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Introduction 
The Allegheny College Department of Communication, Media, and Performance, in 

collaboration with the Playshop Theatre and its dedicated faculty and staff, has been instrumental 
in shaping my growth as a stage manager and theatre professional. This journey has been marked 
by challenges, learning opportunities, and successes, all of which have contributed to my 
development. I have stage managed two productions at Allegheny College, which has helped me 
learn and grow as a stage manager. My foundation in stage management consisted of Machinal 
(2023), directed by Professor Rachel Hoey, which was completed alongside THTR*180: 
Management for the Arts and THTR*223-00 Practicum: Management, which allowed me to 
learn, grow, and reflect on my progress as a stage manager throughout the entirety of the Spring 
2023 semester.  

Before Machinal, I assistant stage managed Proof (2022), directed by Professor Mark 
Cosdon, and All Good Things Must Begin (2023),  directed by Michael Mehler, as part of the 
2023 Climate Change Theatre Action. For All Good Things Must Begin, I subbed as the calling 
stage manager for one performance.  

Spring of 2024, I stage-managed Head Over Heels (2024), directed by Mark Cosdon. 
This production included a twenty-two-person cast, a ten-person crew, and an eighteen-person 
production and artistic team. Head Over Heels, showcased my growth as a stage manager during 
my time at Allegheny College challenging my skills and knowledge and allowing me to display 
my strengths, such as collaboration and communication, time management, and team leadership. 

I have also been the assistant production manager for the 2023-2024 and the Spring 2025 
Playshop Theatre production seasons, during which I helped aid in budgeting, tracking finances, 
obtaining and managing crew for production, assisting and mentoring stage management and 
growing production crew. Additionally, I have served as the production chair for the Allegheny 
College Orchesis Dance Company from Fall 2021 to Fall 2024. I have helped with scheduling 
and schedule creation, material orders and budgeting, crew staffing and training, and conflict 
management. I have also worked within the Allegheny scenic shop as a production technician for 
a total of four semesters, in which I took a gap to manage residents as a resident advisor. 

Furthermore, I have gained an invaluable amount of education in other areas of study. I 
have been able to attend all four years of my college career, The United States Institute for 
Theatre Technology national conferences in 2022, 2023, 2024, and 2025. Including, emergency 
holding protocol for shows, the stage management and production management toolbox, 
leadership and conflict management, disability and neurodivergence in theatre spaces, advice 
from professional theatrical managers, and networking with theatre professionals. 

2025 provided an immense amount of education outside of Allegheny. During the 
summer, I was the stage management apprentice at Transcendence Theatre Company. 
Transcendence allowed me to work in a quick-paced, summer-stock environment in which I 
learned from Actors Equity Association stage managers, and worked with actors that had been 
on Broadway. I was also fortunate enough to study abroad in London, United Kingdom at Queen 
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Mary, University of London (QMUL). At QMUL, I took unique performance and arts based 
courses such as Performing Disability and Illness, London Performance Now, and London Art 
History which allowed me to engage and learn about theatre, culture, and performance in unique 
ways that I would have never had the opportunity to at Allegheny College. 

Throughout my four years at Allegheny College, faculty, staff, peers and mentors have 
fostered my theatrical education and allowed me to learn and grow in incredible ways. Through 
this senior comprehensive project, I want to be able to share my own mentorship with the 
students participating in the Playshop’s production process. The manual produced from this 
project should support students, faculty, and staff in their endeavors to produce theatre in an 
educational setting. This project has significantly grown from its conception, starting with an 
idea to help support students participate in a production with a faculty-student power dynamic 
and wanting to include inclusive and professional practices, it has become all that and more. In 
this project, I documented and recommended policies and procedures for the Playshop’s 
production process rooted in communication, inclusivity, and professionalism. Finding that if 
students felt supported and connected in their educational environment, they would have a 
positive experience and continue working in theatre, not only in the Playshop, but beyond. 
Through this research, I have discovered—much like any stage manager would—that 
documentation is not just a helpful resource, but a powerful tool for fostering clear, consistent, 
and collaborative communication. 

The theatrical landscape currently consists of emerging research and discussion on 
various topics dismantling and reshaping the culture embedded within theatrical contexts, such 
as inclusivity, sustainability, and theatrical education. The research done for this project contains 
a multitude of literature containing various themes, methodologies, and theories reflecting the 
changes of theatre culture and education. This literature review explores a range of sources 
addressing key developments in stage management, inclusive theatre practices, experiential 
learning, peer mentorship, and the challenges facing academic theatre programs today. Through 
an examination of scholarly texts, union guidelines, institutional handbooks, and professional 
best practices, this review situates the current state of theatre education and production within a 
shifting landscape of values and expectations. 

Literature on stage management has become more significant as experienced stage 
managers are documenting their experiences and practices. Both Narda E. Alcorn and Lisa 
Porter, authors of  “We Commit to Anti-Racist Stage Management Education” and  Stage 
Management Theory As A Guide to Practice: Cultivating a Creative Approach are experienced 
stage managers and educators of stage management. Alcorn and Porter produce significant work 
regarding stage management education and diversity, equity, and inclusion practice within their 
educational works. These resources emphasize communication and equity-minded leadership 
allowing for a unique and important holistic approach to stage management. Laurie Kincman, 
also an educator in emphasizing stage management and artist administration, her book The Stage 
Manager’s Toolkit: Templates and Communication Techniques to Guide Your Theatre Production 
From First Meeting to Final Performance provides a detailed reference to how to stage manage a 
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production and serves the inspiration for creating the Playshop’s manual. Kincman’s fourth 
edition of the book further illustrates professional practices for intimacy and fight directing 
accessible to all levels of stage managers. Alcorn, Porter, and Kincman provide detailed 
documentation for stage management that also highlight inclusive, safe, and professional 
practices. 

Other documentation supplements and supports Alcorn, Porter, and Kincman resources 
for professional practices. In regards to safety, Chelsea Pace’s book Staging Sex: Best Practices, 
Tools, and Techniques for Theatrical Intimacy, gives a complete in depth guide to intimacy 
direction supplementing Kincman’s section on theatrical intimacy along with the “Sample 
Theatrical Intimacy and Instructional Touch Policy” by Theatrical Intimacy Education that 
provides a foundation to discuss theatrical intimacy procedures within the Playshop Theatre. 
Additionally, the United State Institute for Theatre Technology 2025 national conference session 
on Hold Please. Stopping the Show and Emergency Action Planning provides further guidance to 
safely running an emergency hold. Disability and inclusion, is supplemented by the United State 
Institute for Theatre Technology 2025 national conference session on The Neurodivergent 
Experience in Design, Production, and Management and “Best Practices for Inclusive Casting” 
which are in no way comprehensive, but allowed for further discussion on implementation of 
inclusive practices within the production process. Sustainable practices are discussed alongside 
Broadway Green Alliance, a reputable company promoting sustainability in the theatre industry. 

When researching the need for a production manual, the statistics on higher education 
institutions dealing with declining enrollment and financial stability in Jones’ article “Small 
private colleges are struggling to keep their doors open as declining enrollment leads to financial 
instability” and Moody’s article “New report finds higher ed sector shrank by 2 percent” with 
Knox’s article “Enrollment Passes Pre-pandemic Levels With First-year Surge” highlighting how 
enrollment is growing, but undergraduate enrollment is still not above pre-pandemic levels. 
Lawton and Polock highlighted how those financial pressures are affecting theatre departments 
impacting both educational access and retention of theatre programs in their article “Escalating 
Drama Department Cuts and Mergers Impact Us All”. “Data USA” provides detailed numbers 
and information supporting the findings of the authors above in application to Allegheny 
College. 

Educational pedagogy and retention needs were researched through a combination 
academic articles, and public literature on the web. The Jump Foundation and Kent State 
University frame experiential education as central to skill development, while McMahon in“Peer 
Teaching: Overview, Benefits and Models” provided a basis of understanding for peer teaching 
and Smith et al. in their research, What Is Collaborative Learning? explore peer teaching as a 
method for reinforcing learning, allowing for how it can be applied to collaborative disciplines 
like theatre. Additionally, Provenzano and Smith both demonstrate the effectiveness of peer 
mentoring and peer-integrated instruction in liberal arts settings, suggesting that such models 
improve retention, community-building, and student empowerment. These findings echo Allen et 
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al., who link retention to motivation and social connectedness found in collaborative learning 
settings—factors deeply relevant to academic theatre training.  
​ This project’s research could be further supported by studies that investigate the effects of 
onboarding documentation in retention, either professionally or academically. The theatre 
industry and other businesses are just beginning to investigate onboarding as a practice in 
helping retain and educate employees, however it will be interesting to see how this is further 
supported. Additionally, the support of theatrical management and production manual 
documentation is still lacking compared to other areas of theatre, like directing. Other 
documentation regarding theatrical processes could help supplement the research done in this 
project, by providing further detail into the production process. 
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Chapter 1: Establishing Purpose 
Both public and private higher educational institutions have taken a hit since 2017, when 

many non-profit institutions began closing. The COVID-19 pandemic slowed institutional 
closures as federal aid kept the schools afloat; however, in the last few years, many have not 
been able to remain open (Jones) since operating expenses are higher now that schools are back 
entirely in person. They no longer have the additional funding that was available during the 
pandemic. Additionally, declining birth rates and increased tuition have exacerbated the 
decreased enrollment. A decrease in high school graduates leads to fewer potential college 
students. Then, the potential college students are cut down even further because they cannot 
afford college (Jones). In 2025, higher-education enrollment has increased by 4.5 percent beyond 
pre-pandemic levels (Knox). First-year undergraduate enrollment contributes to this, as it is 
above pre-pandemic levels. However, within higher-education enrollment, the subsect of 
undergraduate enrollment increased by 4.7 percent, still 1 percent away from the undergraduate 
enrollment rate in 2019 (Knox). The statistics discussed by Knox show that undergraduate 
enrollment could increase over the next few years as it did this year; however, undergraduate 
retention is still lower than in 2019, which continues to exhibit a decrease in the need for higher 
education. 

A decrease in higher education enrollment results in fewer places to enroll. According to 
Josh Moody at Inside Higher Ed, a net value of 99 institutions closed between the 2022–23 and 
2023–24 academic years (Moody). Moody also reveals that tuition for non-profit private 
institutions has decreased by 5%, which according to senior consultant with Higher Ed 
Consolidation Solution, Mark DeFusco, “‘is startling (and we shall not know the total extent 
because the actual cost of attendance takes time for analysis). This is what happens in a buyer’s 
market” and continues “‘Deflation is more bad news for colleges. We are already seeing discount 
rates skyrocketing, and these discounts used to be to squeeze additional margin into already filled 
classes’” (Moody). The decrease in higher education enrollment with the decline in tuition 
results in less money for the college. A reduction in budget results in significant cuts in 
departments, namely theatre departments and programs (Lawton and Pollock).  
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Fig. 1 Data plotted from (“Allegheny College | Data USA”) 

 
Fig. 2 Data mapped from (“Allegheny College | Data USA”) 

 
Allegheny College is not immune to the economic pressures other non-profit institutions 

face. In the last ten years, enrollment numbers have significantly decreased by 46% between 
2012 and 2022 (“Allegheny College | Data USA”). As shown, in figure 1, multiple majors 
(theatre, biology, psychology) have had fewer graduates in their department between 2012 and 
2022, in relation to the decline in the college enrollment in the last few years as shown in figure 
2, where as computer science has seen growth over the previous ten years despite the lowered 
enrollment numbers. The performing arts departments have seen similar cuts that other schools 
have also experienced: the music program went from having a major to solely a minor, as did 
film. The dance and movement department was recently absorbed, combining it further with the 
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theatre program under the now Communication, Media, & Performance department. In the 
Howlround article, “Escalating Drama Department Cuts and Mergers Impact Us All”, Jacquline 
E. Lawton and Rachel Pollock discuss Dr. David Jortner’s finding as he has been following 
department closings for the past four to five years (Lawton and Pollock), finding that 
administrators were making ‘vertical cuts’ defined by cutting out departments not part of the 
institutions mission, and did not bring high number of students, and bring in ‘little outside 
research’ (Lawton and Pollock). Jortner notes, “‘Theatre classes tend to (by necessity) have 
small student/teacher ratios… in contrast with large science or social science lecture classes’” 
(Lawton and Pollock). The Biology and Psychology graduates in Figure i represent the Jortners 
point. Also, “‘theatre programs often have additional staff and costs such as costume and scene 
shop managers and technicians, as well as the physical costs of costumes, scenery, and props’” 
(Lawton and Pollock)  though the theatres might get revenue from ticket sales to cover 
production costs, they do not cover the labor costs whereas “‘in the sciences, the cost of lab 
assistants (those which are not covered by graduate stipends) are often rolled into the grants, 
which keep those labs open’” (Lawton and Pollock). Jortner concludes that due to the vertical 
cuts within the theatre departments, “‘Faculty and staff face layoffs, forced retirements, 
expanded teaching loads, and combined teaching duties. Students find themselves left with 
limited course offerings and elimination of their degrees’” (Lawton and Pollock). The reduction 
in theatre program enrollment stems from limited student interest in higher education and the 
discipline's inherent physical and pedagogical demands. Theatre classes require smaller cohorts 
due to their interactive, practice-based nature, unlike the typically larger, lecture-oriented 
structure of STEM classes and labs. The structural differences often render theatre departments 
less lucrative and, as a result, less funded—impacting staffing resources and access to materials. 
What becomes crucial, then, is finding ways to support students passionate about theatre beyond 
the classroom environment to sustain current student numbers and encourage an increase in 
student numbers within a program. In this senior comprehensive project, I will provide a 
production manual that guides students through the production process within the Playshop 
Theatre, emphasizing communication, inclusion, and professionalism to help support the 
students’ experience and encourage retention of students within the Playshop Theatre. 

Participation in theatre provides significant positive learning in a different environment 
than a classroom, including experiential, collaborative, and peer-led learning. Experiential 
learning is “the process of learning by doing. By engaging students in hands-on experiences and 
reflection, they are better able to connect theories and knowledge learned in the classroom to 
real-world situations” (“What Is Experiential Learning and Why Is It Important?”). Collaborative 
learning involves students working together in groups of two or more “mutually searching for 
understanding, solutions, or meanings, or creating a product. Collaborative learning activities 
vary widely, but most center on students’ exploration or application of the course material, not 
simply the teacher’s presentation or explanation of it” (Smith et al. 1). Peer teaching is a 
“student-centered approach that emphasizes student involvement and active participation in the 
learning process” by asking students to be in charge of their learning by “actively engaging with 
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course materials and teaching concepts to their peers” (McMahon). All these forms of learning 
happen within a student’s participation in a theatrical production and benefit student engagement 
with theatre. 

Experiential learning impacts student experience differently than learning within a 
classroom, which “...promotes active learning by offering real-world experiences” (Jump 
Foundation). Experiential learning assists academic performance by increasing educational 
engagement. Jump Foundation states, “The National Society for Experiential Education (NSEE) 
found that students participating in experiential learning demonstrate a 20% improvement in 
academic performance. This impressive boost can be attributed to increased engagement and a 
deeper connection to the material” (Jump Foundation). Working within a production is extremely 
experiential and allows students to actively engage with the course material they may be taking 
as their major or minor and apply it to the experience. 

Collaborative learning has many benefits for students, both for their education and 
socially. Leigh Smith and Jean T. MacGregor discuss the goals of education that collaborative 
learning can achieve in their article “What is Collaborative Learning?” including cooperation and 
teamwork, civic responsibility, diverse perspectives, and involvement. Most notably, 
collaborative learning helps students' involvement within their education. Smith and MacGregor 
state, “By its very nature, collaborative learning is both socially and intellectually involved. It 
invites students to build closer connections to other students, their faculty, their courses and their 
learning” which “...make an overwhelming difference in student retention and success in 
college” (2).  In the research “Third-year College Retention and Transfer: Effects of Academic 
Performance, Motivation, and Social Connectedness” done by Jeff Allen, Steven B. Robbins, 
Alex Casillas, and In-Sue Oh found that “social connectedness had a positive direct effect on 
staying, which reinforces the importance of peer and faculty relationships and having a sense of 
belonging on campus” (Allen et al. 661). Emphasizing the importance of collaborative learning 
allows students to make connections within the provided experiential learning environment.  

Peer education, including peer mentoring, offers many benefits not only to those part of 
higher educational learning communities but particularly to students studying theatre. Theatre, in 
particular, is a collaborative area of study. Rarely are individuals asked to work alone, 
independently, and without other team members, especially when working in a performative 
theatrical production, like a play or a musical, typically produced within the Playshop Theatre at 
Allegheny College. Theatre productions go through a significant collaborative period outside of 
the classroom. Looking significantly at the Supplemental Instruction approach, which Deanna 
Martin developed at the University of Missouri-Kansas City, offers an instance of peer mentoring 
in which higher level undergraduate students are invited to attend class offerings and help teach 
within the class (Smith et al. 5). Similar circumstances regarding peer-led education can take part 
in a theatre program at a small liberal arts institution, specifically on the technical and 
management side. The students with further experience can help conduct peer-led education by 
either helping to lead and mentor students with less experience as both students work through the 
rehearsal process as a team. Peer-led education works if both parties are open to mentorship and 
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collaboration. Alternatively, a higher-level student can remain a resource for a student with less 
experience, offering a resource for questions and guidance as needed, observing rehearsals as 
requested or semi-regularly. Tania Smith found that those who did not actively use a peer mentor 
still felt that a peer mentor enhanced their education, stating, “They felt encouraged that the 
instructor and peer mentor cared enough for their learning to set up such a ‘safety-net’” (Smith 
55). For both approaches, Peer-led teaching can have many benefits within an academic setting 
in the theatre, including active engagement, more profound expertise of a subject, increased 
collaboration and communication skills, and improved confidence and self-sufficiency, 
ultimately leading to a better learning environment (McMahon).  

Both collaborative learning and peer teaching have significant potential for valuing 
inclusivity within an educational setting. Collaborative learning is an effective strategy to 
promote inclusion as collaborative learning not only involves diverse voices and perspectives 
and encourages problem-solving that promotes inclusivity. In ​​“Understanding the Value of 
Inclusive Education and Its Implementation: A Review of the Literature” by Anthoula 
Kefallinou, Simoni Symeonidou, and Cor J. W. Meijer, the authors discuss how inclusion is 
implemented in educational settings. When discussing how collaborative learning techniques can 
implement inclusion they say that the act of problem solving in a collaborative environment as 
“learners are asked to identify the issue, discuss all possible solutions, screen solutions, and 
choose and evaluate the solution” which can foster inclusivity within collaborative problem 
solving (Kefallinou et al. 144). Additionally, collaborative learning allows for the social aspects 
of inclusivity to grow as collaborators work around possible differences in a collaborative 
process. B. Verster, the author of  “A Paradigm Shift in Collaborative Learning: Insights from the 
Theory of Collaborative Advantage for Inclusive and Engaging Pedagogical Design” discusses 
how collaborative learning can allow for inclusive and pedagogy, which especially highlights 
diversity and power dynamics, noting that both have the potential for tensions within 
collaborative learning groups. When dealing with culturally diverse voices, the groups used 
mitigation strategies to manage tensions, like “searching for a shared understanding at the 
beginning of the project” (Vester 243). Similar things were found among the groups with power 
dynamics, such as a collaborative group struggling with a power dynamic, which could 
emphasize the objective of progressing towards the collective goal (243). 

Similarly to collaborative learning, peer education has comparable benefits to promote 
inclusivity within an educational environment. Both the article by Kefallinou et al. and “Creative 
Inclusive Environments Through Peer Mentoring” by Nicolas Oskar Provenzano discuss how 
peer teaching can encourage participation, academic achievement, and socialization among 
students (Kefallinou et al. 144; Provenzano 2). Additionally, both articles state that peer 
education can support affirm minority students who may feel less included and allow students to 
feel more included with a greater sense of belonging (Kefallinou et al. 144; Provenzano 63). 

