that an amateur group 1is worth going to see; here is a big
reasson fer advertising often.

Probably the best kind of advertisement for any drama
group, amateur or professional, is to have a past record of
high-level performances. Lacking this, the next best way to
assure a loyal audience at play after play is to begin now
to give good performances of worth-while seripts., Soon the
people of the commuanity will realize that good actors and
exclting theatre are not necessarily famous actors and pro-
fessional theatre. They will learn that even hard-working,
talented youngsters can provide them with stirring interpre-
tations of good drama.

Even so, human nature being what it is, the wise
director will see that the neme and the date of hies perform-
ances are put before the communlty as often and in as many
different ways as possible so that no cne can escape being
reminded of them many times,

To organlze and ecarry out a thorough advertising
program the director will need to appoint a publicity manager.
He may be put in charge of directing the entire publicity
cempaign and of managing ticket sales, sinee the two tasks
are closely related. However, some diredtors prefer to
appoint another person as business manager and give him
charge of ticket sales,
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Ideas for = Publiclty Campaign

The following peragraphs deseribes some relatively
inexpensive advertising devices that have been used with
aood results, An ambitious publicity manager cen probabdbly
think of others., A really vigorous campaign includes many
stunts, not just one or two, and 1f they are promoted ener-

getlcally, they will prove well worth their cost.

Posters. Bilg, showy, attractive posters are always
excellent attention-getters, provided they are displayed in
a prominent spot. It 1s always good for public relatiomns to
get permission from the proper authority before posting or
painting signs anywhere, and most downtown businessmen are
perfectly willing, if asked in sdvance, to let drama groups
display posters in their shop windows, Any populer publie
places, such as drug stores, coffee shops, restaurants, banks,
the post office, hotel lobbles, school hallways, and so forth
are fertile display ground,

There are numerous variations of the ordinary poster,
Small stand-up placards can be used on restaurant tables
and end tables 1n doctors!' and dentists! waiting rcoms,
Actual photographs of the cast members, or some of them,
on a large plece of posterboard make an outstanding sign.
Big heavy cloth banners can be painted with the pertinent

information and stretched overhead across a street or hung
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flat against a building. Handbills can be distributed on a
busy shopping day or placed under auto windshield wipers,

Whatever kind of signs or posters are used, the
director should take care that no messy, hastily-done
publicity is distributed, for it is only nmatural for the
public to associate the quality of the edvertising with the
quality of the psrformance, Fosters should be neat, easy
to read, and grammatiecally correct--spelling errors invite
an undoesirable reaction from the reader,

A source of professiocnally prepared lllustrated
posters, as well as ready~to-use newspaper releases, ad
slogans, excerpts Irom New York newspaper reviews, a history
of the play, a blography of the author, 1llustrated post
cards, and illustrated advertising mats, 1s the Package
Publicity Service, of 1674 Broedway, New York 19, New York.
These publicity packets are avallable for many well-known
plays and musicals. If interested, the publicity manager
should write for a catalogue listing such plays.

Announcements. The local newspaper will welcome a
well=-written story about a coming performance, and, as men-
tioned above, the Fackage Publicity foldor:-aro very helpful
in this respect as their storles include & summary of the
plot of the pley. Perhaps the newspaper will send a
photographer to get some rehearsal shots, or the drama group
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may be asked to furnish some prilctures, Usually a paper is
willing to run an advance stery as soon a8 the play has been
selected and the cast eannounced; then a day or so prior to
performance they will print a short reminder of the time,
date, end place.

In moat communities there are other periodieals which
will be valuable in getting word of the play to mmaller
groups. Some churches, community service clubs, industrial
plants, and other orgenlzations print weekly or monthly
newsheeta; a notice in these small paperas may arouse e sur-
prising amount of interest.

Besldes written announcements, there are many oppor-
tunities to get voocal plugs, The nearest radic and television
stations should be all means be exploited, The program
directors willl almoat certainly announce the show on news-
casts, perhaps give it fuller discussion on disec jockey or
similar programs, and may even have some of the cast on the
air for an interview and maybe some short skits from the
play. Many times all it takes to get exciting advertising
opportunitles 1s a courteous request, but it usually always
takes that, HNewspepers and radic and televisiocon stetions
seldom seek out publicity managers; 1t must be the other way
around,

Another kind of voeal publicity is making announce-

ments at publie events, The publiclty manager can request
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permission to have the coming play announced at schocl
asfemblies, half-time at athletle events, at church services,
community eludb meetings, and so forth, Whenever it 1is pos-
sible and spproprilate, he'll be wise to have some tickets
end some change on hend ard try to make some sales right
there,

On the day of the play, or perhaps the preceding day,
a sound truck ean be rented and loudspeakers can boom last-
minmute reminders through the downtown section and residential
areas,

All ammouncements and posters should make clear the
title of the play; the producing group; the date, time, and
place of production; the price of admission; and how tickets
can be obtained,

Skits. An excellent way to stimmlate active interest
in the play 1s to present to a group a series of short
cuttings from the play. A school assembly, an afterncon
laides' ¢lub meeting, and a businessmen's luncheon are a
few examples of possible opportunities for this kind of
publieity. Again, tickets should be ready f?r sale follow=
ing the skits if possible, If skits are attempted, the
director should take great care that a lively, interesting
few minutes--around ten minutes in all is probably long
enough==1s planned in detall, for here as in poster
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displaying, a good impression is important., 4 dlsorganized
group of actors whieh takes up precious meeting time just
getting themselves arranged and which then stumbles through
dialosue which makes no sense out of context would de much
better to stay at home, for no publicity 1s better than bad
publicity. The portions chosen for skits should be short
but complete scenes which fully display a brief episcds of
the plot. A narrator may introduce each skit and explain
encugh of the setting and plot so that the action can be
understood, Fest-moving scenes with plenty of action and
emotion make the best skits, If possible, the skit should
end with a bang at & moment of c¢limex.

