
 

 

Minnesota State University Moorhead 

THE SCHOOL OF PERFORMING ARTS:   

UNIVERSITY THEATRE 

 
 

Student Handbook 

 

 

 

Table of Contents 

 

 

 

Overview: 1 

Degree Programs: 3 

Scholarships: 8 

Auditions: 10 

Technical Theatre Show Work: 12 

The Straw Hat Players: 13 

Organizations: 14 

Facility Guidelines: 15 

Recommended Reading Lists: 16 

Performance History: 27 

The Actor’s Handbook: 41 

Introduction to Stage Management: 50 

 

 



  

 

1 

1 

THE SCHOOL OF PERFORMING ARTS:  UNIVERSITY THEATRE 

 
Mission Statement: 

The School of Performing Arts: University Theatre trains our students to 

create high-caliber theatre of any kind, at any level. 

Vision Statement: 

The School of Performing Arts: University Theatre is poised to become the 

premiere, regional training institution in theatre arts.  Building upon our 

more than half-a-century tradition, we continue our legacy of putting theory 

into practice through our unique and innovative curricula; our student-

oriented academic year production schedule; and our commitment to the 

professional summer stock company, The Straw Hat Players. 

Case Statement: 

 

The School of Performing Arts: University Theatre is dedicated to the 

engagement of our students, to the exploration of diverse ideas, and to 

being vital to the cultural fabric of the Red River Valley. 

 

Our students will be engaged in a unique mix of traditional and innovative 

approaches in instruction and performance.  They will become critical 

thinkers, creative problem solvers, and will be able to envision, implement, 

and evaluate a collaborative project with established deadlines.  Our 

students communicate and cooperate with people from diverse disciplines; 

including, but not limited to, The School of Media Arts and Design (Film 

Production), the School of Entertainment Industries and Technologies, and 

The School of Performing Arts (Music). We strive to create an environment 

where we celebrate the success of our students both in and out of the 

classroom, on and off stage, at this moment and as members of our alumni 

family.   

 

We believe in the exploration of diverse ideas as seen through our 

commitment to programming and production work, which can expand the 

understanding of creative power that offers insight into different cultures 

and peoples. 

 

The Red River Valley civic and cultural institutions are rich and varied, and 

University Theatre is proud to be part of this history.  The Straw Hat Players, 
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University Theatre Children’s Theatre, and University Theatre Main Stage 

Series have been part of the cultural fabric for well over half-a-century, 

bringing thousands of community members to the world of live theatre and 

engaging them in conversations and ideas.   

 

Faculty and Staff 

 

MSUM faculty and staff teach a variety of courses and labs. They also direct, 

design, choreograph and house manage the department productions.  Each 

faculty member keeps regularly scheduled office hours which are posted on 

their office doors.  Students should feel free to discuss any problems or 

concerns with the faculty and staff.  From time to time, guest artists are 

hired to complement the regular faculty. 

 

 Faculty and Staff 

 

▪ Julie Adams, Music Theatre Ensemble, Musical Theatre Voice & Vocal 

Director 

▪ Annie Bergquist, Theatre Production Office Manager 

▪ Allen Carter, Music Theory  

▪ Patrick Carriere, Performance, Directing & Literature 

▪ Amanda Citrowske, Director of Ticketing Services 

▪ Craig A. Ellingson, Performance, Dance & Directing 

▪ Ricky Greenwell, Theatre Technology and Design 

▪ Ryan Jackson, Entertainment Industries and Technology 

▪ Elizabeth Evert Karnes, Managing Director for the CA 

▪ Liz Maleki, SPA Office Manager 

▪ Erynn Millard, University Choirs 

▪ James Stenger, Technical Director for the CA 

▪ Hailey Wilmer, Dance 

 

 

 

 

 

Passionate.  Rigorous.  Darning.  MSUM University Theatre 
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Theatre Arts Degree Programs 
 

MSUM Theatre Arts provides our students with an intensive, hands-on 

curriculum.  We offer major programs in both BA and BFA tracks, as well as 

many theatre minors, including a Theatre Dance Minor. 