There is significant turnover within the participation in the production environment in the 
Playshop theatre. Current academic systems invoke turnover as students graduate about every 
four years and even more so as each production within an academic year requires different 
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personnel to ensure an even spread of opportunities for students and prevent them from burning 
out. At Allegheny College and similar small liberal arts colleges, turnover includes other 
circumstances like students taking a semester off from theatre, taking a leave of absence, 
declaring a significant outside of theatre, being an in-season athlete, studying abroad, and a 
myriad of other reasons why a student could participate in theatre one semester and not the next. 
Small liberal arts college with a Bachelors of Arts, where students are encouraged to learn 
outside their artistic discipline and improve critical thinking skills. Different from a Bachelors of 
Fine Arts, where students focus solely on their education within their creative discipline and 
receive further support and coaching (Kaplan). The value of interdisciplinary learning within 
small liberal arts colleges encourages and naturally creates fluctuations with theatre involvement. 
Within small liberal arts colleges, peer-led and collaborative education within these experiential 
learning environments, although beneficial to academic and production success, is not always 
sustainable because of the systematic turnover within the system. Putting structural support 
systems in place combats the systematic turnover and can encourage a reduction in turnover as 
students feel more supported and involved. 

Academic theatre programs can deploy similar concepts from businesses (both theatrical 
and non-theatrical) in efforts to maintain a regulated flow of information to help maintain 
consistency with inconsistent personnel. Business concepts include employee handbooks, 
procedure manuals, and onboarding manuals, all of which fundamentally operate as resources for 
those who work within the company to refer to as both the employer and the employee. 
Additionally, the resources provide support for students taking on the peer mentor role, allowing 
them to guide their mentees more effectively. 

A range of people working within an academic setting are involved, including students 
with different degrees of knowledge and experience, professors, and guest artists. A large part of 
academic theatre consists of the power dynamics of students collaborating with professors. 
Faculty often hold decision-making authority, shaping the direction of a production, while 
students may feel hesitant to contribute or take initiative, especially when their voices seem 
secondary. Student hesitancy can result in diminished engagement and, over time, reduced 
retention in the program. Professors can offer unique challenges to emerging students attempting 
to lead within the rehearsal room, which can affect student stage management through active 
collaboration with faculty directors the most throughout a production. Porter and Alcorn state 
that “performance spaces are generally hierarchies that come with prescribed power dynamics 
that impact how people collaborate”  (Alcorn and Porter, Stage Management Theory As A Guide 
to Practice: Cultivating a Creative Approach 136). 

However, creating a foundation of shared values and intentions can help rebalance power 
dynamics prevalent in an academic production setting. Values can impact how collaborators 
operate through a production process. A culture is developed by meshing individual values when 
working within a team. The stage manager becomes the facilitator of the culture of the team or as 
Porter and Alcorn define it “a cultural curator” by “translating through more than language, and 
intentionally creating an environment that enables collaborators to connect authentically and 
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work in service to a cohesive project” (81–82). This quote emphasizes that culture and values are 
not only put together by verbal language but the intentionality in actions curated by production 
members within a production process, like paperwork or steps taken to accomplish something 
like an intimacy rehearsal. Porter and Alcorn highlight something significant about the 
collaborative process: that facilitating or “curating” the values of a team can allow for a more 
united, collaborative, and cooperative team. Porter and Alcorn later emphasize how values can 
impact a team's culture. They state, “A culturally adept stage manager will strategically engage 
with group values, providing communication and navigational tools for all collaborators” (94). In 
an environment where team members often bring differing experience, identities, and personal 
values—as is common in academic theatre—intentionally weaving these values into the 
production process can foster a more cohesive, respectful, and supportive collaboration. By 
curating shared values through deliberate practice, stage managers help extend this culture 
beyond the management team to the whole ensemble, shaping the production's overall success. 

Porter and Alcorn describe a form of communication as “Shared Intentions” which “are 
deliberate words or phrases that practically and aspirationally state how a particular group of 
people will collaborate compassionately” (144). They continue by saying, “Discussing shared 
values and intentions in the early phases of rehearsal can explicitly promote an understanding of 
how the company can be in relationship with each other” (144). By allowing the shared 
intentions to be “reference at any point in the process, when a value the group has articulated as 
necessary hasn’t been upheld” (144). Mitigating tensions in light of cultural differences or power 
dynamics was also present in Verster’s discussion of collaborative learning, suggesting that part 
of mitigating the tensions is recognizing that the collaborative group has a common goal (Verster 
243). Similar mitigation can be done with recognized values within a production team. These 
values and intentions can be built collaboratively among the production team and in procedural 
documentation to establish a starting point for the collaborative values. As discussed before, 
students who feel connected and empowered by a process are likely to take ownership of their 
learning, collaborate confidently, and remain engaged in the theatrical process as part of their 
academic experience. In Nonprofit Business Advisor’s article “‘Onboard’ Employees to Attract 
and Retain Top Talent,” the article states, “‘...it’s not possible to be a good leader in any 
organization without paying attention to onboarding, because the more you pay attention to it, 
the better a leader you will be. It may be the very heart of leadership.’” (Nonprofit Business 
Advisor 5). Embedding values in a collaborative discussion and supportive documentation like a 
production manual can offer students and faculty members a consistent reference point that 
reinforces expectations across varying productions and directors. When integrating into 
onboarding, the above-stated values become a foundation for leadership and collaboration within 
the academic theatre environment. 

Accessible documentation to students participating in theatrical productions can help 
support all previously mentioned things, including the educational pedagogy shown to help 
support students and their retention and engagement within academic environments. 
Furthermore, intertwining aspects of collective values and intentions as part of collaborative 
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learning pedagogy further influences students to feel supported and encouraged when working 
within a cooperative educational environment, especially when academic theatre involves a 
unique power dynamic distinct from the professional world. Noting that every production is 
different, and even more so every production team. The manual provided in the next chapter is 
an overview of the production process within the Playshop Theatre. It highlights current 
practices that integrate the values and intentions of communication, inclusivity, and 
professionalism while providing additional recommendations on improving state values to 
support a better positive culture created during production. 
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Chapter 2: The Playshop Production Manual 

Personnel Breakdown 
Personnel who Interact with the Playshop Theatre 

●​ Department Chair 
●​ Professors 
●​ Associate Professors 
●​ Instructors 
●​ Builder Coordinator 
●​ Student and Community Members (Audience) 

 
Role in a Production Could be a 

visiting artist 
Usually is a 

student 
Role could be a 

student 
Role may be 

dependent on the 
production 

Actors  X   

Box Office Manager     

Choreographer    X 

Associate/Assistant 
Choreographer† 

 X   

Costume Designer X  X  

Associate/Assistant 
Costume Designer 

 X   

Costume Shop Manager     

Costume Shop Technicians  X   

Dance Captain  X  X 

Deck/Run Crew  X   

Director X    

Associate/Assistant 
Director 

 X   

Deck Sound Engineer 
(Audio3) 

 X  X 

Dramaturg  X  X 

Fight Choreographer X  X X 

Fight Captain  X  X 

House Manager  X  X 
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Intimacy Choreographer X  X X 

Light Board Operator  X   

Lighting Designer X  X  

Associate/Assistant 
Lighting Designer 

 X   

Mix Engineer (Audio1)  X   

Musical Director    X 

Production Manager     

Assistant Production 
Manager 

 X   

Public Relations     

QLab Operator (Audio2)  X  X 

Scenic Designer X  X  

Associate/Assistant Scenic 
Designer† 

 X   

Scenic Shop Manager     

Scenic Shop Technicians  X   

Sound Designer X  X  

Associate/Assistant Sound 
Designer 

 X   

Stage Manager  X   

Assistant Stage Manager(s)  X   

Technical Director     

Assistant Technical 
Director 

    

Ushers  X   

Wardrobe Charge  X   

Wardrobe Crew  X   
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Prep Week 
​ The Playshop Theatre does not necessarily have a prep week built into the production 
schedule that allows for stage management to prepare for the upcoming production. However it 
would be beneficial to include, not only to set a professional standard but to also prevent burnout 
of the stage management team early-on in the process. Currently, prep-week happens while 
auditions are taking place, during Allegheny College’s first full academic week and includes: 

●​ Preparing Audition Materials 
●​ Setting up the Prompt Book 
●​ Report Templates 
●​ Rehearsal Paperwork 
●​ Contact Paperwork 
●​ Preliminary Tech Paperwork 
●​ Dividing Stage Management Responsibilities 
●​ First meeting with the Director 
●​ Taping Out the Rehearsal Space 

Stage Management Team 
​ The stage management team is an invaluable and integral part of the production team that 
requires an immense amount of communication, patience, and encouragement at the moments 
when the production process gets difficult and builds upon one another’s skills. For a play, it is 
recommended to have a production stage manager, an assistant stage manager who will 
eventually be on the stage left wing, and another assistant stage manager for the stage right wing. 
For larger productions, like a musical, the stage management team may include a production 
stage manager and three assistant stage managers to make the work more manageable, especially 
since at any one time, there might be three rehearsal rooms going at one time. It is possible that 
the stage management team has never worked together before, or they have within class, or they 
have worked together on a previous production. In any regard the stage management should do 
their best to include the entire team during the whole process and communicate with each other.  

When having the first stage management meeting, it might be good for it to take place in 
a neutral, known place on campus, like a meeting room or even get coffee in Grounds for 
Change, or share a meal together at on campus dining. The first meeting should be relaxing and 
not intimidating, especially for any newcomers. Introductions should be made and include 
names, pronouns if they wish, major and minor or their academic interests if they are not yet 
declared, and an icebreaker, like what animal they would be, or their favorite theatrical 
production, or even what they are most excited about and or nervous about for the upcoming 
weeks working on the production. Within this it may become clear what everyone’s 
communication styles, strengths and weaknesses are, or if anyone has any prior theatre 
experience. Discussing these items as a group can help establish a level of communication within 
the team that will be necessary going forward. Discussing each other’s personalities can also lead 
into the discussion of assigning responsibilities and expectations during the production like who 
would like to manage and oversee costumes, and who would like to manage and oversee props, 
where the production stage manager should be handling the rehearsal report and the daily calls 
while still ensuring cross-training especially for days off. Expectations may include: 

●​ For rehearsals, arriving on time 30 minutes before actors are called 
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●​ Leaving rehearsals after the rehearsal room has been reset and locked up, at the 
production stage manager’s discretion. 

●​ Days off1: 
○​ 1 per week for production stage manager 
○​ 1-2 per week for assistant stage managers 
○​ With an understanding that people may be required to be there more as 

tech week approaches. 
●​ Stage management's role in the rehearsal room: to maintain a record of the 

rehearsal in every shape and form and also maintain safety within the rehearsal 
room 

○​ This means not discussing items within directorial perview with the 
director unless asked for by the director. 

■​ Example of when to give notes to the director: when an actor picks 
up a different scenic element or prop that they were not supposed 
to, and were directed to do something else. So essentially, anything 
that has been previously established especially when concerning 
technical elements, check in with the director on if they were 
intentional in changing something or if they forgot. 

■​ Example of when not to give notes to the director: when 
concerning actors (blocking, line delivery) and directorial choices 
concerning the actors. 

○​ Only give notes to actors when regarding safety or as asked from the 
directorial team or designers. 

●​ Ask questions or clarifications always and never assume anything. 
○​ Communicating is effective and will help make the process better for 

everyone. 
 

There are a couple things that stage management should also take into consideration, 
especially when recognizing the sometimes theatre culture can be stressful and the “show must 
go on” mentality can be so powerful and overwhelming, but just by recognizing that it can be 
hard and that the team should be able to support and uplift each other when days are hard, 
especially since everyone has stuff happening outside of the rehearsal room. Also, dismantling 
the idea of stage management being perfect, that the stage management team can and will make 
mistakes throughout the production process. 

Meeting with the Director 
​ Meeting with the director is similar to the first stage management meeting, it can set the 
tone for the production and the communication between the director and members on the 
production team of which the director will likely meet with each of them. This section highlights 
the discussion between the director and the production stage manager since they work together 
the most, however other production team members should meet with the directorial team to talk 

1 Days off during rehearsal weeks is definitely not typical in a BFA or Professional setting, but has been established 
at Allegheny College within the Playshop Theatre. As it is a liberal arts college, having a day off allows for students 
to focus on their academic work, participate in other extra-curriculars, and have a break which prevents stage 
management from getting burned out. Typically, actors are not called everyday, all day for rehearsals, so why not 
also provide a similar opportunity for the stage management team. 
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about expectations and design concepts for the production. The direct and stage manager 
relationship can be more challenging by the power dynamic between a student stage manager 
and a director that is a faculty member, but leading the production with good communication can 
help get the stage manager/director relationship off to a good start. 
​ The stage manager should reach out to the director about a time in which they can both 
meet to connect and discuss items surrounding the production, which can be laid out in the email 
to give the director an idea of what the meeting will be discussing, additionally it shows the stage 
manager’s organizational and planning skills which could ease any initial anxieties the director 
may have. Ideally, choose a meeting place that is neutral, like Grounds For Change, or 
somewhere in an academic building. 
​ The meeting should discuss the following: 

●​ How the director wants auditions run. 
●​ How the director would like to run rehearsals. 

○​ Including what their preferred way of communicating during rehearsals is 
especially regarding time. Some like a verbal word, some like fingers held 
up in the air. 

●​ How and when rehearsals will be scheduled which will impact the production 
calendar that the stage managers create for the actors. 

●​ Preferred communication styles, like in person communication, email, text 
message, or calls. 

●​ Boundaries especially regarding communication like “working hours are”. 
●​ Regular days off for stage management and how that will look, and reassuring 

that everyone on the stage management team will be able to handle a rehearsal. 
​ The director may have some questions or concerns that the stage manager may be able to 
answer or find out the answer. However, what is most important is that communication is put at 
the forefront of the director/stage manager relationship, and that both parties understand that they 
are working together and towards the same goal of putting up a show. 

Paperwork 
​ Happening in between the meeting with the direct and first rehearsal, pre production 
allows for stage management to prepare paperwork and templates of paperwork that will help 
them be successful during the production process. Paperwork acts as the best way to 
communicate things both internally with the stage management team and externally to the rest of 
the production team, and the cast. Examples of the paperwork is available in the appendix. 
​ Preproduction (Appendix A): 

●​ Character/Scene or Page Breakdown: Depending on the director and the 
production they might ask the stage manager for either a Character/Scene or a 
Character/Page breakdown, though the director will likely have their own for 
planning and casting. Generated by the stage management team, it is beneficial to 
look at any quick changes, who needs to be called for rehearsals, and to find any 
additional, not specifically named characters. It should be put into the drive for 
the production team to be able to access. 

●​ Pre-production Analysis: Depending on the time for prep, this document could be 
extremely helpful to identify the possible production elements that may be needed 
and to help stage management get more familiar with the show. 

​ Auditions (Appendix B): 
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●​ Audition Sign-Up form: See more in the audition section. This form may or may 
not exist depending on the director’s preference, though a standardized form for 
the Playshop could be beneficial to integrate and share among the production 
team, especially for assistant production management to figure out if their 
attendance is required for an intense audition process. 

●​ Audition Form: See more in the audition section. To improve upon this document, 
rather than having a conflict section in a table calendar from where actors are able 
to mark off consistent conflicts, and then list one-time conflicts in a different area. 

●​ Rehearsal Calendar: An important document that should be created more for 
productions, instead of having a listed layout on the audition form, this should be 
given to auditioners for them to keep. This lays out an overview of the rehearsal 
schedule, tech week, and performance schedule in a calendar formation 
communicating to the actors when they may be called for. Also, highlights 
mandatory dates such as tech or performances. 

Rehearsals (Appendix C): 
●​ First Rehearsal Itinerary: See first rehearsal section. Used by actors and anyone in 

attendance of the meeting, allows everyone to visually see the important 
information being communicated and take notes on that document. 

●​ Performer Letter of Agreement: Ensures that the actors are aware of the 
expectations for actors, including mandatory dates like tech rehearsal and 
performance dates during the production process. Should be signed and turned-in 
to stage management during the first rehearsal. 

●​ Emergency Medical Information Sheet: A private sheet that actors, stage 
management, and crew should fill out that is only opened by stage or production 
management in the event of an emergency, especially one that results in a trip to 
the hospital. 

●​ Cast Conflicts Sheet: Can be inputted by stage management using conflicts listed 
on the audition sheet. The cast should then confirm their conflicts during the first 
rehearsal meeting to ensure that all conflicts have been communicated and 
confirmed. This document is then used by the directorial and stage management 
team to help schedule rehearsals or note when an actor is excused from a tardy or 
absence. 

●​ Cast Contact Sheet: Using the information provided on their audition form. The 
sheet provides contact information for the cast, stage management, and the 
directors. Usually included name, role, pronouns, email address, and phone 
number. A personal phone number may not be listed for the faculty or staff, but an 
office number should be listed. 

●​ Production Team Contact Sheet: The production team contact sheet information is 
collected by stage management and collated into a contact sheet for the 
production team including their name, role, pronouns, email address, and phone 
number. As this sheet is only shared with the production team, all information 
should be filled out. This should be emailed early on in the process to the 
production team as a PDF, but also with a link to access it in the drive. 

●​ Rehearsal Calendar: Rehearsal calendar should be given to the actors at the first 
rehearsal so that they have a reference throughout the production process. This 
document should include information such as when rehearsals usually take place, 
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when rehearsals will be canceled because of holidays or otherwise, and technical 
and performance dates are. A general overview compared to the weekly schedule 
and daily call. 

●​ Weekly Schedule: See Daily Call section. A template should be created during the 
prep week period that is able to be copied from the weeks of rehearsal including a 
detailed schedule of the rehearsal and anything that the actors should note like 
off-book deadlines. 

●​ Daily Call: See daily call section. 
●​ Digital Sign-In: See rehearsal section. 
●​ Blocking Key: A key of symbols and descriptions that helps the person writing 

the blocking notes to be consistent and clear with the same symbology. 
●​ Prompt book: The prompt book takes the script and breaks it down so that there is 

one page on either side of the binder of the script with a page for blocking or 
dance formations. Though each stage manager should have a script there should 
be one prompt book that is left in the stage management office so that when the 
production stage manager has a day off, the assistant stage managers are still able 
to record blocking. 

●​ Line Notes: A templated paperwork that allows for line notes to be inputted when 
actors are off-book. The line notes can be sorted and sent to each actor 
individually to review. 

●​ Rehearsal Report: See Rehearsal Report section. A template should be created 
during prep-week which can be copied for each rehearsal. 

●​ Production Meeting Report: See Production Meetings section. A template should 
be created during prep-week which can be copied for each production meeting. 

●​ Prop List: A running list of props used in the production with various columns for 
attributes. Mostly, this helps to track what props are needed, what props are 
rehearsal props, what props are final props, and what props are consumable and 
need to be replaced each time the prop is used. Used among stage management 
and the properties charge or production manager. 

​ Tech Rehearsals (Appendix D): 
●​ Paper Sign-In Sheet: A template can be created during prep-week with the days of 

tech and performances for both actors and crew to sign in at the callboard when 
they arrive for the day. 

●​ Preset List: A list that states where props are preset, usually including stage left, 
stage right, and onstage, organized by scene. Which helps stage management and 
crew know what to set up and where before a run of the show. Used among stage 
management and crew. 

●​ Shift Plot: States what happens with scenery, props, etcetera, on and off stage to 
ensure that a track is completed and is run consistently and smoothly. Can include 
both before and after the show. Used among stage management and crew. 

●​ Calling Key: An outline can be created during prep-week, but will need to be 
filled out before tech week, preferably before papertech, so the stage manager is 
familiar with how they want to organize their calling script. 
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Performances (Appendix E): 
●​ Front of House Information Sheet: Given to house management by stage 

management. Provides information about the show that may be pertinent to the 
audience. 

●​ Performance Report: See Rehearsal Report Section: A template should be created 
during prep-week which can be copied for each performance. 