Y Two or three snappy, gripping scenes make a program
of about the right length, The actors may add tc the skitst
effectiveness by wearing costumes and make-up, but these
are not really necessary, The sudience will also understand
the need to use makeshlft props and scenary and the absence
of speelal lighting, Perhaps the narrator ean vividly
describe these factors and call upon the sudience to imagine
what lsn't provided. Of course, scenes should be chosen in
which special lighting effects or heavy, nonportable props

are not absclutely necessary,

Parades. In some communities, a great deal of fun as
well as good advertising can be had by crganizing = parads,
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Usually someone in the drama group will have access to a truck
with a bed big enough to show off several actors in costume
and some props which will srouse curiosity. Just sbout any-
thing or anyone can be included in a parade: the high achoel
or some other commmumnity band is almost & must tc provide
musie to attract attention, or a sound truck playiang records
could substitute for a band; plenty of cars, esvecially
convertibles with cast members in costume perched on the
back seats, can lend horn-honking; saddle horses, decorated
or undecorated, can be made to seem appropriate somehow;
pecple can walk along earrying banners; any unusual vehicles
that the community may boast, such as foreign cars, old cars,
horse-drawn carts and wagons, cen be decked out in big
signs which proclaim the title and date of the play to both
sides of the street--these are but a few possibilities,

Thorough preparation and planning is important in
this as in preceding ventures. First of all, permission
must be obteined from eity offlieclals to stage a parade, and
a time, date, and route must be fixed. Motoreycle pollcemen
may be provided to bloek the traffle while the parade 1s in
progress, Next, the time, date, and route must be made
knovm to participants, The leader of the column rust be
Instructed as to when to get underway, how fast a pace te
set, and exactly where tc go, Everyone should be clear

ebout what to do when the parade 1s over,



137
Just as important as any of the above preparctlons
is the need to publicize the faet that & parade will be held,
its time and date, and the route it will fellow so that
spectators can plan to station themselves somewhere along
the route at the proper time, else participants may {ind
themselves parading before empty sidewalks,

Ticket sale drives, There are various ways to orgen-
ize intensive ticket~-selling campaligns, With the city's
permission, a stand equipped with big, plainly lettered
signs can be set up on 2 downtown sidewalk during a busy
cshopping day and tickets can be hawked to passersby.

Also, tickets may be distributed among members of the
drama group, who are then charged with selling as many as
possible, Some publicity managers have divided their com-
munities into zones, and on a certain day each ticket-seller
is asssigned to a zone. He then canvasases the entire mne,
going from house tec house selling his wares,

A device for stimmlating ticket sales in student
drama groups 1s the contest, If an attractive prize is
offered to the person who sells the most tilckets, a feverish
race 1s apt to develop which may bring in big sales,

House-to~house selling cempaigns may have more effect
than the number of Immedlate sales indicates, for the play
has at least been wildely publlieclzed, and many people who did



138
not buy tilckets then may later declde to attend and buy at
the door,

Ways to Organize Ticket Sales

Part of the publicity manager's responsibility (or
the business manager's, as the case may be) 1s to organize
the ticket sales, Usually theatres issue elthsr genersl
admission tlckets or reserved seat tickets, but some, because
of speclal ecircumstancss, work out plans which combine the
general admission and the reserved seat, Bach kind of
ticket has its advantages, and the publicity manager should
analyze his situation arnd use whichever plan 18 most con-
venisnt and economleal for his staff and for his patrons,

General admlission tickets are probably simpler to
handle, cheaper to have printed or sssier to type and dupll-
cate 1f the publicity committee ia to make them, and more
flexible to use in on-the-spot selling campaigns. This kins
of ticket merely admita the holder tc the auditorium; 1t
does not assure him of & certain seat. Therefore, auditorium
seats do not need to be numbered and lettered by rows, and
on performance nilghts ticket-taking end ushering are rela-
tively uncomplicated, Information on these tickets can be
very brief; usually the title, dete, time, and place of the
production and the price of admission is snough, They can
be checked out to numerous members of the drama group and
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peddled eimmltaneocusly, since there is no seating preferencse
to deal with.

When using general admission tickets, publicity man-
agers need to be careful not to oversell the seating capacity
of the audltorium, If the suditorium seats 1,000 and the
manager releasss 2,000 tickets to his committee members for
selling, he may find when results are checked that he has
sold 1,500 seats., A sure way to avoid this situation is to
have only the capascity rumber of tickets printed and issued
to sellers,

Reserved seat tickets sre preferred by many thestre-
goers and very often by directors. The patron may desire
to sit in a sertain section of the auditorium; hiz reserved
seat ticket allows him to do so without having to arrive
early and beat the erowd, The director likes to know in
advance how large en sudience he will have at the perform-
ence; the reserved seat sales give him a more accurate
indlcation than do general admission sales,

Another advantage for the director 1s that he can
distribute the audisnce throughout the house as he wishes
by directing ticket-sellers to sell those seats which will
rlace people where he wants them. In this way he can scatter
a small audience evenly throughout the house and make 1%
seem much largerj he also prevents the audience from bunch-
ing in one area. This strategy 1as psychologically
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advantageous for the audience themselves and for the actors,
The people in the audience may feel somewhat uncomfortable
if they see whole sections of the house unoccupled., As for
the actors, they have been trained to inelude the entirse
house--the left, center, right, front, and rear sections--
in their vciecs projection and their bloeking. It may be
disconcerting 1f they sense sudience response from only
one sectlon, It 1s mmuech better, though the applause is
light, if 1t comes from a wider area of the house.