 

BA in Theatre Arts (Emphases in Acting, Musical Theatre, and Theatre Design 

and Technology) 

 

https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatal

og&catalogid=30&chapterid=461&topicgroupid=4103&loaduseredits=False 

 

BFA in Acting (By Audition Only) 

*End-of-the-semester showcases are required 

*Graduating semester showcase is required 

 

https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatal

og&catalogid=30&chapterid=461&topicgroupid=4116&loaduseredits=False 

 

BFA in Musical Theatre (By Audition Only) 

*End-of-the-semester showcases are required 

*Graduating semester showcase is required 

 

https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatal

og&catalogid=30&chapterid=461&topicgroupid=4117&loaduseredits=False 

 

 

 

 

 

 

 

 

https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatalog&catalogid=30&chapterid=461&topicgroupid=4103&loaduseredits=False
https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatalog&catalogid=30&chapterid=461&topicgroupid=4103&loaduseredits=False
https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatalog&catalogid=30&chapterid=461&topicgroupid=4116&loaduseredits=False
https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatalog&catalogid=30&chapterid=461&topicgroupid=4116&loaduseredits=False
https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatalog&catalogid=30&chapterid=461&topicgroupid=4117&loaduseredits=False
https://navigator.mnstate.edu/Catalog/ViewCatalog.aspx?pageid=viewcatalog&catalogid=30&chapterid=461&topicgroupid=4117&loaduseredits=False
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Minnesota State University Moorhead:  
The School of Performing Arts 
 
Bachelor of Fine Arts Programs 

The BFA degree programs offer a concentration in theatre study to a limited 
number of highly motivated and talented students. The BFA student will pursue 
one of two areas of concentration: Acting or Musical Theatre. 

Admission to all BFA programs is highly competitive and limited in terms of 
student enrollment to insure the individual attention necessary for effective 
professional training. 

Admission Criteria for All BFA Candidates: 

The following are the criteria on which incoming BFA candidates are evaluated: 

1. BFA Acting: prior academic record, acting ability, stage presence, 

professional behavior and dedication to pursuing a professional theatre 
career. 

2. BFA Musical Theatre: prior academic record, vocal, dance and acting 

ability, stage presence, professional behavior and dedication to pursuing a 
professional musical theatre career. 

A student may apply to both areas of concentration but can be admitted to only 

one. Admission is based on talent, academic record, motivation and 
auditions/interviews, which are held each semester. 

Audition requirements are as follows: 

BFA in Acting: ONE classical monologue & TWO contrasting contemporary 
monologues 

BFA in Musical Theatre: ONE pre-1970, 32-bar musical theatre selection; ONE 

post-1970, 32-bar musical theatre selection*; TWO contrasting monologues; and 
attendance in a dance call.  *One 32-bar selection should be a ballad; the other 
up-tempo 

Specific Admission Criteria for Incoming Freshmen: 

Interested students must submit the BFA application in addition to the University 
application prior to beginning their freshman year and schedule an 

audition/interview for consideration. Auditions will also be held the first week of 
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classes each Fall semester.  Applicants are expected to have a minimum GPA 
and/or rank in the top 40 percent of their high school class. Students who do not 

meet these academic standards may be admitted but must meet the BFA 
continuation requirements by the end of the freshman year or will be subject to 
dismissal from the program. 

Specific Admission Criteria for Previously Enrolled Students and Transfer 

Students: 

Students already enrolled in the BA theatre program or other major in the 
University, or students transferring from another academic institution are 

required, in the semester prior to beginning the BFA program, to submit a BFA 
application and schedule an audition/interview. Applicants are expected to have 
a minimum GPA of 3.0 in all theatre and theatre-related coursework, an overall 

GPA of at least 2.5 and to demonstrate adequate progress towards completion 
of the University General Education course requirements. Students who do not 
meet these academic standards may be admitted provisionally and are 

expected to meet the BFA continuation requirements by the end of the second 
term after admission or will be subject to dismissal from the program. Students 
may apply to the BFA program only once; however, a student who has applied 

and been denied may be reconsidered for BFA admission and invited by the 
faculty if the student's academic record, class work and production work show 
substantive improvement. 

All BFA applications require two letters of recommendation: one from a teacher 
and another from a director with whom the student has worked. 