 
​ As stated before, paperwork becomes an invaluable resource where information can be 
communicated with the people that the information needs to be communicated with, making it 
important to think about how the information is being communicated. Thinking about the 
following things can impact how information is received:  

●​ Fonts: fonts can dramatically impact the readability of a document. Kincman states that 
stage managers should be concerned with two things “(1) does the font have too much 
“personality and interfere with overall legibility, and (2) is the font common enough to 
exist on both your computer and those of the people who will be receiving your 
paperwork?” (Kincman, The Stage Manager’s Toolkit: Templates and Communication 
Techniques to Guide Your Theatre Production From First Meeting to Final Performance 
36–37). Additionally, “sans-serif fonts are recommended because they have a slightly 
higher readability than serif fonts. Their appearance is more block-like and less 
decorative than serif fonts” (“Making Design Elements Accessible | Accessibility 
Resources at UNCG”). 

●​ Colors: having standardized colors for the production will help with consistency over 
paperwork, while using specific colors to represent changes or important information. 
Also, thinking about how the document would look printed out versus on a computer 
screen, especially printed out in black and white. Also, when using color, thinking about 
those who are colorblind and ensuring that coloration can be differentiated in black and 
white, or choose to bold or underline something that may be highlighted by a color to 
make it inclusive for all to read. 

●​ Formatting: The formatting can impact the readability of a document, especially when 
looking at column or row width. Additionally, when sharing a document consider if it 
should be shared as a PDF for a link in the Playshop drive, or both. 

●​ Language used: Language within all documentation should remain clear, concise, and 
professional. Depending on the circumstance, in-person communication may be better 
when discussing more sensitive topics or concerns that should remain out of a shared 
document like a report. Sometimes it may be good to step back from a note or email and 
come back to it at a later time when emotions are not as involved and professionalism is 
able to take the forefront of communication. 

Taping Out the Rehearsal Space 
​ Tape out involves the stage management team using spike tape to map out the layout of 
the set that will be eventually installed. This happens in the places where rehearsals take place, 
which currently is on the main stage where the actual set will eventually be. Taping out is one of 
the more difficult things to do to prepare for going into blocking rehearsals, especially as the 
Playshop does not currently have built in prep time. Because of the lack of prep time, tape out 
has to happen during the first or second week of rehearsals especially when table work rehearsals 

 



Hurd 21 

are still happening. Depending on the show, tape out may be assisted during the scenic shop 
hours, or it may happen at another time that does not interfere with rehearsal. 
​ Because of the current time constraints, it is important that the stage manager maps out 
the points in an X-Y method2 where each navigational point (like a corner of a set object, or 
center of a circle) before coming to tape out. Additionally, it could be helpful to recognize a 
hierarchy of importance during tapeout, like the stairs may be represented by a box and not 
actually lines to represent the stairs, or some scenic piece may be used later in rehearsal and can 
be tapped out at a later time. The layout should be clear with familiarity of the set, especially for 
distinctions with the parts that actors cannot pass through in red tape, labeled with an X. After 
the tape out happens, the actors and directorial team should be able to walk around it with 
instructions on what is what, and ask any questions they may have. 
 

 

2 The X-Y method happens by finding the centerline of the stage (Y) that goes upstage-downstage, and the plaster 
line (X) that runs stage left-to stage right, usually next to the proscenium. “Using these two lines as X and Y 
coordinate axes, the team can find the distance from the axes to the corners of platforms or edges of walls. One 
measured, the SM team can plot these points of the floor and connect the points with tape to mark out the location of 
both permanent and moving units” ​​(Kincman, The Stage Manager’s Toolkit: Templates and Communication 
Techniques to Guide Your Theatre Production From First Meeting to Final Performance 172–73) 
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Auditions 
Auditions are the first part of the production process where the director and stage 

management team start collaborating, depending on the production this may include additional 
personnel like the musical director, and choreographer. As it is the first time officially working 
together between the creative and stage management team it is important for the stage 
management team to ask questions and be prepared to anticipate the needs of the audition room 
space. At the same time, the creative team should offer patience, support, and communication of 
needs especially during the audition period to help start on the right foot. The stage management 
team may also collaborate with the production management team depending on the size of the 
show and the amount of people anticipated to audition. 

Typically auditions happen at the beginning of each of the semester, on occasion 
auditions for the spring semester will also happen at the end of fall semester. It is possible that 
theatre majors choosing to do a performance based senior comprehensive project will already 
have a role picked out, though they may still have to audition for that role or chosen roles as it is 
a part of their performance experience. 

Audition Preparation 
To prepare for auditions the stage management team should be considering all of the 

creative team’s needs, which may require a conversation with the creative team prior to audition 
to make sure all needs and expectations are fulfilled. This should highlight the materials and 
expectations that the creative team needs for auditions. Significantly, materials should include 
any sides that are needed in the audition room, whether a script or music are involved the sides 
should be clearly marked with the starting and stopping point. Materials may also include: 

●​ Pens 
●​ Pencils 
●​ Highlighters 
●​ Directional Signs to the audition room 
●​ Chairs 
●​ Tables 
●​ Music stands 
●​ Sides (Music or Script)  
●​ Piano/Keyboard setup for music auditions 
●​ Speaker with music dance auditions 
●​ Anything else the creative team may need to run a successful audition.  

When discussing scheduling for auditions, the creative team should discuss the order of 
operations of which they want auditions to be run which will help maintain auditions on time, 
but also allow the stage management team to preview what the auditions will be like. Depending 
on the creative team, auditions may include either groups of auditioners or single auditioners. 
The schedule may consist of a cold read, which is just a reading of a script or a monologue 
prepared for by the actor, or group work within the auditioners which may allow them to go 
outside of the audition space and come back in with a group work accomplished. If group work 
is involved, it might be better if the creative team steps out of the room for the group, instead of 
the group stepping out, not only does this save time as it prevents a larger group of people from 
being moved, but it also reduces the power dynamic that can be present in the room from the 
creative team, as the auditioners are not being directed from one room to another and puts more 
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empowerment to the auditioners. If the production is a musical the audition schedule may 
include a dance segment of the audition, and a singing segment of the audition lead by the 
choreographer and the music director. Part of the discussion should be discussing how the team 
will start each section of the audition, which should include introducing the team by offering 
each person on the production team’s name, role, and pronouns if they wish to share them. If the 
audition includes a dance and music portion, within the audition notice the actors should be 
encouraged to wear clothes they can dance and move-in, bring a water bottle, and come early to 
warm up their voice and body. 

The management team may work with the director to create an audition form for the 
actors which should be sent out prior to the audition time, auditions form can be sent through 
google forms or as a pdf that the actors can print and fill out or edit and email from their 
electronic devices3. The form includes:  

●​ the actor’s name 
●​ pronouns if they wish 
●​ their email address 
●​ phone number 
●​ class year. 
●​  The form should also include an ability to summarize their acting experience or 

attache a resume 
●​ what roles they would like to be considered for 

○​ if they would be willing to accept any role 
●​ If they are not casted are they interested in working on the technical side of the 

production (assistant stage manager, run crew, wardrobe crew, ect.)  
●​ Important production dates that are mandatory 
●​ A grid in which they can mark their consistent conflicts 
●​ if they are involved in the choirs for the music department 

○​ can affect scheduling especially for tech week and the production team 
should be aware of that 

●​ an area for them to write their independent, one-time conflicts like a wedding, 
funeral, or graduation. 

●​ an area that takes input regarding the content of the play, including intimacy or 
fight choreography, or difficulty of topics within the play. 

●​ If the production is a musical the audition form may include a selection of vocal 
range, if they have any music or dance experience. 

The audition form should not include anything about their physical appearance in order to avoid 
giving students the idea that the directorial team is looking for specific features or attributes. 
Pictures of the actors can be taken prior to the actors walking into the audition room and be put 
into the playshop drive if that is a concern for the director. 

Additionally, in preparation for the audition, sides should be provided to the auditioners 
in advance, by offering both digital options or physical options that they can pick up. Advancing 
Arts Forward’s article titled “Best Practices for Inclusive Casting” describes practices to 
implement for a more inclusive audition process. There are many things that the article expresses 
that the Playshop could implement for their audition process, such as accessibility needs in the 
rehearsal room and providing sides in advance. Sides should be available to auditioners before 
the audition, which as the article states “can make the difference for actors with dyslexia for 

3 See Appendix B; Audition Form from Head Over Heels (2024) 
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example, but there are so many other actors who benefit from this best practice” (Advancing Arts 
Forward), especially as an educational institution, by providing sides prior to the auditions this 
gives the opportunity for students to prepare, feel more comfortable, and ultimately want to 
participate in the audition process and then the production process. If students do not get cast but 
enjoy the audition process, this could encourage them to come back and audition for the next 
production. 

 The article also mentions asking for accommodations prior to auditions in order to make 
the process more accessible for them (Advancing Arts Forward), within an audition form or on 
the audition posters hung around the campus saying to email stage management or production 
management with accessibility needs could also benefit the auditioner. In the The Neurodivergent 
Experience in Design, Production, and Management session at the United States Institute for 
Theatre Technology National Conference, the presenters discussed that when asking if someone 
needs accommodations, suggestions should be given for possible accommodation with an 
“other” option for auditioner to ask for other accommodations (Alguire et al.). Some instances of 
accommodations in an audition room could include an “actor who has low vision might need 
their sides and any other written materials sent to them in advance so they can reprint them into 
large print” (Advancing Arts Forward) or a chair for the actor to use if they need to ability to sit, 
or that they are ambulatory so they may come with a wheelchair or not, but either way the 
audition room should be accessible for all ability types. Stage management should help facilitate 
requested accommodations and not be patronizing about such. Asking for a chair to help with 
mobility is no different than an auditioner asking for a music stand or pencil during an audition, 
it ultimately is a tool to help them succeed. 

Depending on the location of the audition, whether in VCCA room 107, the acting studio, 
or room 101, the Gladys Mullenix Black Theatre signage may be to be prepared and posted prior 
to the audition to ensure that auditioners are able to find the right spot to check in, especially as 
some auditioners may not be familiar with the building. Room 107 is particularly difficult to find 
as it is in the back of the building and will definitely require signage to where the actors can 
check with either a stage management team member or an assistant production manager. If 
auditions are happening in room 101, this may require less signage as the audition check-in will 
be more obvious from the entrance to the VCCA, whether the check-in point is outside the main 
door or the backstage entrance will depend on the preference of the director and the accessibility 
options available to the auditioners. 

Before auditions, the stage management team will want to set up the tables and chairs 
needed inside and outside the audition room with any papers, sides, pens, pencils needed to 
ensure that the audition is successful. 

Outside the Audition Room 
The check-in point for auditions is important as it is usually the first in person 

introduction that the auditioner will have with the production team. They should want to work 
with the production team, just as much as the production team wants to work with them. Even if 
they are not casted for this production, making them feel comfortable will help encourage them 
to return for future auditions or want to be involved in the production in other ways. 

Depending on the size of the production, the auditioners may have signed up for a 
timeslot, or it may be an open audition in which the auditioners can come at any time during the 
audition period. Upon arrival they should be asked to sign-in with a management team member 
to confirm that they are here or add their name to the open audition list. Then they should be 
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given an audition form to fill out a production calendar of the preliminary schedule for the 
production. 

The auditioners may have already filled out an audition form online, if not they’ll need to 
fill it out before going into the audition room. Depending on the production and the information 
needed for the audition room, a paper audition form may be better, as a paper audition form can 
be scanned digitally and be put into a drive folder for stage management to collate the data and 
organize, and then give the paper audition sheets to the creative team in the audition room so that 
they can access the information. Ultimately, it depends on the needs of the production team and 
what they deem necessary for the audition process. 

If the audition includes a dance and music portion, the management team should 
encourage the auditioners to warm-up their voice and body and encourage them to ensure that 
their water bottles are filled. There should be a space that they can warm up in, whether it be a 
designated room or an area of the hall, either way the management team should know where the 
auditioners are so that they are accessible for when they are called into the audition room. If the 
audition slots are timed rather than being walk-ins, the creative team should honor the 
auditioners time ensuring that auditions are not running late. Usually, the stage manager who is 
on the inside will keep contact with the management team on the outside of the room through 
text message, or a google chat. Part of this is communicating if the audition room is running on 
time, early, or late, so that the management team on the outside can communicate with actors 
how long until their audition slot, so that they are aware if they can continue warming up, 
finishing filling out paperwork, or begin getting ready to enter the audition room. 

Inside the Audition Room 
​ The audition room usually consists of the directorial team and the production stage 
manager as long as there are management team members on the outside of the audition room. If 
not, the production stage manager is primarily working on the outside waiting for the current 
auditioners to leave so that they can check in on when to send in the next group of auditioners. 
Inside the audition room, the stage manager should be ensuring that auditions are running on 
time and that the directorial team has everything they need and all of the information they need 
to have a successful audition. This may include doing things such as reading lines with the 
actors, playing music for the dance audition, or organizing and providing sides for the actors to 
read from. 
​ The audition usually starts with the team sharing their name, pronouns if they wish to 
share, and their role within the production. Depending on the size of the audition group, they will 
ask them to share their name and pronouns if they wish to, usually the auditioner is not asked not 
share the role they are auditioning for. 
​ The audition will commence with the schedule that the production team discussed 
previously. Which may include group or pair work, or readings from a side. If the schedule 
includes a dance audition, the group will do a dance combination to a selection of music by the 
choreographer, and a display of skills by the group. If there is a music section, the music director 
may ask them to sing a prepared section of music, or sing Happy Birthday4, and then also do 
some music skills, including scales or belting to see where their proficiencies lie.  

4 Happy Birthday is usually chosen for the auditioners who have not prepared music as it is generally well known, 
and also royalty free. 
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​ When the audition section comes to an end the creative team should thank them for their 
attendance and hard work and tell them what the schedule for auditions will look like, including 
when they will hear from the creative team, and when callbacks will be conducted, as well as 
when the cast list will be sent out. The stage manager should be given a minute of time to 
reiterate that the cast should fill out the audition form if they have not already had the chance to 
do so and that auditioners should contact them if they have any questions or concerns. Having a 
student with the auditioners in this way can help them feel more comfortable and included within 
the audition process. 
​ After auditions, the creative team will deliberate on their initial reaction and who they 
would like to invite back to callbacks and who they would like to dismiss from the audition 
process. The stage manager, with the auditioners call back sheets, should provide any 
information that the creatives need, most importantly, the actors conflict list which may make or 
break the casting, as if the actor is too busy to play a role then they may be dismissed from 
auditions. The stage manager should also be iterating pronouns when discussing the actors to 
ensure that the team is being inclusive throughout the discussion. 

Callbacks 
Callbacks will be structured similarly to auditions. Outside of the room, no more 

paperwork needs to be filled out. If it is a musical, the auditioners are still encouraged to 
warm-up their voices and their body beforehand as the choreographer may have them repeat the 
dance combination from earlier in the week to see how they can keep choreography in their 
bodies. The music director may ask them to sing specific pieces or display certain skills, as well 
as see how well auditioners can take notes regarding the music. 

In either a play or a musical production, the director will usually pair actors together as 
characters within a scene and provide sides for them to read off of. This is usually to see how the 
actors work together and the chemistry they have when working off of each other. Each audition 
may have multiple different pairings, and this may not necessarily be preplanned, but the director 
may put combinations together in the room. Regardless, actors called back should be given sides 
beforehand similar to an audition, with the note that they may be asked to read other parts in the 
moment. However, the creative team should ensure that the auditioner is comfortable with 
reading a part that they were not told about prior. Simply ask “{Actor A}, how would you feel 
about reading {character A} with {actor B} as {character B}?” and they can either say that they 
feel comfortable or that they do not. The stage manager may have this list provided from the 
director to help facilitate the callback combinations, noting if there is a combination of actors 
that was skipped over. 

Continuing from auditions, maintaining the callback schedule is important as both the 
actors and the creative team’s time should be valued. When ending a callback, the creative team 
should thank them for their time and presence and reiterate when the cast list will come out. 
Afterwards, the deliberation is similar to the audition process, however the creative might take 
further time to create the cast list after the team is dismissed.  

 

Casting 
The cast list should be emailed out, not only to the cast, but to the stage management 

team so that they are able to send out pre production paperwork and prepare for first rehearsal. 
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The cast list can be posted on the call board in the VCCA as well. The stage management team 
should ensure that the cast list is sent out to the rest of the production team so that they are aware 
of who has been casted which will act as a reference throughout the production. The costume 
designer is then aware of who and how many people they are costuming for and who needs to be 
called into measurements and fittings. The sound designer is then aware of how many 
microphones are needed for a musical and/or who they will be used for. 

Rehearsals 
​ Rehearsals, no matter the type of rehearsal, require similar things. All rehearsals require 
the stage manager to document the rehearsal with rehearsal reports, and maintain time 
throughout the rehearsal and a daily call will always be sent out, these things will be discussed in 
this section. Rehearsals will not always require the full cast to be there which will be noted by 
the daily call and rehearsal schedule. 
​ Rehearsals can be operated similarly no matter what type of rehearsal it is. Actors are still 
expected to sign-in before rehearsal to ensure punctuality. Recommended by the Broadway 
Green Alliance, digital sign-in sheets have been beneficial at the Playshop theatre. The digital 
sign in sheet is QR-code that leads a google-form that consists of the full cast and their roles in a 
drop down list, allowing the actor to select their name/role to sign in. Adding a password that 
changes each day may also be beneficial if actors signing in before getting to the theatre is a 
concern, the passwords can also be changed for moral purposes, including happy birthday 
messages or congratulations. The google-form also links to a google-spreadsheet in which the 
stage management team can see when the actors signed into rehearsal and who has yet to sign in. 
This is especially helpful when there are multiple rehearsal rooms going at the same time and 
multiple members from the stage management team track within the rehearsal report if anyone 
has arrived on time or late as multiple QR codes can be posted by individual rooms5 (Broadway 
Green Alliance). 
​ It is typical that actors remain in the rehearsal room, even if they are not in a scene or a 
section of rehearsal. The schedule should try to avoid having actors sit around, however it is 
difficult to avoid especially when doing a run or stumble through which requires all actors to be 
present. It may be beneficial to create a google chat with the actors that allows stage 
management to contact actors throughout the rehearsal process. Through this method of 
communication, actors are able to go sit somewhere else in the building and be altered before 
they are needed for a scene by a member of the stage management team. This allows for the 
flexibility of those who are neurodivergent to either stim in a place away from rehearsal or find a 
place of quiet to reduce overstimulation. It can also be beneficial for actors who are neurotypical 
as they may have time to look over lines or work on homework allowing for the flexibility of 
being a student and an actor. 

Daily Call 
​ The daily call comes from the weekly schedule produced in collaboration between the 
directorial team and the stage management which is a breakdown of the schedule for that day, 
detailing what, when, and where. Daily calls happen throughout the entirety of the show starting 
at first rehearsal and continuing though closing performance. Depending on the production under 

5 See Appendix C 
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the whole section there might be an actor, directorial team, and stage management section to 
communicate that information to the whole of the team. The daily call is sent out to everyone 
who is expected to be in attendance at regular rehearsal, whereas a weekly schedule should be 
sent out to the entire production team, as the production team will receive rehearsal reports 
detailing the daily call information. The daily call should have a note section that includes any 
important information for the cast to know, like visitors, photography information, ect. 

At the Playshop, daily calls are usually sent out in the morning, however professionally 
the next daily call is usually sent out at the end of the rehearsal the night before especially when 
there are any changes for the actors to note. At the end of the rehearsal, the stage manager should 
announce to the cast when the schedule is for the next rehearsal, emphasizing changes to the 
schedule that the actors might be familiar with (Kincman 149). Sending the daily call out in the 
evening before could be beneficial for both the actors and the stage management team. It not 
only allows for the actors to plan out their day the night before, but also allows the stage 
management team to spend less time as the daily call is sent out at the same time as the rehearsal 
report and there is no worry that a scheduled email will actually be sent. Additionally, sending 
out the rehearsal report earlier could allow those with disabilities to interact with rehearsal better 
as giving them time to see what their rehearsal schedule could allow them the time to prepare in 
whatever way needed. 