This deliberate arrangement of the audience may be
accomplished when general sdmission tickets are used by
instructing ushers to esecort patrons tc seats in a scattered
pattern. Many times, howsver, the patron's desires of the
moment may not correspond with the usher's instructions. It
is mueh easier and pleasanter to arrange seeting when the
box office attendant can sell the patron certain seats in
the general area in whileh the patron desires to sit,

In order to use reserved seat tickets, the publicity
manager must do some careful planning., For one thing, he
must see that auditorium seats are mumbered corrsctly and
that all rows of seats are lsttered or numbered, depending
on the designstion he chooses to use,

Next, some kind of chart or other duplicate of the
audlitorium's seatirg arrangement must bs made for the

ticket-seller to use so he can mark off seats as he sells
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them, If a paper chart is used, he can pencil through the
corresponding seats as he sells the tiekets. A very handy,
more permanent, and qulte grarhilc deviece 1is a ticket rack
which is built with hooks or slots to hold tickets arranged
to represent every seat 1n the house. Before ticket sales
open, each ticket is hung or placed on the rack in its proper
niche; the rack 18 now a solid mass of tickets. Then, as
they are sold, the tickets are teken from the rack and given
to patrons, Thus, it 18 possible to tell how many seets are
sold and how the audience 1s distributed at any moment by

2 qulek study of the ticket rack.

Another necesslty for reserved seat ticket selling is
some conveniently located place where people can come to buy
their tickets., This place 1s generally the box office of the
theatre or auditerium if one is available., If not, any spot
where regular selling hours can be maintained will do. It
is imrortant that the location of the box office or its
facsimile be well publiclzed, along with the telephone number
(1f 1t 1s so equipped) and the hours and days 1t is to be
open, It 18 also important that the publicity manager see
that there 1s always someone on the job during those hours,
that this person thoroughly understends his task, and that
he has plenty of small change and extra bills on hand, The
box office attendant is a 1living advertisement for this play
and future productions of the drama group. It 1s important
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that petrons receive guick service and utmost courtesy dur=-
ing box office dealings.

Reserved seat ticket printing is more complex than
preparing general admission tickets, for each ticket must
zive the title, date, time, nlace, and price information
plus the seat and row mumbers or letters, Also, 1%t is
advisable for each ticket to inelude a stub which 1s
retained by the patron and can be checked 4in case of a
mix-up in seating.

Ticket=takers and ushers need to be carefully trained
when these tlckets are used so that patrons are directed to
the correct aisle and shown to their seats with as little
confusion a8 possible, Chapter IX contains a detalled dis-
cussion of this problem,

Some directors feel that a disadvantage of reserved
seat tilckets 1s that they carmot be checked ocut te numerous
salesmen and so0ld in downtown campaigns and door=to=door
drives such as were described earlier in this chapter, To
overcome this handicap, many publicity mensgers make use of
the season tlcket booklet. This booklet offers tickets at
a price slightly less than the single perforimance tickets
would be, However, the booklet tlcket for each performance
rust be presented at the box office and exchanged for a
reserved seat ticket. This procedure enables the publicity
manager to incorporate the wide publicity features of the
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general admission ticket with the convenlence-in-ssating
features of the reserved seat ticket,

Certain other precautions regarding ticket sales
organization epply regardless of the kind of ticket used.
First, if the performance 1s to be held more than once, some
mathod of easily distinguishing the tickets of the different
performences must be devised. The date can be printed om
the tickets and ticket-takers can be instructed to check
each ticket for the correct date. An eid to guick checking
is printing the tickets to one performance on paper of one
color, other performeances on different cclors,

A final detall of organization is determining price
differences. The director and the publicity manager must
declde what admission price to charge and, if minors or
students are to bs given a reduced price, what it will be.
If there are tickets of varying prices, these tieckets, too,
must clearly show that difference in order to facilitate
ticket talking.

SOURCES OF PREPARED ADVERTISING

Packagokpublioity Service, 167l Broadway, New York 19, New

Miniature Billboard Company, 10 East Llth St., New York 17,
Haw York



SOURCES OF MISCELLANEOUS MATERIAIS

Art supplies
Capitel City Blue Print Co., 421 EKansas Ave., Topeka,
Kansas

Craftint Manufacturing Co., 1615 Collamer Ave.,
Cleveland 10, Ohie

Photo supplies
Color prints « Minifilm Camera Corp. 1120 Ave, of
the Americas, N. Y. 36, N. Y.

Photo paper - Bastmen Kodak 3tores, Inc.,, 1515 Broad-
way, EKensas City, Missourl

Tickets
Hational Ticket Co., Shamokin, Pennsylvania



CHAFTER IX
MANAGING THE HOUSE

It 1= very easy for the beginning director to over-
look this atep of direction entirely or to seriously
underestimate the lmportance of detailed plsrning. In the
fever of coneentration on rehearsals, costumss, sets, and
all the other demanding technical tasks, 1t may seem to the
new director that simply gotting the sudience into the audi-
torium and into their seats i1s the least of his worriles;
what really cconcerns him is what they will wltneas on the
stage alfter they get there.