Continuation in BFA Programs: 

All students admitted to BFA programs are considered on provisional status in 
their first year in the program. At the end of the first year, each student will meet 
with the faculty in the performance area or the production area, depending on 

the student's program, to review progress and evaluate the student's status. All 
students will complete an annual evaluation at the end of the spring term 
involving a performance jury. BFA students are required to: 

1. Maintain a minimum 3.0 GPA in all theatre major required courses 

2. Maintain a minimum 2.5 GPA in all courses 
3. Enroll in a minimum of 12 credits per semester 
4. Demonstrate appropriate progress in artistic and technical growth in the 

student's area in class work and end of semester juries 
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5. Demonstrate satisfactory progress towards the completion of University 
General Education course requirements 

6. Demonstrate active participation in the School of Performing Arts: 
University Theatre productions 

7. Demonstrate appropriate professional behavior in class and production 

work 
8. The BFA student must be a declared major in the BFA program for a 

minimum of three full terms and complete a minimum of three end-of-term 

evaluations. 

Students who are making satisfactory progress in all of the above areas will be 
granted continuing status. Students with problems in one or more areas may 

either be granted probationary status or be dismissed from the BFA program. A 
student dismissed from the BFA program may still complete the BA degree. 
Students may remain on probationary status for no more than one semester and 

probationary status may be granted only once during the student's program. 

No major coursework with a grade below a C will count towards the major 
degree completion requirements. 

Note: If a student decides to voluntarily withdraw from the BFA program, the 
student will not be readmitted at a later date. 
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Scholarships 
 

https://www.mnstate.edu/scholarships/ 

 

All students should contact the financial aid office when they enroll at MSUM 

to inquire about loans, grants, work study, honors apprenticeships and 

scholarships.  There are a number of university scholarships for which 

theatre students might be eligible.  In addition, the department offers the 

following scholarships and awards. 

 

Theatre-specific scholarships include, but are not limited to, the following: 

 

Incoming Freshman Talent Scholarships 

Incoming freshman talent scholarships are awarded to incoming students.   

 

Delmar J. Hansen Scholarships 

These scholarships are made possible by donations to the Delmar J. Hansen 

endowment fund by faculty, staff, alumni, and friends of the department. The 

program recognizes outstanding academic achievement as well as 

contributions to the department and community through leadership and 

active participation in events and organizations. The scholarship honors the 

man who served as Director of Theatre at MSUM from 1957 to 1989. 

 

Mark Lukac Scholarships 

These scholarships in Theatre and Film are from an endowed fund which 

was established in memory of Mark Robert Lukac, who was a member in 

good standing of the MSUM Class of 1991 at the time of his sudden, 

accidental death on April 8, 1990.  This scholarship shall be awarded to a 

major in Theatre Arts who is also active in film, on the basis of the following: 

  

 * General artistic creativity 

 * Acting ability 

 * Desire to be a performer 

* Number of student theatre, film, and/or television performances, 

with quality of performance  

     more important than level of the role 

 * Commitment to becoming a stage, film, television, and/or radio actor 

* Indication of potential to become a director in any of the afore-

named media 

https://www.mnstate.edu/scholarships/
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* Commitment to and support of the MSUM theatre/film programs and 

to the other students  

     majoring in the programs. 

 

Mark Lukac had a zest for and a love of life, an incomparable sense of 

humor, along with a love of people and a desire to be of help to them.  With 

these traits in addition to the above, the total should be taken as usually 

strong qualifications.  Financial need of an applicant will be considered only 

if two or more candidates for the scholarship have seemingly equal 

qualifications, in which case financial need will be considered as an 

additional positive factor. 

 

Carol J. Gaede Scholarship 

The Carol Gaede Scholarship Award was established to honor Dr. Carol 

Gaede for her long-standing commitment to excellence and learning in the 

disciplines of Speech Communication and Theatre Arts. 

 

The scholarship is a financial award that honors academic, artistic/creative, 

and/or service achievement in a student who is a declared major in Theatre 

Arts. 

 

For additional information about these scholarships and awards, contact 

your advisor. 
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Auditions 
 

Auditions for mainstage productions are held several times each year.  No experience is 

necessary.   The children’s theatre production is double cast.  Usually, you will be required to 

prepare a monologue.  For musical auditions, you should prepare sixteen bars from a song.  You 

must provide music for the accompanist.  The song should demonstrate your vocal range and 

be appropriate to the show.  You should bring appropriate clothing to the dance audition. 

Theatre majors are encouraged to prepare for auditions by reading the play beforehand.   

 

All performance majors are required to audition.  If for some reason you are unable to audition 

or to take a role, it is your responsibility to contact the director prior to the audition.  A running 

file of majors who have auditioned is kept in the main office.  This file helps us to keep an 

accurate record of student participation in the program.  The more experience you gain in 

auditioning, the more strength you gain as a performer. 