Keeping Time 
​ Although not a union house, the Playshop Theatre does its best to operate rehearsal under 
Actors’ Equity Association (AEA) rules. To better prepare and train students for the professional 
world, but also break rules are beneficial for everyone involved in the rehearsal process as 
“Studies have found that breaks can reduce or prevent stress, help to maintain performance 
throughout the day and reduce the need for a long recovery at the end of the day” (“The 
Importance of Taking Breaks”). Following AEA rules, “There must be a 5-minute break at the 
end of 55 minutes of rehearsal or a 10-minute break at the end of 80 minutes, except during a run 
through and/or dress rehearsal, when the 10-minute break may be given no later than the end of 
the scene or act” (Actors’ Equity Association), noting that a run through or dress rehearsal does 
not qualify because there is no holds involved, if there is a hold a break does need to take place. 
​ There are multiple ways to keep time through a rehearsal period to ensure that breaks are 
kept accordingly and also gives the flexibility for the director to choose when a break would be 
best. Time keeps methods different depending on the stage manager’s preference. One way is by 
writing out the starting time with the five and ten minute break option and alerting the director 
when the time is about five minutes out from a five-minute break or that they continue until the 
ten-minute break. If the ten-minute break is chosen, the director should still be alerted when the 
ten-minute break is five minutes out (Jackson). An example of this chart is shown in figure 3: 
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Fig. 3. 

 
Erin Joy Swank, a professional stage manager, provides other tools for keeping track of 

time within the rehearsal room. She states that keeping track of time “doesn’t need to ONLY be 
on us [the stage manager] however. Everyone can work to ensure that a room is functioning 
well” (Swank). Swank offers tools that she has found helpful like MegaWatch 
[https://willpickens.com/MegaWatch/] developed by Will Pickens and a visual laminated table 
top tent so that the entirety of the rehearsal room is able to see when the next break is, as well as 
a flip book that alert the team how close the next break is (Swank). All of these resources could 
be beneficial to integrate into the Playshop’s rehearsal room not only to help assist the stage 
manager in the long list of duties that they are expected to perform in the rehearsal room, but 
also empowers the rest of the room to take on managing breaks. Having the entire team in the 
rehearsal room in communication with the break process, helps prevent the power imbalance 
between the actors and the stage managers while also empowers the students in the rehearsal 
room to advocate for themselves which can be especially helpful when working with a director, 
who confirms breaks with the suggestion from a stage manager. The actors should not be the 
only ones in the rehearsal room taking a break, the stage management team should also receive a 
break as well, though if a break is placed with a transitions between the rehearsals it might be 
beneficial for the stage management team to stagger breaks so that each member of the stage 
management team is able to receive a break without the rehearsal being compromised, especially 
since there should always be at least one stage manager in the rehearsal room at all times to 
ensure safety. 

Not only is the stage manager managing when breaks are taking place, they are also 
watching the time for the next item within the rehearsal schedule. The stage manager should alert 
the director when they are five-minutes out from the end of that section of the rehearsal, allowing 
for a smooth transition from one section to another. At this time, the assistant stage management 
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team should be preparing to set up for the next section especially if there are rehearsal set pieces, 
props, or costumes that need to be included for a rehearsal section. 

Rehearsal Report 
​ Rehearsal Reports are intended to document the rehearsal process to act as both a record 
for the creative team to reference and for future reference, either in production meetings, 
technical rehearsals, or future productions. The document is sent by the stage manager after each 
rehearsal is completed to the entirety of the production team including designers and assistants, 
the production management team, shop heads, and the directorial and stage management team. 
​ The top of the report should note those who were absent, late, and whether that absence 
or tardiness was excused or unexcused, since most students will communicate conflicts with 
other extracurriculars which may be excused if communicated early enough that it does not cause 
an inconvenience to the schedule. Visitors should be noted, including if designers, professors, or 
anyone not usually in the rehearsal room. The report should also note any accidents or injuries 
and also any illnesses for that rehearsal period. 

The second part of the rehearsal report should consist of details from that day’s rehearsal 
including what was done that day which should note breaks, when they were taken and for how 
long, and an outline of the next rehearsal’s schedule. 

The main part of the rehearsal report should consist of questions for each production area 
from either the director or the stage management team. The rehearsal report should be able to 
recount what happened in the rehearsal room that day and notify the production team about any 
needs or requirements for individual items and include any additional information, findings, or 
requests about the various design departments. These notes should be as detailed as possible 
without making artistic decisions for a designer. A summary of what generally happened can also 
be included at the top to give greater detail of how the rehearsal went. If an area does not have 
any content, it is courteous to write something along the lines of “No notes, thank you!” which 
iterates that there were no notes, rather that it is being forgotten to fill out. It is important to write 
things down in a diplomatic manner, including important details, but using clear neutral 
language. Instead of noting that “the director hated the hat” the note could say “Is the hat 
provided for today’s rehearsal the show hat or the rehearsal hat? The director would like to see 
other options for the hat if possible”. Detailing things and noting things is important, especially 
early in the rehearsal process, it may be difficult to make something happen to close to tech that 
could have been asked for earlier (Kincman 165-166) The notes can also be numbered, so that if 
a note relates to multiple areas, it can be reference instead of rewriting it like “Please see 
Costumes #1”. 

At the end of rehearsal, the stage manager should confirm with the director any notes 
they may have had during the rehearsal and if they have any additional notes they would like to 
add before the report is sent off to the production team. The rehearsal report should be sent off in 
an email attached as PDF as soon as possible after the rehearsal ends so that the production team 
is able to address notes the next day. Ideally, the rehearsal report should act as a method of 
communication between those in the rehearsal room and those who are not, if there seems to be a 
disconnect, the stage manager should evaluate how the content of the rehearsal reports can be 
improved. 
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First Rehearsal 
The First Rehearsal is all about setting the expectations for the rest of the production and 

establishing the connection between the rehearsal team consisting of the actors, stage managers, 
and the director and designers if they choose to attend. The schedule for the first rehearsal may 
look like this:  

1.​ Introductions of everyone in the room 
a.​ Name, role, pronouns (if applicable), an additional icebreaker 

2.​ Expectations 
a.​ Rehearsal Sign In 
b.​ Emergency Forms 
c.​ Letter of Agreement 
d.​ Contact Sheet 

i.​ Emphasizing communication with the stage management team 
e.​ DEI 
f.​ Integration of AEA break rules 

i.​ AEA Break Rules. See “Keeping Time” section. 
ii.​ Stage manager is there for the cast. That is why they are in the 

same union. 
3.​ Director and Designer Presentations 
4.​ Read through of work 

 
A first rehearsal may already be scheduled and communicated to the actors auditioning for the 
production. Regardless of whether the time has already been communicated in some way to the 
actors, the company should still be reminded during the cast announcement of when their first 
rehearsal is scheduled, which may require a reminder to the director to include within the cast 
announcement email. After discussing with the director about their expectations and overall 
needs for the first rehearsal, that should be collated into the first daily call email for the company 
to receive the morning of the first rehearsal, usually scheduled for 8:00am. Doing this sets up the 
expectations for the actors and creates a routine for them and what they should expect for the rest 
of the production process. Depending on the company size and the number of attendees coming 
to the first rehearsal, the first rehearsal should take place in the VCCA in either room 202 for 
small companies and room 203 for larger companies.  

Designers should also be invited to come to the first rehearsal and in consultation with 
the director regarding scheduling for a presentation on their overall design concept for the show. 
This may include looking at scenic drafts, plots, or inspiration materials, including concept 
boards and videos. Designers sharing allows the production team and actors to better understand 
the production and, even more so, gets everyone excited about involvement and increasing 
morale, even this early in the process, it is a good thing. To prepare for the first rehearsal, the 
stage manager should find out in advance who will be in attendance and if they need any support 
for presenting information. This may include ensuring that the computer, projector, and sound 
are working correctly in the rehearsal room or that a space exists for models or display boards to 
be set up.  

Around twenty minutes before the start of the daily call, an assistant stage manager might 
want to sit in the lobby of the VCCA to help guide people up to the correct room or if the 
management team is smaller, signage might be created to help the company navigate through the 
building. Please note that on occasion people from outside of the Allegheny College Community 
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may participate within productions and may require further information, including where to park 
and what door to enter through, that they also may need to contact management to let them in as 
rehearsals sometimes take place after hours and thus you need an ID to scan into the building. 

Most of the paperwork created during prep week is distributed during the first rehearsal 
meeting, including the contact sheet and the preliminary rehearsal schedule, including tech and 
performance times. Conflicts collated by the management team between auditions and first 
rehearsal should be confirmed with the individuals. Unique to the playshop theatre is a letter of 
agreement stating the general guidelines and expectations, and the tech and performance 
schedule, in which all cast members are expected to be in attendance. Additionally, there is an 
emergency form for the company to fill out. It should be emphasized that the emergency form 
will be stapled to keep information private and locked in the management office, where it will 
only be used in an emergency. If time permits, the company can take about fifteen minutes to fill 
out both the letter of agreement and the emergency form. If time does not permit, the company 
should take the forms out, fill them out just after rehearsal or at home, and return at the next 
rehearsal they are in attendance at. 

Outside of the rehearsal room, the Playshop does its best to reduce waste. LeeAnn 
Yeckley, the technical director and scenic shop manager, and in efforts with our resident scenic 
designer Michael Mehler, do their best to make sets that are low waste, ensuring low cost, and 
using stock materials. These efforts to reduce the Playshop’s ecological footprint within the 
rehearsal room are something that has not been established as a part of training and procedures. I 
would like to introduce ways to implement in the future as is appropriate to the production 
process. To reduce paper within the rehearsal space, all the resources produced by stage 
management, like the rehearsal schedules and production calendar, should be sent solely digitally 
to production and cast members. Cast members should be given an option to opt-in to printed 
materials, which may be more accessible for older actors who might be participating in the 
production. Opting in to printed materials 

The materials should be sent to everyone the day before or the morning of to ensure 
everyone gets the same materials simultaneously; only those who request will get prints of those 
materials. In the email, you can mention that these materials should be accessible during the first 
rehearsal. It should be emphasized during the first rehearsal that using digital materials is not 
only to help do our part for the environment but is a privilege, emphasizing that they are being 
trusted to only use what is needed rather than texting other people during rehearsal or accessing 
other things. Everyone is being treated and respected as professionals and should act that way. 

Tablework Rehearsal 
​ A tablework rehearsal is set up similarly to how a first rehearsal is and can either happen 
in a room or a rehearsal space. The rehearsal is led by the director guiding “reading and 
discussion” of the text with the actors (Bloom 121) which may be especially needed for a Greek 
or Shakespearan work. Each production will remain in the tablework phase for a different 
amount of time. It is also possible that the tablework rehearsal will move back and forth between 
a tablework and a blocking rehearsal. If the director has designated a solely tablework rehearsal 
setting up tables and chairs for the directorial team, stage management team, and actors who will 
be there, as well as having pencils, erasers, paper to take notes, and highlighters available for 
use. 
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​ The stage management team should be noting anything that needs to go into the rehearsal 
report of note, especially anything for the dramaturgy, keeping time, and providing any 
additional support within a stage manager’s purview for the director that may be needed. 
​ Working on a Greek, Shakespearean, or new work there may need to be a document to 
track changes to the script which can be developed by stage management during this time. The 
document should be referenced in the rehearsal report if there is a change to the script. If 
working on a new work, the playwright may be present within the room and a similar system for 
documenting script changes may need to be put into place (Kincman 125-127). 

Blocking Rehearsal 
​ Blocking rehearsals usually takes a bulk of the rehearsal time, especially for a play. 
Which consists of the actors up on their feet to begin sketching out how the movement for the 
actors will look like and as the actors and director moves through scenes over and over again will 
help instill the final blocking. At times not everyone in the cast will be called, if only blocking 
particular scenes or moments this will only require part of the cast. 
​ The stage manager should be recording blocking within their script on the blocking pages 
that they have created based on blocking keys (Appendix C). The blocking pages record the 
actors movement set by the director, over the course of one or multiple rehearsals there may be 
multiple iterations of blocking so ensuring that blocking is written in pencil is important. The 
blocking pages act as a record so that the stage manager is able to communicate this to a designer 
if asked or needed, communicate to a director if they ask where an actor might be at a point, or if 
an actor misses rehearsal and needs to be updated. Additionally, the stage management team 
should be supporting the rehearsal by preparing any rehearsal props, scenic items, or costumes 
that should be utilized by actors. Additionally, the assistant stage management team should be 
tracking scene shifts in their prepared paperwork, keeping track of props, scenic elements, and 
costumes that move throughout the show. Not only should they be tracking items that crew or 
stage management may be responsible for, but also what the actors interact with so that there is a 
reference for that if needed during tech week and so that stage management and crew can preset 
items for the actor if needed. 

Usually, there will be one blocking script that stays within the stage management office 
so that even when the stage manager has their day off, the assistant stage managers can continue 
to record blocking. This may be the best option rather than a digital blocking script, especially if 
everyone on the stage management team is not able access the materials in the same way. The 
stage management team should continue to keep track of time and record for the rehearsal report 
with any needed information from the rehearsal. 

Music Rehearsal 
​ Music rehearsal is led by the music director and coaches the actors through the music in 
the production. The beginning of rehearsal may include a few vocal warm-ups, but the actors 
should warm-up their voices prior as much as they feel necessary. The music director will then 
go through the music as they see fit with the actors. Similar to blocking rehearsal, it is possible 
that not everyone will be called at one time. 
​ The stage management team should be doing their best to follow along with the music, 
noting of vocal part assignments in each song and if any vocal parts are changed or if any 
measures are cut, which should be noted and reported in the rehearsal report under the music 
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section, this information may be helpful for the sound designer when mixing the microphones of 
who is singing what and when. Continuing to keep track of time is also important. 
 

Dance Rehearsal 
​ Dance rehearsal is led by the choreographer and sets the choreography with the actors. 
The beginning of rehearsal may include a warm-up led by the dance captain to help prevent 
injury, but the actors should do their best to warm their bodies before rehearsal to suit their own 
needs. Actors should also wear clothes that they can move in, shoes that are suitable for dancing 
in, and a water bottle to remain hydrated. A warm-up playlist may be collated and given to the 
stage management team to plug into the rehearsal sound system to help promote high morale 
with music that the dancers enjoy to warm-up to. Dance rehearsal may only require part of the 
cast depending on the piece and the choreographer's vision. At certain points the dance ensemble 
may learn the choreography to a piece before the central characters does as their choreography 
may be more dynamic, and there may be song parts where only the dance ensemble is needed, or 
just the central characters, or only some of the central characters; it just depends. 
​ The stage manager should be tracking the formations of the choreography and the 
placement of the actors which may help with visual cues, as well as any significant movements 
that indicate something important to the storytelling which may include entrance, exits or 
formation shifts. For example, if the cast goes from being in a line upstage to downstage to being 
in a circle, that would be considered a large formation shift. Additionally, stage management 
should be tracking any scenic, prop, or costume elements that are included in the dance for their 
tracking paperwork and the stage management team should be putting anything of note into the 
rehearsal report. Additional breaks may be needed if the actors need water or a moment to catch 
their breath, if over a minute these should be recorded within the rehearsal report, but do not 
count as official breaks since the stage management team is unable to receive a break. 

Stage Combat in Production 
​ Stage combat is not a necessarily common thing that happens within the Playshop 
Theatre which makes procedure murky to discuss. Laurie Kincman’s section on “Stage Combat” 
in the 4th edition of The Stage Manager’s Toolkit: Templates and Communication Techniques to 
Guide Your Theatre Production From First Meeting to Final Performance offers information that 
could help further guide the stage combat throughout the production process. However, I would 
like to highlight some of Kincman’s insight and discuss its applicability within the Playshop. 
​ Usually if there is stage combat, a fight director is hired externally to choreograph the 
fight scenes. As fight director creates the movement for the scene. The fight captain, which is 
sometimes a person apart of stage management, or an actor maintains the set fight choreography 
and ensure the safety involved with the fight choreography. A weapons wrangler may also be 
involved to ensure the safety of the weapons condition, and that they are kept in a safe place 
when not in use, sometimes this may be with the weapons wrangler themself. Most importantly, 
when it comes to stage combat and weapons, safety is the most important part, especially when 
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working in an academic institution that does not have a lot of institutional training when it comes 
to stage combat or weapons For stage combat rehearsals, it is important to ensure the following6: 

●​ Everyone in the rehearsal room (actors, directorial team, and stage management) should 
have had a basic weapons safety training, the bullets are listed below. When crew are 
added they should receive the same training. 

○​ No one is allowed to touch the weapon except for those that are supposed to 
handle it (stage management, fight choreographer, fight captain, weapon wrangler, 
actors using the weapons). 

○​ The weapon is treated as though it is real. 
○​ If a prop firearm, the weapon should never be pointed at anyone directly, always 

to the side. Additionally, no one should have a finger on the trigger, always to the 
side. 

○​ If a prop firearm is in use there should be signs placed at all entrances to the 
rehearsal space warning any people that are around and could enter to be aware of 
this, this applies not only to rehearsals, but performances as well. 

○​ Campus Security should be made aware of when, and where firearms are being 
used and if there are live rounds, to inform them how many will be used. 

○​ If anyone feels that something is wrong, or sees something wrong they are 
encouraged to report it. 

●​ Stage management with the fight choreographer and fight captain should ensure the 
rehearsal space is clean, well-lit and safe to work in. 

●​ Stage and production management should ensure there is a first-aid kit easily available in 
the rehearsal room. 

●​ That the weapons wrangler, or whomever has been given that role, possibly an ASM, 
inspects the weapons before the fight rehearsal for any faults that could be considered 
unsafe. 

●​ Stage management, the weapons wrangler and the fight captain should ensure that all 
prop weapons are locked away in the stage management office until they are needed. And 
then are locked back up in the stage management office after use. 
The fight choreographer will help ensure safety alongside stage management, though it is 

beneficial to have a discussion between stage management, the fight choreographer, the fight 
captain, the director and the production manager to ensure that safety remains the top priority 
during both rehearsals, tech week, and performances. 

Similarly to intimacy rehearsals as discussed below, it is important for both stage 
management and the fight choreographer to keep a record of the fight choreography. Kincman 
recommends “The Paddy Crean Method” also known as “Narrative Notation” “in which the 
movements, attacks, parries, and staging of the fight are recorded in detailed, running narrative 
form” (Kincman, The Stage Manager’s Toolkit: Templates and Communication Techniques to 
Guide Your Theatre Production From First Meeting to Final Performance 201) which Kincman 
notes that the narrative notation includes the following information: 

 
1.​ Relative position of each combatant on the stage. 
2.​ The character making an attack. 

6 Laurie Kincman provides a comprehensive list on pages 210 to 214 of The Stage Manager’s Toolkit: Templates and 
Communication Techniques to Guide Your Theatre Production From First Meeting to Final Performance. This list 
provided in this manual is not comprehensive, just a quick start into thinking about safety with stage combat. 
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3.​ The type of attack and target. 
4.​ The action of the “victim,” ie. parries, blocks, etc. 
5.​ The footwork and movement of each combatant. 
6.​ Any dialogue or non-flight related action that occurs within the scene. (201) 

 
The fight plot, usually created by either fight director or the fight captain7, which “allows for the 
fight to be broken up into different phases which helps with learning the fight” (201) or provides 
“defined points in the fight that they can start from in the performance if someone goes wrong or 
they simply lose their place in the fight”(201). Kincman notes that the fight plot takes the 
following format with key information: 
 

●​ The first column is the line or move number that the fight corgeography takes. 
●​ The second column is general information for “Character One” in the fight. It 

is here that stage positions, footwork, and any other important information 
such as stage obstacles that the combatant needs to be aware of are recorded. 