Careful, thorough orgenizatlion and management of the
house 1s, however, as vital %o a smooth performance and,
therefore, customer satlsfaction as is backstege procedure
and onstage happenings, If customers are made to stand In
lines for a long time walting to get tickets or to be seated,
they may well be out of the mood to be receptive to any kind
of performence glven by this group. Or 1f, after the play
begins, there is #o0 much distracting nolse outside the exits
that the audience c¢annot hear the lines, the actors might
Just as well go home, for thelr efforts will be in vain.
Both these examples would of course be undesirable develop-
ments, and they illustrate but twec of many reasons why



46

mueh attention is given in well-rum theatres to menaging
the house.

"The house" can mean two things. It may mean the
auditorium, or it may refer to the people who make up the
audience,

Care of both of these--the auditorium and the audi-
ence-~1s the responsibillity of yet another member of the
director's produetion staff, the house manager, His is a
Job that requires ability in thres areas: (1) ability to
‘aceept responsibllity in hendling meny details, (2) ability
to deal with people easlly and pleasantly, and (3) abllity
to use good judgment in naﬁing quick decisions. He should
be appolnted with care and instructed as to his duties well
in advance of the performance date, for many of his tasks
require no little time and effort.

Duties and responsibilities of the house manager may
be grouped under two headings-~his advance preparations,
some of whiech need to be begun weeks ahead of the performance

date, and his duties at performances,
House Manager's Advance Preparations

Orders programs, He is usually responsible for sesing
that the programs are printed with accurate and complste
information and are in the auditorium by the time the house

opens on performence night, If the programs are to be typed
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and duplicated by the drama group 1itself instead of dome by
a commerelial printer, he may need to appoint an assistent
to take charge of these processes.

Program contents should be plamned with the director.
The program states the pertinent production information
which the posters and tlokets carried--title of play, pro=-
dueing group, date, time, place, and price of admission. 1In
addition, it should give the name of the publishing company

from whom the playbooks were purchased and performance per-

" mission was obtalned,

A good program alsc tells the audience what they need
to know about the plaey to understand it, Perhaps a synopsis
of the scenes-~the date, time, and place each takes place--
will suffice, or the direotor may wish to add & section of
program notes which give further background about the play,
its author, and perhaps a short history of 1its professional
run, if any.

An imrortent function of the program is to tell the
audience who is playing each of the roles, and some direc-
torl.may devote another section %o acter information--
paragraphs giving a brisf personal history of each actor (or
each of the prinecipal actors if the cast is quite large),
inciuding any previous acting experlences, These histories

help the audience become acgquainted with members of the
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drama group, and many regular patrons will enjoy following
the careers of individual actors from play to play.

Listed in the program should be the names of the
director and all production staff managers, crew chairmen,
erew members--anyone who helped in any phase of production.
To many a backstage worker, seeing his name on the program
makes all his otherwise unheralded labors seem worthwhile.

Many directors use a section of the program to thank
publicly those commnity people obher than the production
staff who contributed to the production in any way. Often
towmspeople lend costumes, props, and use of other equlipment
and facilities to drams groups, without which most amateur
play production would be very difficeult indeed., This "thank
you" may be in the form of a parsgraph directed to all who
helped in whatever way, or it may be elaborated into a list

of names of everyone who mede a contribution.

Plans seating vprocedure, Regardless of the sige of

the expected audlience, a2 house manager needs to devise the
best syatem he ecen for guickly and smoothly accommodating
an onslsught of people, It matters not whether his erowd
numbers in the dozens or in the thousands; ; large percent
of his patrons will arrive very shortly before curtain time
and expect to be shown to their seats immediately. In order
to avold jammed aisles and walting lines the house manager
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needs to work out some kind of plan for quickly collecting
tickets and for direeting people to proper aisles and then
on to their seats.

If reserved seat tickets are being used, traffic
moves more swiftly if the patrons are told at the entrance
to go to the aisle which enables them to reach their seats
with the greatest eass, that i1s, by disturbing the least
number of already-seated persons,

If general admission tickets are being used, last
minmite seat-hunting and the disturbing of the same people
seversal times ean be avolded If ushers are instructed to seat
early arrivers in the center seats of the sections so that
latecomers can be qulckly seated on the aisles. Also,
general admission seating can be facilitated by placing
early comers near the front of the sections so that last-
minute and late arrivals will have room to be seated in the
Tear.,

But, to repeat; whatever the house, ticket, and
audience conditions, a house manager should study the
entrances and aisles of his house and plan an expedient

traffiec pattern,

Selects end trains ticket-takers and ushers. His
next step 1s to decide how many people are needed to handle

the ticket-taking and the ushering., Many directors alsec
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leave the actual recrultment of ushers to the house manager,
When they ere all chosen, he should meet with them & day or
so before the first performance and thoroughly famillarize
them with the details of their tasks and with any special
courtesy procedure he wishes to have cbserved.

First of all, ticket-takers must know what kind of
tioket is to be used and whether or not a stub is to be torn
off and returned toc the patron, FPerhaps the ticket-takers
will need tco check esach ticket carsfully for the correct
date or the proper price if student or minor tickets are
wsed, and they may also need to direct each patron to the
correct aisle.