 

All auditionees will be required to turn in with their audition card a University Theatre 

Requirements Report Card.  This is to verify that each student is up-to-date with co-curricular 

expectations.   

 

 

Casting Policy 

 
Student Participation in MSUM University Theatre Policy 

 

MSUM Theatre holds open auditions.  First priority in casting is given to MSUM theatre students.  

However, non-majors, Tri-college students, faculty, staff, community members and/or guest 

artists might also be cast in our theatre productions.  Each director makes casting decisions 

based upon some or all of the following: 

 

 * The quality of the audition 

 * The auditionee’s suitability for a role 

 * Recent roles performed 

 * Specific course or degree requirements 

 * Participation in Production Start-Ups and Production Strikes 

 * Academic standing 

 * Contributions to the theatre program 

 * Specific performance skills required by a role 

  

Non-MSUM students can be cast provided that one of the following criteria is met: 

 

 * The individual signs a waiver of liability 

 * The individual is hired under the terms of a short contract 

 

 

If You Don’t Get Cast 
 

Obviously, not everyone who auditions for a production can be cast.  You should not become 

discouraged if you are not cast.  Remember this is only the beginning of your training and your 

experience level will continue to grow as you study and develop your skills. 
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It is imperative that you stay involved with the production, even if you are not a member of the 

cast.  Chances are that you will find a particular area of interest that you hadn’t previously 

considered, such as scenic painting, designing properties, or costume construction.  By staying 

involved, you will have the opportunity to learn the overall working relationships between the 

staff, the crews and the cast, and how different areas of the theatre affect one another. 

 

Be patient and take advantage of every opportunity. You can ask the director or choreographer 

what you need to do to improve for your next audition.  The responsibility to ask and follow 

through is yours.  To be mediocre in theatre is easy; to excel in theatre demands constant 

dedication and hard work. 

 

Student Production Staff 

 

Each of our theatre productions needs a student production team.  Usually these positions are 

earned by demonstrating leadership, knowledge and experience.  In any case, the positions 

enable a student to take on a major responsibility on a production.  If you feel you can do the 

job, indicate your interest to the appropriate faculty or staff member. 

 

Stage Manager:  The stage manager will assist the director and the designer during the 

rehearsal period and act as a liaison between the two.  The stage manager is also responsible 

for the entire production from final rehearsals throughout the performance.  The stage manager 

is also responsible for calling and directing all technical cues for the production.  This job 

usually requires some experience in construction, lighting and backstage operations.  

 

Assistant Stage Manager:  This person is in charge of the shifting crew and all backstage 

operations.  The assistant stage manager is also responsible for the maintenance of the set.  

This job requires construction and backstage experience. 

 

Assistant to the Designer and Assistant to the Technical Director:  In order to be eligible for 

either of these positions you must have completed Stagecraft and Design Principles.  You 

should have developed previous experiences on production crews such as props, lights, shifting, 

etc.  These positions are usually more time consuming than other crew assignments.  You 

should express your interest in these positions well in advance of the project. 

 

Assistant to the Director:  The student selected by the director for this position usually comes 

from among those who auditioned for the production.  The responsibilities for this individual 

vary based on the expertise of the student.  This experience is designed to give students 

additional experience in the world of directing.    

 

Crew Head:  Each production crew needs a leader, and we are always looking for people with 

leadership qualities.  You may demonstrate your potential in class, or on projects for the 

department. We are looking for these qualities: dependability, responsibility, a commitment to 

the goals of the project at hand, a willingness to go the extra mile, organizational skills, and the 

ability to motivate others.  These abilities will enhance your success in any field of endeavor.   

 

Dance Captain (Assistant to the Choreographer):  Most of the musical productions require a 

student to assist the choreographer during the rehearsal process.  Responsibilities usually 

include:  leading warm-up sessions for the dancers, notating dance steps and stage movement 
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for the musical numbers, and coaching dancers who need individual attention.  The dance 

captain is selected by the choreographer.  

 

 

University Theatre: Technical Theatre Shop Work 
 

Tool/Equipment Assessment Workshop 

 

All MSUM Theatre Arts students (BA and BFA) are required to work in a multitude of technical 

areas.  Each student will be required to annually attend a Tool/Equipment Workshop and pass 

both a written and practical exam.  This will better ensure a safe environment and to keep 

students up-to-date with the ever-changing world of theatre technology. 