●​ The third and fourth columns are the character columns. Here is where 
information about attacks, passires, and blocks are recorded. “Character Two” 
is in the third column and “Character Three”, if applicable, is in the fourth 
column. (201) 

 
These documents become especially valuable during fight calls. The fight call “is a rehearsal to 
review and run all combat elements in a show. A regular and well-run fight call will lead to a 
safer, more believable fight in performance” (208), which should happen any time during the 
production period where the choreographed stage combat will be done. The fight call will be led 
by the fight captain, who may also be a member of the stage management team and include 
everyone who is onstage during the fight, and stage management. The fight call can happen at 
any point before the house opens or before the rehearsal starts. Additionally, it may include 
production elements depending on the phase that the production is in, including character shoes 
provided. During technical rehearsals or performances the fight director might request specific 
technical elements, including costumes if they are able to be worn that could benefit the fight 
call, for safety and movement considerations, additionally, if the fight takes place in dim lights or 
special effects they may want to simulate that during the fight call. The running order of the fight 
call may not necessarily be show order, however the running order should stay the same every 
time (209-210). It is possible that each of the fights are run twice during fight-call, especially if 
the actors are still getting the hang of the choreography. The first may be done at “slow-motion” 
which is when “the actors move as slowly as possible while maintaining physical control of the 
body and weapon(s)” (205) and the second time, as long as the first time was done correctly, and 
the actors felt safe should be done at “half intention” which is “the blending of actor and 
character intention. The focus of the actor is still primarily on the mechanics of the 
choreography, but includes the character’s intention for the flight as well” (205). After each run 
of the fight, the fight captain should check-in with the actors about how they feel and any notes 
or concerns that either party had before running it a “performance intention” which means “there 

7 A fight captain may not yet be chosen at this point in the process meaning that the fight director will make the fight 
plot. The  fight director may also make the fight plot if the fight captain or stage management member does not have 
enough experience in stage combat. Of course, students should attempt to make one if they would like to for 
educational purposes, but an official one should be done for the safety of the production. 
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is now full commitment to the character’s intention. The actor’s intention is to ACT the fight as 
believable as possible for the audience” (205). The most notable thing is to ensure safety and 
communication to help prevent accidents or injury. 

Intimacy in Production 
​ At any level, intimacy can be a difficult and uncomfortable piece of rehearsal. The power 
dynamic and discomfort can become exacerbated when rehearsals involve both students and 
faculty and staff members in the rehearsal room when it comes to choreographing intimacy. In 
recent years, Intimacy directors or choreographers have become more prevalent, especially with 
the establishment of organizations like Intimacy Directors International (IDI), Intimacy Directors 
and Coordinators (IDC), and Theatrical Intimacy Education (TIE), which focus on the education 
regarding theatrical intimacy in their own ways (Kincman, The Stage Manager’s Toolkit: 
Templates and Communication Techniques to Guide Your Theatre Production From First 
Meeting to Final Performance 150–51). Procedures have begun being rooted based off of the 
organization practices and teachings within the Playshop Theatre in the last few years and similar 
to the industry should be continuously practiced, reviewed, and improved on. 
​ Intimacy within a production is labeled as the following by Theatrical Intimacy 
Education: 
 
​ ​ ● Kissing 

● Embraces 
● Sexual innuendo 
● Revealing Clothing 
● Nudity or partial nudity (including on-stage costume changes) 
● Simulated intercourse” (“Sample Theatrical Intimacy and Instructional Touch 

Policy” 2)(Appendix C) 
 

An intimacy director should come in to hold an intimacy workshop to discuss intimacy best 
practice, mandated for the entirety of the cast, stage management team, and directorial team so 
that everyone part of the rehearsal process receives that same education and instruction. The 
“Sample Theatrical Intimacy and Instructional Touch Policy” offers practices regarding intimacy 
including: 
 

●​ Practice a consent-based process 
○​ Use an Audition Disclosure form to allow actors to opt-in or out of 

theatrical intimacy. [See Appendix B] 
○​ Use The Button. [The Button references using the word “button” or 

choosing another word agreed upon by the cast, a word in which everyone 
stops, takes a break, and asks if the person who said “button” needs 
anything.] 

●​ Establish Boundaries 
○​  Use the Boundary Practice exercise. [Working in pairs, each person takes 

a moment practicing The Button (see above), allowing each person to 
practice advocating for their boundaries and their needs and respecting 
other people’s boundaries and needs.] 
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○​ A third party such as Stage Management must always be present for the 
staging of intimacy. [Stage management should also be recording and 
documenting intimate rehearsal as well as ensuring that intimacy 
procedures and boundaries are followed along with the intimacy director, 
in later stages when the intimacy director is not always present, the stage 
management team should ensure that the actors are completing check-ins 
with each other before intimacy happens.] 

○​ Productions with Intimacy should have a no-cell phone policy in rehearsal 
and backstage for all members of the production. [Stage management 
should ensure that phones are kept with belongings and if they see a phone 
during an intimacy scene, that the actor is asked to put it away.] 

○​ Directors and choreographers should never step in to stage intimate 
moments or have any physical contact with the actors during the staging or 
rehearsal process of intimacy. [If this is in the process of happening, stage 
management should caution the director and if they are to proceed, 
document and report to the production manager.] 

●​ Desexualize the Process 
○​ Use non-sexual language for staging the intimacy or discussing it with the 

actors. [This includes language like “chest” instead of breasts, or instead 
of saying “the kissing scene” say “the scene in the cafe”] 

○​ If you need to talk about the character’s actions, use character names. 
○​ Refrain from making sexual jokes, innuendo, or comments. 
○​ Offer De-Role-ing8 (differentiating oneself from the character). 

●​ Choreography 
○​ All theatrical intimacy, regardless of how simple or straight-forward it 

might be, must be choreographed. [See list above that defines theatrical 
intimacy.] 

○​ Choreography must be notated by performers and stage management. 
■​ Notation should be written, but can also be in the form of an audio 

recording. [See notation below.] 
○​ Video recordings of intimacy should not be created for actor privacy. 
○​ Performers must not deviate from choreography. 
○​ If a performer’s boundaries change that alters the choreography, they 

should notify the instructor and/or choreographer as soon as possible so 
modifications can be made.  

○​ In Production, Directors must discuss any changes to choreography with 
the [intimacy director] choreographer and may not make changes 
themselves. 

○​ Placeholders should be used until choreography is set. [See placeholders 
below.] 

8 De-roling: “the actor states as the character what they’re doing, both physically, emotionally, what they’re saying 
or what lines of text they’re speaking, and maybe even how they’re feeling. Then they say, “‘But as the actor,’” and 
they say what the actor has been doing physically, emotionally, verbally” (Pace 33). De-roling can also be used by 
directors and stage management in their notation. 
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○​ Placeholders9 may be used anytime after choreography is set except during 
performances. [Ideally, the choreography should be performed during 
dress rehearsals which act as previews at The Playshop. In the professional 
world, previews qualify as performances. Though ensure the actors 
comfortability and respect boundaries, especially if the actor is feeling ill.] 
(“Sample Theatrical Intimacy and Instructional Touch Policy” 2-3) 

 
The Playshop has instilled some of its own practices when regarding intimacy, including 

ensuring that actors check-in with each other before rehearsal and performances, which can be a 
quick “how are we feeling today?” and actors are also encouraged to tap-out by checking in with 
each other after the scene which may include telling a funny joke, dancing to a fun song, or even 
playing rock-paper-scissors, which allows the actor to differentiate their personal selves from the 
character they play on stage. If any lip-to-lip contact is made, the Playshop provides mouthwash 
to the actors to use 30 minutes maximum before the intimacy scene takes place, which can be 
found with cups in the stage management office or ask the production manager for more. 
Intimacy rehearsals can either include additional people or not, usually the Playshop prefers to 
only have the actors involved in the intimacy, the choreographer, the stage management team, 
and the director, but the actors can allow for the ensemble members to be present, but it is 
entirely up to the the actors, and no one should be mandated to watch the process (Pace 73). 

Something less common within the Playshop, but equally important is touch based 
practices where instruction touch is defined as “any physical contact made between instructor 
and student. Instructional Touch best practices are also be encouraged between students” 
(“Sample Theatrical Intimacy and Instructional Touch Policy” 1) which can include: 

 
●​ Adjusting alignment/positioning 
●​ Bringing awareness to physical use 
●​ Partnering for demonstrations 
●​ Correcting actor placement in space 
●​ Adjusting Personal Protective Equipment (PPE) 
●​ Costume Fittings (“Sample Theatrical Intimacy and Instructional Touch Policy” 

1) 
 
Which recommends the following procedures:  
 

●​ Ask before you touch 
○​  Be specific about the contact 

■​ Where 
■​ For what purpose 

○​ Try Open Questions 
■​ “Does that work for you?” 
■​ “How would you feel about ____?” 
■​ “Would you be open to _____?” 

9 Placeholders: “is a high-five. Where there would be an intimate moment (or even a moment of violence) have the 
actors high-five or bring their palms together. If the moment is a solo intimate moment, use a clap, much the same 
way dancers mark turns in rehearsal” (Pace 32). This can be done for many reasons including sickness, time, or 
boundaries (Pace 32). 
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○​ Be prepared for “no” 
■​ Offer alternatives 
■​ Visualization 
■​ Demonstrating on yourself 
■​ Using their own hands 
■​ Using Props 
■​ Careful Observation and Note-taking(“Sample Theatrical Intimacy 

and Instructional Touch Policy” 1) 

​
Intimacy Notation 
​ Stage management should take intimacy notations or “recipes” (Pace 85) during 
rehearsals to ensure the consistency of the choreography over the course of the production, and 
also to have a record in case anyone has any questions about the choreography. Recipes consist 
of the following elements set forth by Chelsea Pace in Staging Sex: 
 

1.​ Opening or Closing Distance: [“to describe the space between bodies or objects 
and changes in that space” or “to describe the distance between a body part and 
either another body part or element in space and the changes in that distance” or 
“to describe how the distance opens or closes” (Pace 40).] 

2.​ Levels of Touch: [used “to describe pressure” by using “three levels of touch”. 
Usually, at the Playshop we use “the anatomical name. Skin, Muscle, and Bone 
levels of torch to refer to the anatomical features we imagine we are pressing 
into” (Pace 42).] 

3.​ Tempo and Counts: [to describe the amount of time for an action set forth by the 
choreographer and used by the actors. “It ensures that a peck stays a peck and a 
long, deep kiss doesn’t get rushed. It also allows expectations to be established” 
(Pace 46).] 

4.​ Shapes: [“Most moments of intimacy and the physical gestures that happen during 
intimacy can be described by one of three Shapes: Arcs, Angles, and Figure 
Eights” (Pace 48).] 

5.​ Destination: [“by using destination we can chart the path of a gesture, determine 
where a gesture is landing, or where the intended gesture is to land” meaning that 
it is possible to “have a starting destination and an ending destination” (Pace 50).] 

6.​ Eye Contact: [“if there is a magical moment and you want to write it down, it can 
be useful to have if there is a magical moment and you want to write it down…”. 
Pace defines eye contact as either “Seeking and Avoiding” (Pace 51).] 

7.​ Visible Power shifts: [“about when who is on top of who and when that 
changes… Visible power shifts can be thought of as ‘giving the lead’ to the other 
actor or putting them into the position of focus” (Pace 52).] 

8.​ Breath and Sound: [“Breaths and Sounds can be short, long, shallow, deep, high, 
low, or sharp. They can have the shapes of vowels or consonants. Describing 
Breath and Sound can also be used to avoid sexualizing the sound or the breath of 
an intimate moment in a scene” (Pace 57).] 
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9.​ Gravity and Weight: [This is more of a note to actors but can still be noted in 
recipes as specific parts of the body being “subjects to increased gravity” or 
asking an actor to shift their weight in a part of their body (Pace 59).] 

10.​Kissing: [requires a consideration of most of these items in this list, including 
“Opening and Closing the Distance”, “Counts”, “Level of Touch”, and 
“Destination”, and can also include other intimate directions that use the elements 
in this list. However, Pace establishes ground rules which includes “closed mouth, 
no tongue”, and “no kissing of any kind if the actors are sick”, to talk about the 
kiss which does not have to be a long conversation, and to walk through the kiss 
by having the actors practice it with their hands (Pace 60-2).] 

 (Pace 39-40) 
 

Intimacy notation can be notated in different ways, including a bulleted list with the cue for the 
action to happen, the actions and descriptors of that action using the list above. It can also take 
the form of a table which may include a column for the line or blocking of which the actors can 
take the cue on, a column for the action which includes a description of the action using the 
above, and a column for any details. Or an alternative table which includes the line/blocking, 
columns for each of the characters and the action that they perform, and an alternative plan if lip 
to lip contact need to be removed for that day (Kincman, The Stage Manager’s Toolkit: 
Templates and Communication Techniques to Guide Your Theatre Production From First 
Meeting to Final Performance 195-6). As long as the stage manager is able to document the 
intimacy choreography and with the necessary details, the actors will have the support they had 
while the intimacy choreographer was in the room, which hopefully will make intimacy feel 
more comfortable in the production space. 

Run-through/ Stumble-through Rehearsal 
​ Run-throughs and Stumble-throughs happen later in the rehearsal process and allow for 
the progress of rehearsal to come together. Usually, half way through the rehearsal process, after 
the first half of the show has been blocked and worked through the director will have a 
stumble-through of the show, which notes that it will not be perfect and that there will be 
stopping and starting. It also is usually a chance for actors to rehearse the first half of the show 
off-book, allowing for stage management to track line-notes for the actors. A stumble-through 
may also happen for the second half of the show, or with the entirety of the show. 

A run-through rehearsal allows stage management and actors to run through the show as 
it has been blocked and directed so far. Not only is stage management keeping track of line-notes 
for the actors; but also ensuring that any faults in their tracking paperwork is cleaned up so it is 
as accurate as possible going into the technical rehearsal process. This can be an overwhelming 
rehearsal for stage management, so communication is key when it comes to needs and 
capabilities. Preparation can also help with being overwhelmed especially with paperwork, but 
also prepping for the run. Asking for five-more minutes to set up is significantly better than 
having to hold a run because a prop is lost or a scenic shift is not prepped for a transition. It also 
does not have to be perfect for either stage management or tech, often the performance is weeks 
away and there should not be pressure to have a perfect, performance, level rehearsal. 
Communicating as a production team that both the actors and stage management are doing their 
absolute best, but mistakes still happen, but those mistakes allow for improvements which is why 
run-throughs are done in the first place. 
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Production Meetings 
The rehearsal process often invites questions, requests, or ideas about the production 

elements not included as part of rehearsals as they will be added during tech week when the 
production moves closer to its final performance form. Production meetings bring the production 
team together to discuss the items that come up during the rehearsal process that require a more 
in depth discussion with the entirety of the production team. Those that should be at the 
production meetings include the creative team: director, choreographer, music director, 
designers: lighting, sound, scenic, properties, costumes, technical staff: technical directors, shop 
managers, and management: production management and stage management and any additional 
people needed to make decisions or input regarding the technical aspects.  

At the Playshop, production meetings are usually scheduled at a consistent weekly time 
throughout the duration of the rehearsal process by either the production manager or the stage 
manager based on the production team's availability. When considering whether or not to have 
the meeting in person, online, or hybrid there are a few factors that should be taken into 
consideration. Boston University’s Human Resources “Successful Hybrid Team Meetings” give 
recommendations on how best to conduct hybrid meetings, and significantly when deciding to 
have all in person meetings, hybrid, or completely remote meetings. The article states “If the 
goal is primarily team building or networking, or to resolve a conflict, it is best to use either ‘all 
in person’ or ‘all remote’ formats. When all participants use the same meeting format, it is 
simpler and easier to use activities and ensure consistency of experience” (“Successful Hybrid 
Team Meetings”). Since a significant portion of production meetings are problem solving which 
qualifies as team building and resolving conflicts, it may be best to have production meetings be 
all in person or all remote. Depending on the production, the production team may consist of 
visiting designers which should provoke production meetings to be completely remote as they 
are likely not to be able to attend meetings in person regularly. Whereas, if the production team 
consists of people who are students, staff, or locals to Meadville, PA discussing all in person 
meetings could be beneficial for the entirety of the team. However, if a team member needs to be 
remote for a week the meeting location should be evaluated to see if the meeting should be 
hybrid or remote. Considerations may include the person who will be calling in, for instance if 
the costume designer needs to be remote, but there are not a lot of discussion points regarding 
costumes, hybrid may be fine; whereas, if the director needs to call in, it may be beneficial to 
move the meeting to remote. The most important is for the stage manager to communicate with 
the production team throughout the entirety of the process how they plan to participate in 
production meetings and communicate with the production team if a change from a usual 
meeting format happens. 

Before the production meeting each week, the stage manager will send out a production 
meeting reminder consisting of when, where, including if online, in person or hybrid, and a link 
to the production meeting minutes, encouraging the production team to write in any notes or 
points they would like to cover during the production meeting. The stage manager will also put 
in any notes that the director has asked to note for the production meeting, along with any 
unanswered questions from rehearsal reports into the meeting minutes so that they can be 
answered during the production meeting. It is important that the production meeting serves a 
purpose for the whole of attendees, so when discussing small items regarding two people it may 
be helpful to schedule an action point for those people to meet either directly after the production 
meeting or in the upcoming week. 
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During the production meeting the stage manager should be guiding the meeting with 
assistance from the production manager, ensuring that the meeting stays on topic and that 
discussion does not go on for too long, that the team is productively problem solving, and that 
action points are being affirmed. The assistant stage managers and assistant production managers 
should be taking notes in the production meeting minutes that “summarize important updates, to 
present decisions made during the meeting for those who were not in attendance, and to remind 
everyone about upcoming action items” (Kincman 176) rather than word for word recording the 
meeting. The rest of the production team should be there to contribute their two-sense on any 
topics that come up during the meeting or ask questions regarding their department to the whole 
of the group, each person will likely take their own independent notes. 

Production meetings can sometimes result in passionate discussions from team members, 
especially in an art that requires passion in artistry. Kincman states to the stage manager to 
“Look for moments to clarify, to reinforce commonalities, and to diffuse comments that may feel 
focused at an individual rather than the situation” (176). Additionally, if the disagreement is not 
solved quickly the stage manager should “try to pause the fight. You may be able to move the 
conversation to one of those ‘meetings after the meeting’ if only some of the participants are 
involved, or suggest returning to solving the problem at the end of the meeting so that other 
essential agenda items are discussed” (176). It can be difficult to diffuse or shift an argument as a 
student, however recognizing that the stage manager is solely trying to make the production 
meeting a productive meeting and also ensure that everyone’s time is being used valuably. Also, 
having the management members to further support the purpose of the production meeting will 
help empower the stage manager to take charge during the meeting. 

After the production meeting, the stage management team should look over the 
production meeting minutes to ensure that nothing needs to be edited. The stage manager should 
then send a PDF of the production meeting to the production team similar to how a rehearsal 
report is sent out, thanking those for attending the meeting and iterating that if they have any 
questions or concerns they can contact the stage manager. 
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Technical Rehearsals 

Papertech 
Papertech, as the name implies, is a tech that only happens with paper. Meaning that the 

calling stage manager, the designers (sound, lighting, scenic, and projections), the director (and 
music director if there is one) and the production manager (if available) come together to discuss 
all of the elements and how they get integrated into cues that the stage manager will eventually 
call in the upcoming week during cue-to-cue, tech, dress, and shows. As the team working on a 
papertech is a smaller team, the meeting takes place in a smaller room either in VCCA room 202, 
or the VCCA greenroom. Ideally, if there are designers that are calling in online, the whole 
meeting should take place online, but also communicate what their preference would be online 
rather than hybrid to improve communication between the whole team. 