If the audlitorium is large and contains several
aisles, it mey be helpful to have some ushers stand just
inside the entrances to hand out programs and again direct
people to aisles, Then "seating” ushers can be stationed
at the head of the alsles to eseort patrons to thelr seats,
Two or more ushers may be needed at each aisle 1f a large
erowd is expected,

The "seating®™ ushers need to know exactly which aisle
they are to tend, and they should elearly understand the
house manager!s seating and ecourtesy policy. For instanece,
here 1s a common ushering procedure whu"o reserved seats,
and therefore ticket stubs, are involved; the usher meets
a party of patrons, let us say for example a man and a
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women, at the head of the aisle, wishes them a good evening,
asks the man for his ticket stubs, walks ahead of them down
the aisle to the correet row, polnts ocut their seats, returms
the stubs to the man, waits until they are both seated in
the correct seats, then returns to the head of the aisle for
his next patrons, If the seats are the opera house type
that can be folded up untll ready to bs used, the house
manager mey want to see that all seats sre put up before the
house is cpened on performance night, end then, when the
usher shows his pairons to thelr seats, he can pull down the
exact seats that they are to occupy. This trick i8 one of
convenience as well as courtesy, for it clearly indlcates
which seats are theirs,

Uihcfi should be Instructed in seating persons who
come after the curtain has gone up, It is helpful if ushers
have flashlights to guide people down aisles in & derkened
house, Even when seats are reserved, some house managers
have latecomers seated enywhere in the rear so that others
will not be disturbed by the fuss of loeating and getting
into their seats,

Just before intermission begins and sgain shortly
before the play 1s over, ushers should prop open the exit
doors sc that people will be able to pass guickly outszide or
into the lobby. When everyone is seated again after
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intermission, doors should be closed immsdilately so that
quiet ean be quickly regeined,

There will be other details to be cleared with ushers.
They will need to knmow what time to arrive at the auditorium
and be in their positions, what time the house will be opened
to admit the public, what they should wear, and when they
will be free to leave. They should be reminded of the
im-~ortance to the entire drama group that every patron meet
with pleasant, courteous treatment throughout the evening,
Finally, should any unforeseen situation arise, such as
someons in the audience beeoming 111 or perhaps socmeons
having the wrong ticket, ushers should be instructed to
locate the house manager immediately, for he will have more
time to handle the situation, and he will probably be better
able to locate whoever 1s needed or to correct sny mistakes

involving tickets.

Locates ticket-takers' and ushers' egquipment. Ticket-
takers will need a container in whieh to drop the collected

tickets, If this container is a small bex, they mey have to
place it on a table and stand or sit behind it, Box, table
and chairs--whatever is to be used--should b; located and
arranged in place by the time the house is opened on per-

formance night.



153
Ushers! f{lashlights should be checked to make sure
they are in working order, and, shortly before the house 1is
opened, placed wherever ushers have been told to expect to
find them. At this time the programs should also be put
where the ushers ean get them as soon as people begin to

srrive.

Fosts emergency information. Whenever a crowd of
people congregates in a bullding, 1t 1s best to take steps
to deal with possible emergenciles., It is by no means rare
for a2 member of an sucdience tc need a doctor's services. lNo
one knows when fire will break out and the local fire depart-
ment will be needed. Thus, the house manager should see that
a list of emsrgency telephone numbers is posted by the
nearest telephcone. The list should inelude the numbers of
a doctor, an ambulance service, the fire department, the
police department, snd a taxieeb.

A small first aid kit which contains among the usual
itoms a bottle of smelling selts should be kept within easy

reach of the house manager,

Checks condition of the house. Several days prior to

performance the house menager should make & careful inspec-
ticn of the auditorium to make sure that it is, first of all,
safe Tor housing & erowd of people, and, secondly, 1s as
clean and comfortable as possible,
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Seats shouléd be in good comdition. Broken backs,
springs, and arm rests should be repaired, particularly if
reserved seats are sold. There should be no pretruding
nails, splinters of wood, or springs which might be danger-
ous,

Exits should meet fire law requirements., There must
be nothing blocking free passage from the alsles to the
doors, and 1t should always be posszible tc open the doors
from the inside. Exits should never be locked with a key.
If all the doors are not egquipped with the type of lock
which enables them to be opened from the inside when locked,
yet the house manager wishes to prevent entrance through all
doors except cone previcus teo curtain time, he can keep these
other doors unlocked and statlon an usher at each one to
keep pecople from entering.

Fire extinguishers in or near the auditorium should
be in gocd condition, and the house manager should know how
to operate them. In fact, he should make certain that at
least some of the ushers also sre famlllier with their opera=-
tion, for in the event of a fire, there 1s sericus need for
people who know what to do.

A few hours before performance time, the house
menagey should make a fipal check of the aunditorium. Seats

should be dusted, alsles swept, and any unnecsssary or
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unsightly equipment stored away out of sight, Finally, all

exits should be preperly secured.
House Manager's Duties at FPerformences

Checks persomnnel, On performance nights the house
maneger's first task is to arrive at the theatre fifteen to
thirty minmutes before time for the house teo be opened to
see that all the tleket-takers and ushers are present and

have all their equipment at hand.