 

Theatre Activity – THTR 102 

 

The theatre activity course is designed to support our mainstage series; without it, we would not 

be able to produce our shows.  All students (BA and BFA) are required to take a set amount of 

these credits, based upon their degree program.  Students will be assigned a set amount of 

work hours for a technical support crew for one production that semester.  Note: Failure to fulfill 

this requirement in a timely and professional manner may impact your casting and scholarship 

awarding.   

 

Production Start-Up & Production Strike 

 

Production Start-Up and Production Strike are required of all Theatre majors (BA and BFA) and 

cast members.  These endeavors allow us to mount and dismantle our productions.  Note: 

Failure to fulfill this requirement in a timely and professional manner may impact your casting 

and scholarship awarding.   

 

SPRING 2020 DATES: 

Women of Troy Production Start Up  

Tuesday, January 14th 10am-6pm 

Wednesday, January 15th 10am-6pm 

Thursday, January 16th 10am-4pm 

*4 hours Needed  

  

Shop Testing and Training  

Monday, February 3rd 1pm-6pm 

Tuesday, February 4th 1pm-6pm 
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*Will probably need about 1 hour to complete the Hands on and Written components  

  

Women of Troy Strike  

Monday, March 2nd and Tuesday, March 3rd 

10:00 a.m. – 6:00 p.m.  

*2 Hours Needed  

  

Spring Awakening Load In  

Monday, March 16th 10am-6pm 

Tuesday, March 17th 10am-6pm 

Wednesday, March 17th 10am-6pm 

Thursday, March 18th 10am-6pm 

*6 Hours Needed  

  

Spring Awakening Strike  

Sunday, April 19th at Noon  

 

Production Start-Up and Strikes are REQUIRED for all majors and minors.   
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The Straw Hat Players 
 

Straw Hat Players is the preeminent summer theatre program in the region, sponsored by 

Minnesota State University Moorhead and implemented by the The School of Performing Arts: 

University Theatre.  Four productions are presented each season, alternating between the 

Hansen Theatre and the Gaede Stage.  Usually, three of the shows are musicals.  The mission of 

The Straw Hat Players is to provide: 

 

* a training ground for students in theatre at Minnesota State University Moorhead  

   emphasizing students’ understanding and experience in various aspects of production. 

 

 * quality, live entertainment from the popular and classic repertory of musicals and  

    plays for theatre audiences in the region. 

 

 * a production showcase for students, alumni, faculty and staff. 

 

Each year, 20-30 students come together to join The Straw Hat Players.  We encourage all 

MSUM Theatre students to audition/interview for the summer program.  The selection process 

begins in early February.  All company members are paid and can earn up to eight credits each 

summer and these credits can be applied toward your degree. 
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Organizations  
 

Kennedy Center American College Theatre Festival (KCACTF) 

 

MSUM University Theatre is an active participant in KCACTF.  Students can engage in workshops 

and competitions in the areas of performance, directing, and theatre design and technology, at 

our annual January festival.  For additional information, please refer to: 

https://www.kcactf5.org/ 

 

United States Institute of Theatre Technology (USITT) 

 

MSUM University Theatre is engaged with USITT through both the regional and national 

conference.  Designed for students in design and technology, these conferences connect you 

with other emerging theatre artists, as well as potential employers.  For additional information, 

please refer to: 

https://www.usitt.org/ 

 

Blackfriars 

 

Blackfriars is the theatre student organization.  This club coordinates social activities, banquets 

and other theatre-related activities.   

 

Membership is open to all currently-enrolled MSUM students interested in Theatre Arts.  Voting 

privileges will be restricted to active membership.  Each member is required to pay a 

membership fee set by the organization.  The executive committee will be made up as follows:  

President, Vice President/Treasurer, Secretary.  The three executive members shall be elected 

by active Blackfriars members.   

 

Revenues are obtained by collecting membership dues, fund-raising activities, and special 

events. 

 

 

https://www.kcactf5.org/
https://www.usitt.org/
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Guidelines for Personal Use of the Facility and Equipment 
 

MSUM has a fine facility fin which students may work.  The main priorities for use of the space 

and equipment is for theatre productions, university functions and events, and class projects.  If 

a theatre students wishes to use the space or equipment for personal use, the following 

guidelines should be followed: 

 

1. In order for an individual to use theatre facilities, they must be a currently-registered 

student. 