Ideally, the designers will have sent their preliminary cue sheets to the stage manager so 
that the stage manager is able to move those cues over into their prompt book prior to the 
papertech meeting. However, sometimes that is not possible, still the process for papertech is the 
same with some additional steps if the cue sheets were not provided in advance. The stage 
manager leads the meeting, similar to how they would lead a cue-to-cue. Using the cue sheets 
that each of the designers provides, the stage manager goes through each cue to determine the 
placement of the cue, including the page, the line, blocking, or action it is called on based on the 
designer's discretion. If the stage manager did not receive the cue sheets beforehand, they should 
be writing them into their prompt book during the meeting. If they did prior to the meeting, they 
are ensuring that the cue placement is correct or asking any questions that came up while 
transferring cues from the cue sheet to the prompt book. The director is there to provide insight 
into specific cueing that they want (usually discussed previously in the production meetings or 
rehearsal reports) or to provide insight into the blocking of the actors, though if the stage 
manager has taken effective blocking notes, they should be able to communicate with the 
designers in order to determine where cues should be placed. It is important for the stage 
manager to walk through transitions with the designers as this is usually the most cue-heavy part 
within a production as there are usually light cues, sound cues, rail cues, and deck shifts that 
need to happen in a coordinated manner for a successful transition. The stage manager having a 
clearer picture of these cues can help with the efficiency of cue-to-cue. Especially if the design 
and management team feel that a transition did not go well during cue-to-cue, it may need to be 
reset and rerun, which can take time. One of the most significant transitions for cue-to-cue is 
going from house open to start of show, and just as any other transition, the stage manager 
should have a clear understanding of how that operates for the efficiency of cue-to-cue.  
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Crew View 
Crew View is an excellent time within the Playshop production process, where we 

officially kick off the transition from rehearsal to technical elements on the way to opening night. 
However, what can be difficult during this run-through is who Crew View is actually intended 
for. Is it for the primary purpose of the actors having one last run-through and reviewing the 
material they’ve been working on for the entirety of the rehearsal process? Is it for the 
management team to ensure they have everything correct in their various pieces of paperwork to 
ensure they are effectively tracking props and scenic elements? Or is the primary reason for the 
designers to see the final results of the rehearsal process for them to transition their design 
concepts into the technical rehearsal in the days to come after Crew View? The answer is yes to 
all of the above. 

Everyone has their motive during crew view because each person involved (Director, 
Actors, Stage Management Team, Various Designers, Crew) has a different role within the 
production process. Still, collectively and collaboratively, each role comes together to create the 
production. What makes this run-through different from all of the other types of rehearsals is that 
everyone who is involved in the production process is in the same room at the same time for the 
first time during the entirety of the process. With new people being introduced into the process, 
this gives management the opportunity to extend the culture that they have been building through 
the entire process while also ensuring that the necessary information is communicated. 

Unlike the rest of the tech rehearsal, crew should not sign-in on a sheet, and rather be 
greeted by production management. Crew members should be welcomed by one member of the 
management team either production management or stage management and asked to complete 
their production contract and confirm any allergies previously received by production 
management before crew view. Production management may choose to go over the contract with 
the production schedule with the crew as a group before the crew members turn in their contract, 
however, that can depend on the production time available. If possible, it is beneficial to go over 
the contract collectively with the crew to allow for group questions and answers, since one 
person may have questions that apply to the entirety of the group. Of course, crew members 
should be encouraged to ask individual questions to either production or stage management.  

Having the stage management team be there for the brief introduction can be beneficial as 
the crew and the stage management team will work together during tech week and the show. A 
more intimate introduction between the crew and the management team facilitated by production 
management allows for a better handover between production and stage management. 
Emphasizing that over the rest of the run of the show, the crew will be communicating directly 
with stage management will help streamline communication (i.e., if the crew is running late, they 
should email or message the stage management team or if there’s any issues backstage they 
should communicate to the stage management team). 

Crew View is primarily led by both the Stage Manager and the Production Manager, both 
trying to start the culture that will take place in the theatre over the course of the next couple of 
weeks, emphasizing safety, communication, equity, and inclusivity. The Production manager is 
focused on maintaining the schedule and timing of crew view, similar to the rest of tech up until 
dress rehearsals. The first step in bringing the team together is to have everyone introduce 
themselves before we begin the run-through of the show. Having everyone say their name and 
their role and welcoming any additional information they feel needs to be shared with the group, 
like their pronouns, is a good way to start. In order to make the newcomers feel comfortable, the 
student stage manager should start, followed by the production manager and the assistant 
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production manager. The sandwiching of the students and teachers offers a welcome to fellow 
students to help them know that they are supposed to be there as much as the faculty and staff 
are. Followed by the directors and the designers intermixed in introductions. The actors and crew 
should introduce themselves and make sure that it is heard as the crew will be working with them 
the closest, though they will have more time to familiarize themselves in the next couple of days. 

To help welcome the newcomers, provide information about what the steps in the process 
entail. Describing what is happening in the theatre for that day and why it is happening can help 
to get the whole team together for a collective goal. Explain that Crew View is ultimately for the 
crew so that they can see the show for the first time before they go backstage. They should be 
encouraged to enjoy the run-through while also reminding them that the production is still a 
work in progress where there might be moments of holding for a director to adjust something or 
a transition may not be as smooth as it is only the management team running the shifts at the 
moment. 

Depending on the preference for the production, a safety brief either happens after 
introductions and before the run or after the run and before everyone is dismissed for the 
evening. The safety briefing should happen regardless of if everyone in the production has heard 
it before, similarly to aircraft passenger safety briefings in which the International Civil Aviation 
Organization “has stated that well-informed, knowledgeable passengers have a better chance of 
surviving a life-threatening situation that may occur on board an aircraft” (“Effective Passenger 
Safety Briefings”), this refreshes everyone on what to do in the case of an emergency. Ideally, the 
safety brief should happen before the run so that the whole team is more awake than after the 
crew view, also in the case of emergency during the run everyone will be prepared and informed. 
The safety briefing is given by production management and overviews the emergency procedures 
put in place by the college, and emphasizes unique elements to the theatre.  

 

Playshop in Practice 
 
For Eurydice (produced in the Fall of 2023), the production had a unique layout that 

incorporated an arena stage in which the audience sat on the three sides of the play space. The 

usual audience was covered with fabric with a bridge crossing from the house's left entrance. 

The show also used the balcony as a playspace. Because of the unique arrangement of the 

layout, specific safety considerations were taken. They required a more in-depth conversation 

with the production team to support house members during an emergency, which included 

establishing emergency exits like the backstage door and having the audience leave the way 

that they came in through the house right “mezzanine” area, as the usually placed seats had 

been removed for easy access. 
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The remaining time of crew view consists of the run allowing the actors to practice, the calling 
stage manager should be taking time to practice calling the cue from papertech, marking any 
difficult spots that may need to be reviewed more in depth during cue-to-cue or any questions or 
clarifications they may have for the designers. The assistant stage manager(s) should take the run 
to confirm tracking presets, props, and shifts so that their paperwork can be primarily accurate 
when crew is introduced during the cue-to-cue. The stage manager should be timing the run of 
the show and the assistant stage managers can take the running time of each scene, so that during 
tech it can be noted if there is time for another run of a transition or scene. It may be helpful to 
request headsets between the stage manager and the assistant stage managers, so that they are 
able to maintain the backstage while also keeping a clear (com lol) line of communication. The 
designers should be watching for the accuracy of their cue placement or any additional cues they 
would like to add for cue-to-cue as seeing the show in its entirety can help the designers 
visualize their design more in depth than before when blocking was more preliminary. 
Production management should also be tracking time, especially if for some reason there is a 
significant hold a break has to be implemented (5 after 55 and 10 after 80), if the production has 
a built in intermission rather than taking the usual 15-minutes that would be taken during the 
show, usually a 10-minute break is taken ensuring that the stage management team can preset for 
the next act while also getting a break. Regardless of whether the show has an intermission, there 
should be a 10-minute break while transitioning from the end of the run into either notes or the 
safety briefing. Also, production management should be there to support the stage management 
team and help to keep time, especially if it is the stage manager’s first time being in tech in their 
role: the stage manager should be a professional at running rehearsals by now. Still, crew view 
and the rest of tech week can be difficult because it may be a new experience. Having the 
production management team there to support them, help maintain the schedule, and help 
manage the new plethora of people that are in the rehearsal room can help ease the transition 
from rehearsal to tech week. 

Sitz/Wandelprobe 
For a musical that includes a live band, a sitzprobe or wandelprobe should be scheduled 

after crew view before cue-to-cue starts. The -probe brings the actors and the band together to 
work through the music together for the first time, usually the music is done in show order unless 
there is a reason otherwise. Together the actors and the music director work through music cues, 
timing, and meshing the band and the voices together. For a sitzprobe, actors are encouraged to 
sit or stand in one place and sing the music together with the band. For a wandelprobe, the actors 
are asked to move around stage in their blocking formation, not necessarily going all out in 
movement. In the professional world, wandelprobe includes a dry run with technical elements. 
Usually, at the Playshop a sitzprobe is fine and the actors and ensemble are encouraged to 
practice their choreography while the sitzprobe is happening. 

Prior to the start of sitzprobe, the band should have a chance to load-in and set up their 
instruments. The theatre space should be set up with chairs for the entirety of the cast, with 
music standing for the entirety of the band to utilize and a few for the actors to utilize. It may be 
beneficial to set up the full sound set up so that the band is able to hear the actors during 
sitzprobe, the actors do not blow out their voice prior to tech week, and the sound crew, 
especially the student, get practice setting levels and mixing the show allowing for a better and 
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less stressful experience when moving into tech rehearsals.​
 
 

Cue-to-Cue 
Playshop has a unique way of running the day of Cue-to-Cue. Usually, it takes place on 

the Saturday before a Thursday opening, and the usual call time is in the morning for everyone 
involved, consisting of cast, crew, stage and production management, the designers, and the 
directorial team. After everyone puts on a name tag that has your name, pronouns, and your role, 
and the cast and crew sign-in on the sign-in sheet provided by management on the call board 
near the dressing room, everyone joins together in the morning to have a complimentary 
breakfast provided by the Playshop, usually consisting of bagels, muffins, donuts, fruit, yogurt, 
juice, and coffee of course. Not only does this allow for the entire team to mingle and get to 
know each other, but it also allows for people to be late as it is the first day of tech, especially 
early in the morning for college students. The breakfast block allows for management to call 
missing people to ensure that they will be here for the next part of the schedule. 

If area training is not scheduled during crew view, it will happen after breakfast for 
around forty-five minutes to an hour. During area training, the crew goes with their respective 
areas: the light board operator goes with the lighting designer, the soundboard operator goes with 
the sound designer, the deck/run crew goes with the technical director and assistant managers, 
and the wardrobe crew, along with the actors, go with the costume designer and the wardrobe 
charge. The designers usually give information relevant to the operator's role, including how to 
run the light/ sound board, any programming information, and how the designers will 
communicate with them throughout the tech process. The deck/run crew will get training on how 
to use the fly-rail system and other specific scenic elements that they may need to interact with 
during the show, as well as information about props and the prop tables, their area training may 
finish off with the assistant stage managers showing them how to sweep and mop so that the 
team can start transitioning to pre-show set up. The wardrobe crew, with the actors, goes dressing 
room etiquette, dressing room stations, and dressing room assignments as the Blue Dressing 
Room and Gold Dress Room are not specific to gender. 

During area training, the stage manager should ensure that they have everything they 
need to successfully run a cue-to-cue, which mostly includes an up-to-date prompt book and if 
they need additional information, talking to someone, either LeeAnn Yeckley, or a person around 
with experience calling shows, or the designers on how they would like to see cue-to-cue go. It 
may be helpful for the stage manager to practice calling the cues in their book, especially the 
opening sequence which is often one of the more difficult parts of cue-to-cue as the process is 
just starting and it can be difficult to get in the groove. 

After the production management team has checked in with all the areas on if their area 
training is complete (or forty-five minutes after area training started: 10:15 am in this case), 
everyone can begin to transition into starting cue-to-cue, depending on the production there are 
hard start times for cue-to-cue and other times not so much, ideally begging to call the first 
sequence within the first fifteen minutes is ideal. Cue-to-Cue consists of a rehearsal with actors 
called, in which sections of the shows are skipped over that have no cues, not only regarding 
lighting and sound cues but also rail and deck changes. It is likely that when the show is run 
during later technical rehearsals, the designer may choose to add or subtract cues, which can be 
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difficult for the stage manager as they may have less time to practice the sequencing of cues. As 
stated earlier, the sequence from the house opening to the show starting is the most difficult, and 
it is often joked about in the theatre industry that the first page can take up to an hour to get 
through. At the Playshop, the delay in moving forward could be because of a difficult sequence 
of cues that needs to be called well enough to move on, but it also could be because of technical 
difficulties, especially with the theatre’s current sound system which can be temperamental and 
may require some troubleshooting before the rest of cue-to-cue continues. However, given 
possible time constraints, if sound is mostly operational, the team may need to move on to 
continue through the rest of cue-to-cue. The stage manager, through cue-to-cue, will say “Hold, 
please!” to the actors, usually over the god-microphone so that everyone hears it. The actors will 
then stop and hold in place while either the designer makes some adjustments or the team jumps 
to the next cue that needs to be run, which may require different actors that may need to be 
notified by stage management to stand-by. The stage manager will then tell everyone over the 
god-mic where everyone is going. The stage manager should let the board operators know what 
cue they should be going into and then give the part they would like the actors to start from, 
usually ending with “when you are ready” so the actors know they can start at any point. 
Throughout cue-to-cue the lighting designer may be adjusting cues with the light board operator, 
as a stage manager becomes more practiced they should be calling a standby as close to the cues 
as possible to give the lighting designer time to adjust cues, once a standby is called, the lighting 
designer should tell the operator to “update enter” to update the cues as necessary. 

Cue-to-cue should continue to operate under the usual union break rules (a 5-minute 
break after 55 minutes of rehearsal and a 10-minute break after 80 minutes of rehearsal) ; it is 
still not a straight run and includes stopping. Usually, at 1:00 pm, the whole team will break for 
lunch, which is provided by the Playshop on Saturday and usually consists of Pizza and soda 
with the leftovers from breakfast. 

Cue-to-cue will resume after the 30-minute lunch, until about 4:00 pm (or an hour before 
end of day) when actors are released. The last hour consists of a production meeting between 
stage management, production management, the designer, and the director and any immediate 
work notes that need to take place. During the end of day production meeting, the light and 
sound designers will discuss with production management what times are best to have some 
“dark time” lighting notes and “quiet time” for the sound designer to do sound notes. A rehearsal 
report should be sent out to the production team consisting of the notes from the production 
meeting, and other important information from the rehearsal that is usually reported in a 
rehearsal report during a normal rehearsal non-technical rehearsal. 

 

Headset Etiquette 
Being introduced to headsets is a very special thing within the production process, a 

physical symbol that the majority of communication will happen between the stage manager and 
everyone else on headsets consisting of the designers, board operators, assistant stage managers, 
and, depending on the show, the wardrobe charge. Those on deck should receive wireless 
intercom systems, while those in the booth should have wired intercoms. During tech rehearsals, 
the designers should also have wired intercoms, but having the sound designer have the 
telephone comm is beneficial as they are able to hear the sound cues without having to constantly 
put the headset on and off which not only is annoying, but can limit communication as the 
designer might start to pick and choose which notes to give in order to reduce the times they 
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have to put on or take off the headset. Those new to using the intercom system should get time 
during their area training to test out and learn how to use the headset. The stage manager should 
“develop a consistent method for warning and executing cues” (Kincman 231) such as 
communicating to the team that if the stage manager has called “standby,” that the comm 
remains clear. In order to confirm the standby, those standing by should respond with their 
position (“lights”, “sound”, “stage left” or “stage right”, this is helpful as opposed to a “standing 
by,” as it can be difficult to hear different voices on the intercom system (231).  

When calling cues after a standby and when ready for the cue to be triggered, the call 
should include the department and the cue number followed by “Go” when the action needs to be 
performed. For example, “Lights 100 Go.” If calling after a standby “Lights 100 standby,” you 
could say “Lights Go”, to trigger Light Cue 100 (Fig. 4), but try to say the number if there is 
time for it. Additionally, if multiple departments are being called together the formatting may 
look like this: “Standby Lights 100 and Sound 50” to have the cues standby and then to trigger 
“Lights and Sound Go” (Fig. 5).  If there are multiple cues in a short succession, Lights 100 
through 103 Standby” and then saying “Lights Go”, “Lights Go”, “Lights Go” (Fig. 6) when 
each individual cue need to be triggered. 

 

 
Fig. 4 

 
 

 
Fig. 5 
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Fig. 6 

 
As discussed previously, the intercom system can be difficult to hear and distinguish 

words, so only say “Go” when a cue should be triggered, instead of using “Go” one can say 
“G.O”. This also applies to words that sound the same like “No” and can be replaced with 
alternative language like “Negative”. Calling cues can take practice, and it is important to 
practice patience if a sequence is particularly difficult and also communicate to the designers if 
that is the case. Designer may be able to clarify a cue calling or adjust the cue to make the 
sequence more simple to call. 

As not everyone is able to be on headset, it is important to make sure that the 
conversation on headset is kept to a minimum and that it remains professional and aligns with the 
purpose of using the headset. This is to make sure that no one feels excluded because they are 
not on the headset. Keeping jokes or stories for the green room is a good idea in order to 
maintain inclusive communication. Additionally, it is good professional practice, as at some 
theatres the comm is open for the actors to hear, and it would be unfortunate if they overheard 
unprofessional conversations. Also, it is important that the comm is kept clear of any 
unnecessary conversations so that cue calling can consistently happen and the calling stage 
manager does not get distracted or is not heard by the board operators. Additionally, in the event 
of an emergency or a technical issue, having the comm clear to troubleshoot among the channels 
is extremely important. 

Tech Rehearsals 
Tech Rehearsals allow for all the technical elements to be brought together within the 

show. According to The Stage Manager’s Toolkit, the tech rehearsal is “A stop-and-start 
progression through the entire show, often over multiple days” (Kincman 187). The Playshop 
Theatre utilizes Tech Rehearsal differently, usually as more of a run with all the technical 
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elements outside of costumes. On the day of Tech Rehearsal may have time scheduled before the 
run to do work notes beforehand, usually while the actors are getting ready and warming up. 
During work notes time and the run of the show, the designers may still be taking time to edit 
cues and make notes as possible, which may adjust the stage manager’s call for the next run. 

The stage manager is still able to hold the show as they did for cue-to-cue, but only as 
necessary. If a sequence of cues was completely messed up it needs to be redone for the stage 
manager to practice. Holding a show during a tech rehearsal is different than during a run or 
dress rehearsal. Tech rehearsals can allow for practice, whereas runs or dress rehearsal should 
run the closest to show as possible, and unless a significant mistake has been made, the run 
should continue as a performance would. However, if a hold is not needed, then the show should 
continue to run. If possible, multiple tech runs of the show could be included within a rehearsal 
date. However, this may only be possible based on the length of the show and the amount of 
notes that need to be adjusted for both actors and designers before the next run. No point in 
running something again if there are notes that could significantly impact the practice of running. 

Assistant stage managers with their deck crew should be establishing a draft of their 
finalized tracks, meaning that what they and the crew is doing before, during, and after the run 
should be looking at how it will look for the performances. Paperwork should be nearing finished 
with final adjustments taking place at the end of tech rehearsals. This ensures that all paperwork 
is completed for dress rehearsals when the entire team should be operating like it is an actual 
performance.  

During tech rehearsals, any problems either with collaborators or the production should 
be addressed to production management rather than the stage manager. Addressing the problems 
to the production manager can allow the stage manager to focus on getting cues together. After 
technical rehearsals, during performances, problems can be addressed to the stage manager who 
may reach out to the production manager for help. 

Costume Parade 
Costume parade is added to the schedule if the director would like to see the costumes in 

conjunction with the other costumes of the scene and the corresponding lighting look. Usually, 
this happens during the last tech rehearsal before dress rehearsals as it is the last moment for the 
director to collaborate with designers on any changes before dress rehearsal. The actors in the 
scene come on stage in their costumes with lighting cues for that part of the show to help the 
director visualize further what the costumes will look like. Some communication may come from 
the lighting designer in concern with how the light interacts with the clothing, like if a white 
needs to be dyed to be faded and bounce less light, or if jewelry needs to be dulled to reflect less 
light. Assistant costume designers may be present to take notes for the costume designer, though 
it is possible the wardrobe charge may also be taking notes while organizing the selection of 
costumes for the next scene. It is ideal to do costumes in chronological order, however reverse 
chronological order may be needed if costumes are used afterwards for either a dress rehearsal or 
a quick change rehearsal.  