Opens the house. When the ticket-takers and ushers

are ready, the house manager's next step 1s to open the
house at the arpointed time, Until he does so, the entrance
doors are locked eand the publie is not allowed into the
auditorium, Techniclens may wish to arrive prior to this
time and make last-minute tests of sound egquipments, lights,
curteins, and so forth, without fear of an audience member
wandering into the auditorium. When the house menager does
open the entrance doors, he notifies the stage manager imme-
dlately that "the house is open.”" Upon receivings this
message, the stage manager signals f{or the curtain to be
dropped into place ready for the opening of éhe rlay. He
then informs the backstage staff and the actors that "the
house is open,® and they immediately assume the discipline
they will maintain throughout the performance, for people
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will be coming into the euditorium from this moment on, and

there must be no noise from the backstage area.

Assists ushers with seating problems. While the

audience is arriving and being seated, the house manager
should be somewhere near the entrances where the ticket-
takers and ushers can easily locate him should some diffi-
culty with tlecketsor seating arise. Oceasionally, no matter
how eareful the box office attendants try to be, mix-ups do
cccur, Two tickets may have been printed with the same seat
mumbers and sold, the mistake undetected, to different
people. Or the patron may have bought tickets for Saturday
night and here he is, on Friday night, accompanled by his
wife and guests, blithely unawere that he has planned hia
theatre party a night too soon. In such cases, the usher
should eall the hcuse manager to settle the situation so
that he, the usher, can eontinue tc seat people and keep his
aisle treffic movinz. Needless to say, in regard to ticket
errors, no matter who has made the mlsbtake, the house manager
will do much to further good publie relations 4if he will
give to the viectim of the error the best unsold seats he has
left or offer some other solution which loav;s the patron
feeling that the house manager has done all he could te
solve the problem happily for the patron.
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Informs the director of a large unsested crowd at

curtain time. As curtain time draws near, an eye must be

kept on the number of people who are still in line at the
box office buying tickets and the number of people with
tickets who are waiting to be seated, If, five minutes
before time for the eurtain te go up, there is a large erowd
of people walting for these reasons, the house manager should
notify the director, for he may want to send word to the
stage manager to hold the curtein until further notice in
order %o &llow time for the ecrowd to be seated. Althcough
most directors strongly desire tec begin the play at the
advertised time, they also want the first scens of the play
to be seen and heard., If large numbers of people are filing
down alsles and getting themselves situated comfortably in
thelr seats after the play has begun, they and the people
whom they inevitably will disturb will miss sometimes entire
scenes and important exposition as a result of all the dis-

tractions,

Gives "curtain going up" signal., A few minutes,

usually three or four, before curtain time the house manager
gives the "curtain going up" signal to peopl; who are linger-
ing in the lobby to smoke or chat. This signal can be
several flicks of the lobby lights or a few sounds from a
buzzer. WNearly all theatre-goers know that this signal
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means that they havejust enough time to get to their seats
before the play begins., If they don't know, however, or are

for some oth=r reason slow to leave the lobby and go to
their seats, the house manager may need to urge them along
by walking through the lobby ealling "Curtain going upl"
several times in a loud, clear voice, them proceeding to
close the entrance doors in preparation for the play to
begin, If this praetice is cbserved for two or three suc-
cessive plays at the begimning of the performance and near
the end of eaeh intermission, audiences will eventually
respond te the signal lights or buzzer., It is usually better
not to hold the curtain for a loitering ecrowd, for if they
see that there is really no need to move when the siznal 1is
glven, the director may find that his actual curtain time
and length of intermissions 1s completsly cut of his control
and 1s dependent upon thas whims of his audiences,

inta uiet dur sr’o ces. When the audience
is finally in place for Act I and the curtaln has risen,
there begins what may be the most 4iffiecult part of s house
menager!s job, for during the action of the play he rust see
that ebsolute guiet is meintained in the lob£y and that no
distraction occurs, 1f he can possibly prevent 1t, or at
least no commotion is allowed to contimue, in the houss, If

a person in the audience is ealled outside for a conference
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with & messenger and unthinkingly spealks in ordinary tones
which easily carry back into the auditorium, it is the house
manager's responsibllity tc see that he lowers his voice or
converses elisewhere. IIf a baby cries for a long while and
the parents seem tc be inelined to stieck it out rether than
leave with the baby, the house menager mey have to have one
of the ushers offer to baby-sit with the youngster somewhere
cutside the auditorium, In dealing with situations of this
kind, there is no need to be apologetic, for in maintaining
a quiet house one is almply meking it possible for everyone
to enjoy the show, The house manager must be able to be
emphatic and tactful at the same time, so that he accomplishes
his purpose without antagonizing the offender.

Checks doors and lobby during intermissions. Each
intermission hils responsibilities are to see that ushers have

opened the doors shortly before the act cleses; that lcbby
and house rules concerning smoking and, if there are con-
cession stands in the lobby, eating are complied with; that
the ™Curtain going up" signal is given; and that entrance
doors are closed and quiet regained in the lobby as the next
aet begins,

Assists director in handling emergencies. If an

emergency Should arise during the performance, the house

manager should notify the director and assist him in dealing



160
with it. This policy is especially wise in student drama
groups. Reliable though a student may be, if he is a legal
minor, he should report such occurrences as accidents, 111-

nesses, and fires tc the director.

Stores egulpment and dismisses ushers., After the

show is over and most of the erowd has left the auditorium,

the house msnager should see that ticket-takers' and ushers!
equipment is stored &nd that any stray items left bshind by
forgetful audience members are talkten to the bex office or
some other spct where owmers are ant to call for them. Then
he can dismiss the ushers and, unless he 1s respcnsible for
locking the auditorium for the night, his dutles for that

evening are over.