It is important to note that actors should not interact with costumes without stage 
management consulting from either the costume designer or the wardrobe charge. A lot of the 
time, the production team takes a break before shifting over to costumes. Actors should only get 
into costumes if the costume team is consulted and give the go ahead. A lot of this is to train both 
student actors and student production team members for integration with the professional world 
and working with Unions. 
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It is possible for dress rehearsal to not be part of the tech schedule, especially if the 
production team feels there is not enough time to do so. This is not useful for the creative team, 
unless it happens under the corresponding show lighting. Additionally, it may be a better use of 
time for this not to happen, especially during tech time. Costume parade should not be the first 
time the director is seeing the costumes. Throughout the production process usually the designer 
will share images of the costumes on the actors body to allow the director to collaborate and 
communicate with the costume designer about any questions, concerns, or considerations while 
costume production is taking place. Waiting until costume parade for any thoughts on the 
costumes may be difficult for the costume designer and the shop to produce, especially if the 
costume needs to be built like in a historically accurate period piece, so it is important that 
collaboration between the costume designer and the director happen earlier in the production 
process rather than later. 

 

Dress Rehearsal 
Depending on the demand of the production (ie, a big musical versus a play) during a 

tech week process, there may be two to three dress rehearsals scheduled for the production. In 
this part of the process, costumes are now integrated into the show on top of lighting and sound. 
As quick change rehearsal and costume parade are integrated into the tech week schedule as 
preparation, costumes should be able to integrate costumes into dress rehearsals almost 
seamlessly, allowing for dress rehearsals to the closest simulation to a performance run as 
possible, similar to a preview in the professional world. Dress rehearsal should be a run-through 
with no stops, unless costume needs to be addressed. The lighting and sound designers should be 
cleaning up cues, but with minimal, if any, added or subtracted cues that affect the stage 
manager’s calling. The scenic designer should be looking at any last minute notes that need to be 
completed before opening. The costume designer is able to connect with the actors, wardrobe 
crew and charge, to go over the costume plot, each costume look related to the costume plot, 
including when the actors wear each item and what needs to be layered for costume changes, 
especially quick changes. They also go over what to do with undergarments and items that need 
to be laundered and where those go. 

At this time, the stage managers should move from the tech table in the house into the 
booth, communicating that a headset needs to be moved from the house to the booth may be 
needed. As the production team fit, the designers will usually continue sitting on the headsets 
until the final dress when the tech tables are removed. Assistant stage managers should ensure 
that their paperwork is finalized for the performances, ensuring that they have all of their final 
props, and communicating any issues that may arise as soon as possible to the production team. 
Crew should be finalizing their tracks under the assistant stage management. Stage management 
and crew should be wearing all black clothes at this point (including shirts, pants, and shoes). 
Wearing black clothing should be communicated before first dress, so that everyone is able to 
acquire clothing beforehand or ask for supplement items that can be provided by the Playshop.  It 
is possible that last-minute scenic installments are taking place, which may require additional 
adjustments from the whole team, including adjusting lighting, tracks for deck/run crew, and 
possible blocking for actors. 
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Quick-change Rehearsal 
Quick-change rehearsals allow for actors and wardrobe crew to rehearse costume changes 

that happen quickly, usually under two minutes. Typically the actor will perform the moments 
just before the quick change, exit to go to the quick change location, change costumes and 
reenter (Kincman 187). The stage manager and wardrobe charge should be timing the quick 
changes to ensure that it is doable within the transition time, whether that be dialogue or a scenic 
transition. The timing will also be inputted to the wardrobe charges paperwork. As quick-change 
rehearsal is usually scheduled at the end of a tech rehearsal or before the first dress rehearsal, all 
designers and crew are already present which allows for all technical aspects to be integrated 
during the quick-change rehearsal, meaning that scenic transitions with sound can happen in real 
time in performance lighting. Additionally, in order to ensure safety, the lighting designer usually 
integrates a quick change light. This should be discussed earlier in the production process 
between the costume designer and the lighting designer. 

Archival Photos 
Immediately before the final dress, the Playshop usually schedules archival photos to be 

taken. Usually, a photographer is asked to come in an hour before the run of the show is 
supposed to start to take stage photos of the show. Ideally, the director, in collaboration with the 
designers, will compile a list of moments that they would like captured for archival. This list 
should be communicated to the production team, most importantly, the stage manager and the 
wardrobe charge. The list should go in reverse chronological order so that the actors end up in 
their costumes from the top of the show so that after archival photos actors should be able to get 
ready for places as soon as possible. Additionally, after receiving the list, the stage manager 
should post the list for both crew and actors to see and give a copy of the list to both the entirety 
of the costume crew, and the light board operator.  Notes on the list should include what scene, 
who is involved, the page number if helpful, and the light cue(s) that take place during the 
moment so that the scene can be photographed in the intended lighting from the show. It may be 
helpful for the stage manager to be in the house with a good mic for archivals to communicate to 
both actors and crew what moment is happening and what the next moment will be, while also 
asking the lightboard operator for the designated lighting cue. Assistant stage management 
should be given time to reset props and scenic elements for the top of the show. Archivals 
usually take place in 30-minutes followed by actor warm up, a 10-minute break and then a run of 
the show. The photographer usually stays to continue capturing photos of the production.
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Performances 
Performances are an exciting period of the production process to see all of the production 

team's artwork presented for friends, family, peers, and community members to see. However, 
there are some additional factors to keep in mind that get added to the production process 
different from final dress rehearsal. Adding the additional factor of the audience members 
requires additional team members and protocol considerations to continuing instill 
communication, safety, and inclusivity throughout the run of the production. 

House Management 
​ Organizing house management can sometimes be difficult; often, this team is thought 
about and organized last because they are the last team to join the production process, though 
that should not be the case and instead they should be thought of as crew and organized at the 
same time as crew. The house management team consists of a house manager who is there for the 
entirety of a performance and a team of ushers that can range from two to five people, depending 
on the size of the production, that arrive 15 minutes before the house opens and stay until the 
house closes or for the performance if they so please. Preferably, the house manager should 
remain consistent through the run of the show or be tag-teamed by two people who are trained 
together on opening night to ensure consistency in communication of the box office manager and 
stage manager expectations of the house management team. 

In the past, when there was more room in the student workers budget, there was often a 
student that would serve as house manager that would help with box office needs and securing 
the house management team. However, because that role no longer exists, the job has been 
shifted to people already involved in the department and production. As a part of the 
responsibilities of a box office manager, they often try to find the people to usher and house 
manage for the productions. However, having a student worker like the assistant production 
manager help the box office manager with these responsibilities can be more effective and allow 
for the box office manager to focus on box office workload. 

As the assistant production manager was previously involved in finding crew for the 
production, finding ushers and house managers is similar and may be easier to do so because it is 
less of a time commitment for students and service hours can be offered for those who need 
them. Reaching out to the students who were asked to be on crew previously, but did not respond 
or were unavailable for particular dates could offer some candidates, emailing both the Student 
Experimental Theatre and the United States Institute for Theatre Technology student chapter 
could be beneficial, and posting on GatorHub might receive response, but also reaching out to 
the Greek Life organizations on campus could prove fruitful as members usually need service 
hours as part of the requirements for their membership. Be sure to share with everyone the time 
commitment and expectations of the position and that when working the position, if possible, 
they should be in business casual attire, at least jeans and a nice top or a sweater. Sweatpants, 
sweatshirts, and t-shirts should be avoided in order to make the ushering team look more 
cohesive and professional. Ideally, the house management team should be found before the 
program's due date so that their names can be included in the program and they can be invited to 
the first crew breakfast before Cue-to-cue.  

The house management training can happen on opening fifteen minutes before the ushers 
get to the theatre, either the production stage manager, or the assistant production manager is 
able to give the training, however if available it should be the assistant production manager to 
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ensure that the stage manager has time to do the things they need to do pre show. If the assistant 
production stage manager is unavailable, the stage manager and the usher may want to find an 
alternative time to do the training.  

The student house managers may not be as involved in theatre as the other many 
production members are. Investing time into the communication that they receive can be really 
important, not only for their experience but for the audience member’s experience as well. 
Talking and walking through the process of pre-house opening, house opening,  start of show, 
and end of show can be really beneficial to how they work. Over the course of the training, the 
house manager should meet with Benjamin to receive training on how to scan tickets and how 
the ticket system works in coordination with the seating arrangement of the theatre. The house 
manager should also receive a front-of-house form that provides information about the show, 
including when the shows start, how long the show runs, if there is an intermission, when people 
can enter or leave during the duration of the show, if there are any seats that have affected 
visibility, and if there are any weapons, special effects, or other trigger warnings that the 
audience may ask about. 

 

Playshop in Practice 
 
For Head Over Heels (produced in the Spring of 2024), the house was consistently sold out 

during the show weekend, including seating audience members in the balcony of the house, 

which is usually off limits unless it is a particularly popular show (usually a musical). Since 

people were sitting on the balcony, and the front row of the balcony is both close to the railing, 

which is connected to the baton of which lights are hung, there were a few issues with 

audience members putting their feet on the balcony railing, which then caused the lights to 

bounce and move throughout the show. This was something the stage management and 

lighting team noted and communicated to the house management team so that in future shows 

the first row of the balcony could be aware and the shaking lights could be prevented. 

 
The house manager should also meet briefly with the stage manager before ushers arrive during 
the first performance and discuss how they will talk and communicate together on closing the 
house and starting the show. The house manager should serve as a messenger between the stage 
manager and the box office manager in deciding when to open the house, signaling when the 
audience may come in and be seated and close the house, which basically means closing the 
doors so people do not come in signaling the show will start in the next couple of minutes. Some 
factors may affect opening the house, like troubleshooting things that are needed for production. 
Closing the house and starting the show could be impacted by the weather conditions or if there 
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is an important patron who has yet to arrive, or if a lot of people who had reserved seats have not 
arrived yet. There is some room to start a bit later, or if the production team is still working on 
troubleshooting some small things. 

The house manager should be encouraged to ask questions at any time during their 
training, but to ensure that they have the space to do so there should be time left for them to ask 
questions before the ushers arrive. When ushers arrive, they should be trained briefly by the 
house manager, ensuring that they know how the seats are labeled, walking them through the 
ticket system and the prepared house management sheet. If possible, during the opening night of 
performances, and if the house manager has not been house managed before, the assistant 
production manager should stay until the house closes to help ensure that the house manager 
feels good and confident in their role through the run of the show. 

When the show ends, the house manager should open up the doors into the Gladys 
Mullinex Black Theatre, allowing the audience to leave and signaling that they should move to 
the lobby rather than stay in the theatre. 

When to Start 
After confirming with the house manager that the house is closed, if everything is going 

smoothly, the stage manager should ensure that everyone is on headsets and that the actors are in 
place to start the show. Reasons to hold starting may include technical issues that prevent the 
house from being open, or whether that could be delaying patrons. After that, the first cues can 
be called. Usually, the show started with house to half and the house music fading out and then 
house out and the pre-show announcement, officially starting the runtime of the show.​  

Ideally, the stage manager should start the show as close to the start time of the show as 
possible, however this usually is not the case and may require some time to start a bit later five to 
ten minutes is ideal if you have to start late, anywhere past fifteen minutes may require some 
explanation to the audience members from the stage manager, and usually only happens with 
signification technical difficulties. If there is a decision to hold the show from starting, additional 
people may need to be informed. Usually, the director of the productions comes to each show 
and should be informed of what is going on and what the production team is working on to fix it. 
Ideally, the director should not get involved unless requested or need to be consulted on possible 
solutions to a problem. This is to further simulate the training and education for the production 
team, as in the professional world, the directors are usually not there during the performances. 
 

Emergency Holds​  
For most stage managers and crew members, an emergency hold during a performance is their 
worst nightmare. This fear largely stems from the deeply ingrained notion that “the show must 
go on,” a phrase that reflects a culture of perfectionism intimately tied to white supremacy. As 
Alcorn and Porter state in their article “We Commit to Anti-Racist Stage Management 
Education”, “Perfectionism manifests from white supremacy culture and asserts that the singular 
right way to work has been imposed by the White leaders who dominate a field” (Alcorn and 
Porter, “We Commit to Anti-Racist Stage Management Education”). This pursuit of perfection 
creates a dangerous aspiration to push through unsafe or unsustainable situations, placing 
immense pressure on stage managers and production teams to prioritize the performance over 
people’s well-being. 
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As mentioned previously, the values that the working culture displays are the ones that 
appear at the most difficult choices and moments with the most pressure; if the goal is to value 
safety, the safety of the team is more important than the continuation of the show. In Matthew 
Stern and David Peirce’s presentation Hold Please. Stopping the Show and Emergency Action 
Planning at the United State Institute for Theatre Technology 2024 National Conference hightled 
when and what should be done for emergency holding during a show. Pierce and Stern discussed 
their experiences with emergency holding in professional and academic settings. As the Playshop 
does not walk stage management on how to hold a show during an emergency situation, I have 
adapted Pierce and Sterns presentation to better support stage management. 
​ Significantly, they note that there are two reasons to do an emergency hold. (1) for the 
purpose of safety, meaning that somebody is in danger of getting hurt or is already hurt and (2) 
for the story, meaning that the story cannot be told effectively leading to the audience being lost. 
In terms of story, a lot of the time the story can still be told, just in a different way. An example 
of this from a professional show is Elphaba in Wicked not being able to fly during “Defying 
Gravity”, it definitely is a cool effect and contributes to the overall meaning, but does the 
audience understand that she is still powerful from her lyrics? Yes and thus there is no reason to 
hold the show. However you would stop the show, if the Phantom from Phantom of the Opera 
was stuck in a lift for their entrance because it is hard to do the show if the Phantom is not there. 
​ In order to stop, it must be done safely. These are the steps to take to begin holding a 
show: 

1.​ The stage manager should try not to rush and proceed with calmness in their voice as they 
are talking over headset, going slower allows for efficiency to go faster.  

2.​ If doing a musical, firstly notify the conductor that the show will be stopping, perhaps if 
there's a certain bar or end of a song that the conductor can get to or if it has to be 
immediate. Having an ASM page them to get on the telephone comm or use the call 
button to notify them.  

3.​ Additionally, A1/sound mixers need to be notified so that they can have a God mic on 
standby to notify the audience. 

4.​ If there are actors onstage, send the assistant stage managers out on stage to escort actors 
safely offstage.  

a.​ If the emergency holds because of an actor injured on stage, create a people 
curtain by having assistant stage managers and other crew members surrounding 
the actor to help protect their privacy from the audience.  

b.​ If the main curtain or a travel is available to safely bring in or on allow consider 
bringing that on, however a lot of the time there may be scenic elements or 
humans in the way so check in with the assistant stage managers and the crew 
working rail to see if it is safe and possible in any soft good.  

c.​ The work lights should be turned on next to allow for crew to fix the technical 
issue and/or for safety especially if a person is injured. 

5.​ Next step, is to notify the audience that an emergency hold is taking place, to do these the 
god mic will need to be ready.  

a.​ To ensure comfort and ease, having an emergency hold announcement written out, 
even doing it on a sticky note or a scrap piece of paper can be helpful.  

i.​ It should be said in a similar fashion to this “Good afternoon/ Evening. 
May I have your attention please. At this time, we need to take a brief 
pause (for technical issues). Thank you for your patience. The 
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performance will resume shortly. Thank you.” Notice that technical issues 
can be added, but are not totally necessary. The audience does not need to 
know what the issue is, but using intuition to feel if the audience may feel 
more relaxed with information may be valuable.  

6.​ After announcing the hold to the audience make sure to start a stopwatch, as time will 
feel different to a stage manager than it will a waiting audience member. It will also be 
important to note within the performance report (Stern and Pierce). 

​  
Now the production team needs to be informed, within the Playshop this will need to 

happen by bringing the actors together and informating them collectively, the Assistant Stage 
Management team may also be able to help. If there is time this can happen before the stop, 
though if it does not make it as soon as possible. Announcing “Company, we  have stopped the 
show (or are ABOUT to stop). We have stopped. If you are in the middle of a costume change, 
please stand by. More info to come. Once again, we are at a stop, please stand by for more info. 
Thank you” (Stern and Pierce).  
​ If the hold spans from two to five minutes then this is on the shorter side and keeping the 
house lights down is ideal as the audience should remain in place for the show to begin again. If 
the stop is longer than five minutes, house lights are necessary, but they should not be brought up 
immediately after calling a hold. If they are brought up it gives the audience permission to get 
out of their seats, leave the theatre, go to the bathroom, move around to talk with other audience 
members, etc. Additionally, the stage manager and the house manager might decide to take an 
extra intermission if the issue persists. After five minutes, communicating to the audience keeps 
them reassured. A message like “Good afternoon/evening. May I have your attention please. We 
are continuing to work on the technical issue. Thank you for your continued patience. The show 
will resume in a few minutes. Thank you.” If you find a need to add an intermission add “we’re 
going to take a ten (or fifteen) minute intermission”. The crew should be continuing on working 
on the problem backstage and the stage manager should continue in communication with 
backstage to see how troubleshooting is progressing and if there is any additional assistance they 
can provide (Stern and Pierce).  
​ In the unlikely event that a hold is extremely long in the range of fifteen to twenty 
minutes, it may be time to evaluate ending the show early. Working with the box office manager, 
and additional faculty and to decide what to do about refunding tickets. Informing the audience 
that the performance has been cancelled and allowing them to take their time exiting the theatre 
and that they are encouraged to ask to connect with the box office either, in person, by email, or 
by phone number so that their ticket can be accommodated. 
​ As the hold continues the stage management team should collaborate on maintaining the 
hold. Assistant stage managers should keep actors safe and out of the way while also keeping the 
company informed. The assistant stage manager should help as needed, but be aware that there is 
a possibility for too many cooks in the kitchen. The stage manager should remain in the booth as 
possible, unless the crew and assistant stage management need support on deck with a technical 
issue. If the hold is because of an injury the stage management team should be with the injured 
party ensuring that 911 and public safety has been called, and can access the VCCA. Stage 
management should be actively working on alternative plans such as what can happen if the 
issue can not be resolved in a timely manner, including if the show can continue safely with an 
alternative plan. Also, thinking about if the show can continue where would be the best place to 
pick back up (Stern and Pierce). 
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​ Planning for a restart is the best way to get back into a show. If there is a conductor, 
discuss with them where best to pick up. Discuss with crew where scenery and lights should go 
back into and be specific about cue numbers, be prepared to restart but, do not go into a restart 
until given the all clear assistant stage managers. Assistant stage managers should be working 
with actors, wardrobe, and props to prepare for restart, make sure to note any costume changes 
that may need to be reset (Stern and Pierce). 
​ When being close to restarting, the assistant stage managers should let the company and 
production team know that restarting is close and where in the show the restart will take place 
and ask the actors to get into places for that moment. The production stage manager should let 
the house manager know that a restart is about to take place and ensure that everyone is on 
headset and ready to restart. Regardless of if house lights were brought up, make an 
announcement that the performance will be restarting soon so that the audience members know 
that they should be in their seats. This can go on the lines of  “Thank you for your continued 
patience. We are almost ready to resume the performance. Please return to your seats at this 
time.” Assistant Stage Managers should make sure that the actors are in place and let the 
production stage manager know that backstage is ready to restart (Stern and Pierce). 
​ Stand-bys should be put in place so that the scenery is in the right place to restart, lights 
and sound are standing by for the right cues, actors are in place, the conductor is in place, house 
lights are ready to go out, the fly rail to take the main curtain is ready. Also, communicate again 
with house management if it has been a while since the last communication. The god mic should 
also be ready to make a final announcement stating “May I have your attention please. The 
performance is about to resume. Thank you very much for your patience.” At this point stop the 
stopwatch and note the time for the performance report, ensure that work lights have been turned 
off and the theatre is back in showmode. House lights should go out and you should be in either a 
blackout or a starting cue, curtain should go out and the conductor should start as soon as he is 
ready. Let backstage know that the show has resumed (Stern and Pierce). 
​ After the show, in the performance report, note the stop, the issue, and how it was 
resolved, the length of time and that that was included in the show time length. Inform and check 
in with the production stage manager before sending out the report to everyone. Additionally, a 
post mortem should take place between the stage manager and the production manager as soon 
as possible to evaluate why the stop happening, if it was necessary or if there was another 
alternative (Stern and Pierce). It is beneficial to reflect on what went well and could be improved 
on in the future which allows for further growth and learning within the Playshop. 
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Performance Report 
Performance reports detail and highlight items from the performance to all of the 

production team minus the actors, especially people no longer there for the performances in 
order to create documentation of the performance.  

This report is sent out to: 
●​ Director 
●​ all of the designers and assistant designers 
●​ Production management 
●​ assistant production managers 
●​ technical director 
●​ and the box office manager 
●​ House manager 
●​ the scenic shop manager 
●​ the costume shop manager 
●​ the stage management team, 

The stage management team is also included especially in case there are any questions, concerns, 
or additional comments that need to be addressed in response to the rehearsal report (Kincman 
250).  

Performance reports are sent out as soon as possible after each performance. They 
contain specific information regarding the performance, including details of the show and the 
next performance, technical problems that arise and were fixed before or during the performance 
by the crew. The reports also note any technical issues that were not resolved and need attention, 
information about illnesses or injuries, and additional house details, including audience size, 
patron issues, or other house information (Kincman 250). It may also be beneficial to include 
information about any lines or cues missed, as well as audiences' reactions to the performance, 
like certain parts they laughed at, especially when it is unique to the performance, or if the 
performance got a standing ovation. This allows people who are not present at the performance 
to see the reaction the audience is having to the production; it may also provide feedback on the 
effectiveness of the production. 

If possible, the calling stage manager should take any necessary notes that should be 
included in the performance report, this may include having a scratch piece of paper near the 
prompt book to allow for quick and easy note taking, which could also include the time started, 
ended and the number of seats filled. The house manager could provide some of this information 
by filling out a form that details how many seats were sold, and how many seats were filled 
when the house closed. This form could be emailed or put into a hanging folder outside of the 
booth.  

After the show, the crew should check in with their crew department head (wardrobe 
charge, assistant stage management, ect) and provide anything of note when they check to leave. 
The department heads should do the same with the stage manager so that the stage manager can 
include all necessary information in the rehearsal report. The stage management team came 
together and discussed all of the technical issues that should be included within the rehearsal 
report. Not only does this allow the reports to be detailed and accurate as the assistant stage 
managers may have noticed things that the stage manager did not, but it also allows for team 
building to occur at the end of each performance since the stage manager is asking for the 
assistant stage manager’s input as well as connects the booth team with the backstage team. 
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Opening Performance 
​  Opening performance is an exciting time for all production team members, as audience 
members are able to experience the team’s hard work from the process for the first time. The 
energy opening night from the audience may be really high and it is definitely exciting to see 
friends and family coming together to see the production. Nerves and anxieties can be high 
during the time leading up to the top of the show, but remembering to follow all of the practices 
that have been developed over the course of the production process will help ensure a successful 
opening performance. Also, ensuring that all post show practices are followed through before 
going out to see friends and family will make the stage manager’s job easier when closing up the 
theatre as they will not have to wait for the team to finish their responsibilities before and then 
closing.​
​ The stage manager can also note the specialness of this performance, by putting an 
additional note on the call board, or sending out an email to the production team telling them 
both “Happy Opening” and to remember to continue to follow practices for the success of the 
show, bring the production team together to recognized the significance of opening night. 
 

Playshop in Practice 
 
For This Random World (produced in the Spring of 2025), stage manager Mallory Furgal, class 

of 2027, created printed messages that said “Happy Opening” on umbrellas, a symbol 

associated with the show, that were posted on each of the actors mirror in the dressing rooms, 

in lieu of a mirror tag, in order to create something special for the cast members and mark the 

final stretch of the long production process. 

 
​ Most of the time, on opening night the director will lead a warm-up with the actors and 
the crew that choose to join that involves a speech communicating how wonderful the process 
has been, followed usually by a breathing exercise to center those that participate in the circle. 
Depending on the director, they might choose to continue doing the breathing with the team 
throughout the run of the production. The breathing can help center the production team both in 
the circle and reminding those on headset to do the same before the run of the show, so that 
nerves are reduced and the team feels at least for a moment that they are all in sync.  

However, in order to reiterate professional practice, the director past the opening night 
speech should try to remove themselves from the run of the show as much as possible. This 
reflects the professional world as directors are not usually there past opening night. 
Professionally, in union houses, the actors, crew, and stage management are not allowed to be 
disturbed by any person outside of the actors, crew, and stage management to allow time to set 
for the performance both physically and mentally (Gomez). Maintaining professional practice 
allows for a distinct transition into student ownership but also allows the nerves for the 
production team to lessen as there is less pressure from faculty to perform well, without that 
pressure, accidents are less likely to happen and the run of the show may be more successful. 
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Closing Performance 
Chaucer said “All good things must come to an end” (All Good Things Must Come to an 

End - Phrase Meaning and Origin) and productions are no different. Closing performance can be 
bittersweet as it means the production process is coming to an end, but also means that doors can 
open for new experiences. The weight can be felt in the energy of the closing performance, but 
like the opening performance, ensure to continue to follow set practices so that the last show is a 
good show. Prior to the start of the call, as an unofficial tradition the playshop does paper plate 
awards done by the stage management team and the seniors were all of the production team 
members receive a paper plate with a joke or something meaningful to show their contribution 
and impact to the show. The production team should also all get together and take a picture to 
capture the end of the production process. Enjoy the last moments with the team and have a good 
closing show! 

All production teams should reset as they usually would, and possibly begin to prepare 
for strike, like moving costumes to the costume shop or putting props in the props closet instead 
of having them sit on the prop shelves, but unless specifically asked by the shop leads, beginning 
is not necessary. The calling stage manager should move all their materials that they do not want 
to take home from the booth to the stage management office so that strike can happen then and 
they do not have to come back to the booth after the show is closed. 

​
Fig. 7 Front and back of the paper plate I received for This Random World (2025) from Mallory 

Furgal.  
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Strike & Post-Production 
Strike is a bittersweet moment in the production process, which means that the show is 

sadly over, but a new one will be on its way soon enough. During the strike process both the 
scenic and costume shops will begin dismantling the show. For the scenic shop, this means 
deconstructing the set, going through all materials to see if they can be reused or trashing the 
materials. The scenic shop technicians will also clean the shop and stage to whatever extreme 
they have time for, which may range from sorting lumbar and screws to cleaning the dust off of 
the highest parts of the ceiling. The costume shop will wash and launder the costume item and 
dry clean the items that need it, return rentals to their origin place, possibly sell costume items 
back to actors, and put the remaining back into the shop stock. Other areas will put equipment 
back and fix anything that showed issues during the run of the show, and ensure that all rental 
equipment makes it back to the rental company. 

Individually, it may be beneficial to have a post-mortem with a supervisor, or close team 
members, which allows for professional, academic, and personal reflection. Update resumes, and 
keep note of connections made while working the production. Most importantly, enjoy the art 
that was created and the possibility of doing it again.  
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Chapter 3: Thoughts & Reflections 
The production manual presented in chapter two serves as an accessible resource for 

students, new faculty, and visiting artists.  It outlines how the production process works at the 
Playshop within Allegheny College, as well as things that could be done that would allow for 
further inclusive, communicative, and professional practice, encourages student retention and 
participation within the Playshop Theatre, especially as the student enrollment at Allegheny 
College has lowered over the last decade. 

The manual should be accessible to students participating in the Playshop’s production 
process, ultimately allowing for supportive documentation, especially to students new to the 
Playshop’s production process or theatrical production processes in general. The goal of the 
manual is to provide information on the theatre’s current process, highlighting values of 
communication, inclusion, and professionalism to create a foundation for the theatre’s process to 
be integrated into these values. The documentation also allows faculty who advise students 
inside and outside the rehearsal room to have reassurance that students are being actively 
supported by documentation based on the practices instilled during their time within the 
institution. It becomes a bridge between generations of students and educators, preserving 
institutional memory while remaining adaptable to evolving needs. Furthermore, including 
suggested additions to the Playshop’s production process reflects a commitment to continued 
growth, allowing future participants to contribute to the manual’s relevance and impact. 

The manual provides important context for students working on the production part of the 
Playshop theatre. Due to a decrease in student enrollment at Allegheny College and a decrease in 
undergraduate enrollment across the United States of America, every student's participation 
within the theatre department, either academically or extracurricular, is significant. To further 
support the students' engagement and involvement within the Playshop, the manual allows 
students to be further supported in their collaborative and experiential learning through the 
production process. Furthermore, Allegheny College, as a liberal arts institution, encourages 
diverse learning across the undergraduate experience, resulting in significant turnover within the 
Playshop’s student personnel. Documentation, like the manual, allows for further support 
regarding student turnover. Hopefully, the manual will enable student experience to be supported 
enough that they will want to continue working on productions. It will also help students new to 
the Playshop, encouraging a positive learning environment. 
​ This project further serves the faculty at Allegheny College, which is responsible for 
supporting the educational needs of students participating in the Playshop Theatre. The manual 
can act as a reference for faculty with questions regarding the production process. Additionally, 
allows for faculty to have students reference during the participation in a production. Notably, 
the manual also offers continuity between faculty and students as a basis for the production 
procedures, ensuring that students' expectations have a foundation to build from for each unique 
production. 
​ Creating this type of supportive infrastructure within academic institutions not only helps 
to encourage a positive learning environment but also opens the institution to learning and 
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growing from the original infrastructure. It creates a system designed to help students, but also 
continues to grow and adapt to the needs and values of the academic institution. A supportive 
infrastructure like this project can also maintain long-term program stability by supporting 
student experience and learning, as discussed in Chapter 1. Also discussed in Chapter 1, 
regarding peer education and mentoring, an infrastructure like the manual helps mentors, such as 
upperclassmen, clarify their roles and responsibilities as mentors and the values in which they 
should be rooted. 
​ This manual model could support similar models by further breaking down the 
production process for different areas of study for students in academic theatre. For example, 
house management and ushers could have their own document to help onboard front-of-house 
student staff and support further engagement at educational institutions that do not have 
procedures set forth, like Allegheny College. This manual could also be modeled for other 
departments within Allegheny College and other small liberal arts institutions. For example, a 
manual could be written to support students working within student life, like resident advisors, 
peer mentoring programs, or teaching assistants in other departments within an academic field.  
The goal remains the same in these examples: to provide accessible, consistent, and 
values-driven guidance that supports students’ experiential learning and leadership. 

The project connects to the extensive conversation in the theatrical world about 
onboarding documentation and Diversity, Equity, and Inclusion within the production spaces. 
Notably, We See You White American Theatre investigates the current systematic structure of 
White American Theatre and how to build anti-racist theatre systems to replace systematic 
problems to be diverse, equitable, and inclusive (“We See You W.A.T.”). The discussion of 
anti-racist policies extends not only professionally, but also into theatrical education, especially 
seen in Narda E. Alcorn and Lisa Porter’s Howlround article “We Commit to Anti-Racist Stage 
Management Education” in which they highlight how anti-racism can be integrated into stage 
management education with dismantling perfectionism, research and self-education, and 
awareness of language by disrupting binary thinking linked with white supremacy (Alcorn and 
Porter). Anti-racist stage management education becomes increasingly important as stage 
managers are the leaders and moderators of the rehearsal process, there to advocate for the actor's 
safety. Furthermore, the inclusivity of disability has become further integrated into diversity 
conversations, seen by the integration of disability in education such on Howlround which 
features articles such as “Disability and Deaf Performance: A Conversation” (“Disability and 
Accessibility”) and sessions at United States Institute of Theatre Technology (USITT) national 
conference such as The Neurodivergent Experience in Design, Production, and Management 
focused on bringing the conversation of disability and accessibility to theatrical productions 
(Alguire et al.). 

The conversation supporting onboarding within a theatrical setting has increased over the 
last few years, especially in the content produced at the 2025 USITT national conference. In this 
year's conference, a session called Self-Onboarding for the Entertainment Manager discussed 
self-onboarding within a new management position and how to prevent solely self-onboarding of 
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a position in the future. The session highlighted writing things down, and even if just informal 
bullet points, would still be increasingly helpful for the next person on board (Burnett et al.). In 
conversation with this, the 2024 USITT national conference held a session called Hold Please. 
Stopping the Show and Emergency Action Planning, which discussed the procedures for having a 
show, as discussed in Chapter 2, and how to teach it to students and support the theatre in 
emergency holding (Stern and Pierce). That specific USITT session shows the commitment to 
procedures to increase professional standards. 

There are a lot of academic theatre that use similar manuals to help guide their production 
process like Indiana University, Southern Illinois University, and Kent State, which have created 
similar production manuals to guide students and faculty through the production process (Indiana 
University Bloomington: Department of Theatre, Drama, and Contemporary Dance; Southern 
Illinois University at Carbondale, Kent State University, School of Theatre and Dance). Showing 
that academic institutions are finding value in production manuals to help guide students through 
the production process.  By creating a production manual that explicitly aligns with values of 
communication, professionalism, and inclusion, this project contributes to an evolving 
conversation within theater education, arts administration, and performance studies. It 
emphasizes that documentation is not just about logistics but also about building cultures of care, 
sustainability, and accountability in the rehearsal room and beyond. 

There is a lot of success in this project in the potential it has to support students. 
However, the project also has limitations and areas where it can be improved and developed 
more in-depth or adapted to help guide students in a more specific area of study within a 
production process. This project has gaps that, as one person with knowledge, I could not 
necessarily write about, such as my education about costumes and their production process. One 
production manual allows for a good overview and foundation of the production process at the 
Playshop Theatre, emphasizing the managerial aspects of a production, as management is the 
center of communication and documentation during the production process. Future collaborators 
with specialized knowledge could expand the manual to reflect these areas in more depth, like 
creating a specific handbook for house management so that they can be onboarded before 
arriving at the theatre. 

Future students, faculty, and staff could expand upon this work, continuing to add and 
adjust to the procedures and practices within the theatre and acknowledging that one of the less 
discussed things within the manual is the inclusion practices that could be changed or added to 
emphasize further inclusion within the theatre. However, the value of communication 
encompasses inclusion, and how one communicates affects the environment's overall inclusivity. 
Still, the inclusivity can be built upon and added to. Moreover, each production offers its unique 
challenges that the manual may not cover; productions may allow for procedures to change to 
better accommodate the unique needs of the production or the changing of the Playshop over 
time. This adaptability is crucial in a student-driven academic setting, where turnover is high and 
each production brings new challenges and needs. 
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At the beginning of this project, I had aspirations that this manual could also be turned 
into a website, making it further accessible to students participating in the Playshop, rather than 
just being a PDF that lives in a Google Drive. Though with time restraints and the scope of this 
project, it was prohibited from taking place, I hope it can come to fruition in the future. To still 
accomplish the document's accessibility for students, QR codes linking to a digital PDF of the 
project could be posted around the production spaces, allowing students to access it when 
needed. 

Over time, this manual could grow into a series of departmental guides, each addressing a 
specific production area such as front-of-house, costumes, lighting, or stagecraft. These 
companion documents could also be developed into training workshops, peer mentorship 
resources, or academic modules integrated into coursework. Because academic theater spaces 
rely so heavily on student leadership and turnover, having adaptable, accessible, and regularly 
updated documentation can serve as a lasting infrastructure for learning, collaboration, and 
equity. 

This senior thesis project offered unique challenges and opportunities for growth as a 
theatre and stage management student. Reflecting upon my education within the Playshop 
Theatre at Allegheny allowed me to recognize the gaps that have been unfulfilled until the 
completion of this project. Before, I had little knowledge of the operations within a production's 
costume department and why specific practices were done for costumes; however, as writing this 
manual and discussing with our current Costume Shop Supervisor, how costumes is integrated 
into the production process and what could be done to improve the costumes department 
personnel better to ensure that their experience is just as beneficial as everyone else's. 
Additionally, I also learned why mentorship is so important, not only to me but to an institution 
like the Playshop Theatre. Mentorship allows learning from others, which is what learning and 
knowledge are all about. Mentorship enables a person to learn from diverse perspectives and 
experiences that encourage change and growth. 

My understanding of the production process grew exponentially, especially in 
recognizing that every production differs. Anyone can plan and have as many procedures and as 
much paperwork to ensure that everything is perfect for every production, but every production 
is different. Personalities can affect a production process as much as resources, such as time and 
money, can, so every production varies. All anyone can do is practice theatre with 
communication, safety, and inclusivity in mind to help ensure that everything runs as well as it 
can. 
​ At the beginning of this project, I was unsure how much I would include in Professional 
Practices, especially since I was writing a handbook about academic theatre. However, 
professional practices, specifically professional union theatre practices, became a significant part 
of supporting the current Playshop practices and encouraging growth and improvement that 
would benefit students and their experience within the Playshop production process. 
Additionally, integrating professional practices that students learning within the Allegheny 
College theatre department or students coming from outside of that department would not 
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necessarily have learned about or practiced, such as Emergency Hold Procedures for recruiting 
and integrating house management and ushers into the production process, or simply adding 
mirror tags to give actors a positive experience within tech and the dressing rooms. This project 
allowed me to cultivate professionalism into the existing production experience to improve upon 
the already amazing things that the Playshop Theatre is doing to encourage and facilitate a 
positive experiential learning environment. 

I hope that future students at the Playshop Theatre can use this manual. To guide them 
through the production process, with empowerment within their role in a production, especially 
in an academic environment where the power dynamic between student and faculty is prevalent 
and can affect decisions and experiences inside the production environment, though power 
dynamics should not influence decisions and experiences. The manual supports them in creating 
theatre as students, emerging industry professionals, and, most importantly, learners. The manual 
was written to support the student learning experience to help support retention, because the 
theatre needs the students as much as students need the theatre.​

 

 



Hurd 70 

Appendix 

Appendix A 
Prep production Example Paperwork and Materials 
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​
Character Page Break Down from Head Over Heels (2024)  
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Pre-Production Analysis from Poof! in THTR*180: Management for the Arts (2023) 
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Appendix B 
Audition Example Paperwork and Materials  
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Audition Information and Sign-up Sheet from Head Over Heels (2024) 
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Audition Form from Head Over Heels (2024) 
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Rehearsal Calendar from Poof! in THTR*180: Management for the Arts (2023)
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Appendix C 
Rehearsal Example Paperwork and Materials  
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First Rehearsal Itinerary from Machinal (2023)
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Performer Letter of Agreement from Head Over Heels (2024) 
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Emergency Contact Form Head Over Heels (2024) 
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Cast Conflict Machinal  (2023)
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Cast Contact Form Head Over Heels (2024)
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Production Team Contact Form Head Over Heels (2024)
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Weekly Calendar Head Over Heels (2024)
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Daily Call Goldengrove Meadville Community Theatre (2025)
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Digital Sign-In Head Over Heels (2024)
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Blocking Key Machinal (2023)
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Prompt Book Libretto Side Head Over Heels (2024)
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Prompt Book Blocking Sheet Head Over Heels (2024) 
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Line Notes Machinal (2023) 
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Rehearsal Report Goldengrove Meadville Community Theatre(2025)
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Production Meeting Minutes Head Over Heels (2024) 
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Fight Plot created by Fight Director Kaleialoha Froning Head Over Heels (2024)
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 “Sample Theatrical Intimacy and Instructional Touch Policy.” Theatrical Intimacy Education, 
Theatrical Intimacy Education, 1BC.​

 



Hurd 101 

 



Hurd 102 

 



Hurd 103 

 



Hurd 104 

 
Intimacy Recipes Head Over Heels (2024)
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Appendix D 
Tech Rehearsal Example Paperwork and Materials  
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Paper Sign-In Sheet Goldengrove Meadville Community Theatre (2025) 
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Preset List Summertime! Transcendence Theatre Company (2024)
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Shift Plots Poof! in THTR*180: Management for the Arts (2023)
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Calling Key Head Over Heels (2024)
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Appendix E 
Performance Example Paperwork and Materials  
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Front of House Information Sheet Head Over Heels (2024)
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Performance Report Head Over Heels (2024)
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