CHAPTER X
STRIKE

As the curtain falls on the lasat act of the last per-
formance, there simultaneously rises within the breast of
the director a surge of mongrel emotion, In this mixture of
feeling somewhere 1s perhaps a twinge of sadness that the
show has come to its absclute close, for after weeks of
preparation and at the end at least some degree of accomplish-
ment, this unique machinery of people, egquipment, and thought
will never again be set into motion. Fart of his feeling
may be pride In the attainments of the actors and the staff,
not always just because they made 2 hit with the audience, if
they did, but more because of the new levels of realization
they reached whlle they were performing thelr various tasks,
ereating the show, Almost certainly a great deal of this
emotion will consist of simple, flerce, sweet relief that
"the thing 13 over with at last.” And who can blame him for
this latter sentiment?

However, as far as his directing duties are con-
cerned, "the thing" is not over quite yet, arid woe be the
director who reaches this moment of philosophical final-
curtain contemslation unprepared for the next manuever in
the direeting operation. To borrow from an old cliché,
although it 1s the last step, it is by no means the least
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in importance to the drema group and theilr future produc-
tions; therefore, 1t must be given Just as much thought, be
organized just as ecarefully, and executed every bit as thor-
oughly as any phase of production which directly affects the
gquality of the play ltself., Even if this group never gives
another play, this last task must still be done, and for the
sake of the individuals and the equipment involved, it 1is
advisable to do 1t systematieally.

In theatre jargon this final rhase of play direection
is called "the strike."™ It means "the clean-up." When the
strike has been completed, the stage, the backstage area,
the make-up rooms, dressing rooms, orchestra pit, the house,
the lobby, the box offlce--the entire theatre has been cleared
of the trappings of the play and restored to its original,
or pre-play, condition. This fact means, then, that all the
paraphenalia that has been accumulated in connection with
the preduction must be disposed of in some way. Every plece
of scenery, every lace doily, each light bulb, microphone,
top hat, tube of lipstiek, notebook, poster, and flashlight
rmst be assigned to & place and put there.

Cne look backstage immediately after any performance
at the dense clutter of objects large and small will be
encugh to meke the newest director realize that the strike
is & big jJjob. He may then sense that after the pressure of

the performance rcutine 1s suddenly gone, the whole group,
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actors and production staff alike, are intensely interested
in relaxing, or celebrating, or roliving the exeliting moments
of the rast few hours and even weeks, but that there is
1ittle spontaneous enthusiasm for the anticlimactic, unglam-
orous job of eleaning up the mess. Experiensed directors
know that this lack of interest in ¢leaning up grows more
pronounced every day that passes.

For these two reasons, the unattractiveness of the
Job and 1ts magnitude, many directors make three recommends-
tions concerning strike prosedure, First of all, they suggest
that everyone in the drama group, actors as well as technical
erew members, partieipate in the strike.

Secondly, they strongly advise that the strike be
held on the night of the final perfermance just as soon
after the curtain calls as possible, Actors will need a
few minutes to change from their costumes into work clothes,
and they and the rest of the company will prebably want to
relax Tor a 1little whille, During this break a =imple snack
may be feasible; it most certeinly will be welcome, Of
course, it is most important that the group be notifled of
this strike plan several days in sdvance so-that they can
make arrangements with their fawilies for remaining at the
theatre as late as 1s necessary tc comnplete the strike.

Thirdly, experienced directors point out that the
strike must be organized step by step. The wisdom of this
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sugzestion becomes evident when one imagines what would
happen if a group of people began toc tear down scenery,
carry off furniture, plek up props, umplug lights, and seo
forth, all at the same time without Ikmowing what tc do next
with the objeects in their hands, A miserable waste of time
and energy would be the inevitable result of such chaos, and
in all probability a lot of totally unnecessary damage to
expensive stage equipment, borrcwed articles, and even people
would enaue=-~all this not beecause reople were unusually
careless, but rather because everything cannot be done at
once: some tasks must awalt the completion o¢f others before
they can be safely commenced,

There are several other reescns for careful strike
plenning, For one thing, as the rroductions go by year after
year, prudent theatre directors find themselves with a
steadily accummulating stoek of secenery pieces, props, cos-
tumes, sound and light equipment, and make-up from these
pagt productions thet will be gquite valuable to them in
future plays, but all too soon they find themselves painfully
short of storage space, Whatever space the theatre does
contain can be mede to go much farther 1f an evaluation,
done preferably well before strike time, 1s made of the
remains of each production, so that equipment that 1s too
flimsy to survive another show or that ean easily and quiekly
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and cheaply be made or aequired again is destroyed and does
not occupy precious space.

Another reason for planning the strike is teo allow
for the careful storing of items that are to be kept. Each
kind of equipment should be assigned to a ocertain area which
is sulted to 1ts peculiar storage needs and where it c¢an be
readily located when it is needed again. Scenery can be
designated to stand in out-of-the-way places along walls or
in lofts, props assigned to a room with lots of shelves,
costumes to another room where there are drawers and space
for clothes racks, and so forth. It is equally important
that the equipment not only be placed in a pre-arranged area,
but that it be placed there carefully so thet (1) objects
willl not .bo damaged by handling or erushed or scarred by
improperly resting on each other, and (2) objects are arranged
within thelr area to take up as little room as necessary,
Too cften space that 1s svaillable is wasted by hastily dump~
ing things in the milddle of a room, then shoving them
aimlessly aside when the next item for storage comes along.

Finally, strike needs to be well thought ocut and
orderly because borrowed and sometimes rented equipment is
involved in virtually every production, Community residents
will be muech more wWilling to lend props, costumes, amd other
materials if they find time after time that their belongings
are returned tc them not only unharmsd, but clean. Each
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technical erew chief nmeeds to make certain that borrowed and
rented items are handled with care as they are removed from
the stage and transported to their owners. He should check
them before their return to see that they are clean and
undsmaged, If damage does occur, the drama group should
offer to pay for the repalr or replacement of the item,

To review, strike procedure must be organized so that
all equipment used in the production is disposed of in one
of three ways, It is elther (1) destroyed, or (2) stored,
or (3) returned to its owner,

Now that the purposes of a strike and the need for
some sort of systematiec attack have been discussed, the next
question will very likely be, "What is an efficient way to
organize a striket® Following is an outline of one method
of strike planning,

Organization of Strike Procedure

Earlier in this chapter it was recommended that the
strike be accomnlished after the curtain ealls of the final
performance. Ordinarily, then, strike will begin around
10130 or 11100 p. m., & somevhat late hour tq bezin a rather
sizable task, If the entire drama group perticipates, there
will be guite & number of people helping who are unfamiliar
with the technical side of the show and who must be told
every move to make, With these two factors operating, 1%
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will be necessary toc make strike plans with an eye to the
safety of the people involved, yet still get the job done as
quickly and as thoroughly as possible while at the same time
being ecareful to protect the equipment.

The lsteness of the hour may make the return of all
borrowed and rented material impossible that night. In such
cases, the orew chalrmen responsible can be imstructed to be
" sure that definite arrangements are made for someone to gee
to sach ltem at a spescific time in the very near future,

: In order tc ecarry out a smooth-rumning strike, many
directors follow a two-point program. First, the director
meets with each erew chalirman one at a2 time. He and the
chairmen discuss the tasks that must be accomplished by that
crew and work out problems c¢f procedure and storage so that
the chairmen c¢learly understands whet to do on strike night.

Seeond, the dilreector calls together all the erew
chairmen., In this meoting problems of cocrdination are dis-
cusgsed and general strilke requirements are emphasized.

Followlng is an example of & point-by-point outline
of the duties which a director may explain to each of the
crew chairmen and an outline of points he may wish to cover

in the meeting with all the erew chairmen,
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Strike Duties of Each Crew Cheirman

Construction erew chief

C.

d.

Explain disposal of the set to hls erew of
helpers, He will need to tell them what is
to be destroyed, what 1s to be torn apart for
serap lumber, and what is to be stored and
where to store 1it,

Divide his erew into working suberews to work
on speciflic tasks, if necessary.

Direct the erew in the pre-arranged order of
tackling each task, For example, thelr first
step may be tc do nothing until the props
crew has removed the curtains and draperies
from the walls, Step number 2--rip the fire-
place from the left wall and store the fireplace
in the loft, Step number 3--remove the door
flats from the set, and so forth.

Instruet erew to clean all lumber of nails and
other hardwere and to save re-usable lumber
and hardware such as screws, tacks, hinges,
bolts, doorstops, and the like.

Instruect erew to shout warnings to other
workers when letting scemery fall to the

floor or transporting big, heavy equipment.
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Props chairman
a. Explain to crew members what to destroy and

what to store and where to store it.

Sort items to be returned to lenders and make
definite arrangements for their rsturn.

Check these borrowed items for any damage and
soil.

Costume mistress

b.

d.

L.

=

Gather all costumes from any offstage areas
where they have been kept for actors! gquick
echanges and assemble them in ons place, such
a8 the costume room,

Sort theatre-owned costumes from borrowed and
rented ones,

Explain tc erew where to store the theatre's
costumes,

Make definite arrsngements for the cleaning
and returning of borrowed costumes.

Wrap rented items for mailing.

See that actors and other members of the
drama group take home all clqthes and cos-
tumes belonging to them,

See that dressingz rooms are left clear,



170
Elegtrician
&, Explain what is to be dismantled and stored
and where to store 1t.
b. Warn erew to turn off current before pulling
cords or removing bulbs,
Sound technician
a, Explain where and how to store the equipment.
Special care must be taken with delicate
machines such as sensitive mierophones, ampli-
flers, tape recorders, and record players.
b. Warn orew to turn off current before handling
electrical connections,
Mgke-up ehairman
a. See that all make-up contalners are capped,
wiped clean, and stored.
b. Remind actors tc take home all personal
make-up.
6., 3See thoet make-up tables and rooms are left
clean and orderly.
Stage mapager
a. Store prompt book.
Publicity chalrman
a., Remove signs and posters in theatre lobby and

the bilg ones downtown and elsewhere.
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House manager
a, Store flashlights, ticket box, and several
copiles of the program.

Strike Coordination Problems

Prior to this meeting of all erew chairmen, each
chairman has already discussed his own strike dutles with
the director. Now the director will discuss procedures
which affect everyone and any anticipated conflicts in
carrying out the strike, He may want to disouss the fol-
lowing points.

a. BEmphasize strike requirementss 1if at all
possible, erew chairmen are to complete thelr
part of the strike before leaving; they are
to take vwhatever safety precautions necessary
wnile working; they are to handle equipment
carefully.

b. Assign everyone in the drama group tc a strike
erew, Each chairman should estimate how many
people he will need. The stage manager should
post thils list of assigmnments,

¢. See if there are conflicts in planned use of
storage space.

d. Review order of overlapring and interdependent
jobs.,