 

2. The downstairs dressing rooms, showers, and student lounge may be used by all 

students involved in the theatre program. 

 

3. Lockers may be used only if a student is taking a class in the Theatre Arts.  They are also 

used by cast members and work study students.  During final rehearsals and production 

days, cast members have first priority.  Everyone should clean out his or her locker at the 

end of each semester. 

 

4. No one has the right to take any costume or prop home with them.  This is  

 considered stealing.  If you would like a prop or costume, let the instructor/designer 

 know.  Sometimes they are available for purchase. 

 

5. The washer and dryer, sewing machines, and all supplies are off limits for  

 personal use. 

 

6. If you would like to use shop tools or equipment, it is often possible to do so.   

 However, you must first obtain permission from the technical director or designer.  

 You must know how to use the tools or equipment.  You must use all state-owned 

 property within the facility.  You will never be able to take state-owned tools or  

 equipment off campus.  It is against state law.   

 

7. Students are very welcome to practice with tools, equipment, or painting supplies.

 Simply clear it with the technical staff so you can be properly supervised. 

 

8. If you would like to use a theatre classroom or space, clear it through the Managing 

Director of the Center for the Arts.  This policy is to avoid scheduling problems and to 

protect you. 

 

9. State vehicles can only be used for university business.   
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Recommended Reading List of Texts and Plays 
 

It is our goal to graduate theatre majors who have a well-rounded knowledge of all areas of 

theatre.  Actors must have read works on directing, directors must have read works on design, 

designers must have read works on dramatic theory, and all theatre majors, regardless of their 

special interests, should be familiar with plays from all ages and all nations. 

 

Even though this list does not even begin to exhaust the critical and artistic works of the 

theatre, an undergraduate student should not expect that he or she will have read all of these 

books and plays by the time of graduation.  However, it can be a very useful list to begin your 

reading and for reference purposes.  If you plan on going on to graduate school you should be 

aware that graduate programs may expect their students to be familiar with many of these plays 

and books, and these works will certainly be the subjects of further study.  Those students who 

plan to work in community theatre can use this listing as a means of achieving a broad 

background in theatre, and the play list can be quite useful when searching for plays to 

produce.  Finally, those students who will be entering the professional theatre world, whether as 

actor, director, designer, or administrator, will find this listing invaluable in understanding styles 

and references to the vast body of literature which is the basis of even the most contemporary 

drama. 

 

The faculty wishes to encourage you, after reading any of these works, to come with questions 

or points of discussion.  We realize that there are many important plays and critical works that 

simply cannot be covered in our curriculum.  This listing will allow you to fill in those gaps, and 

the faculty are certainly ready, willing, and able to discuss with you outside of class any works of 

theatre that you encounter. 

 

 

Theatre, History, Criticism 

 

Appia, Adolphe  MUSIC AND THE ART OF THE THEATRE 

Artaud, Antonin  THE THEATRE AND ITS DOUBLE 

Aristotle   POETICS 

Brecht, Bertolt  BRECHT ON THEATRE 

Brockett, Oscar  CENTURY OF INNOVATION   

    A HISTORY OF THE THEATRE   

Brook, Peter   THE EMPTY SPACE 

Brustein, Robert  REVOLUTION AS THEATRE 

    THE THEATRE OF REVOLT 

Chinoy & Jenkins  WOMEN IN AMERICAN THEATRE 

Craig, Edward Gordon ON THE ART OF THE THEATRE 

Dobree, Bernard  RESTORATION COMEDY 

Dukore, Bernard  DRAMATIC THEORY AND CRITICISM 

Eliot, T. S.   SELECTED ESSAYS 

Ellis-Fermor, U. M.  THE JACOBEAN DRAMA 

Esslin, Martin   THE THEATRE OF THE ABSURD 

Fergusson, Francis  THE IDEA OF A THEATRE 

Frye, Northrop  ANATOMY OF CRITICISM 

Gilman, Richard  THE MAKING OF MODERN DRAMA 

Gorelik, Mordecai  NEW THEATRES FOR OLD 

Grotowski, Jerzy  TOWARDS A POOR THEATRE 
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Gurr, Andrew   THE SHAKESPEARE STAGE, 1574-1642 

Jones, Robert Edmond THE DRAMATIC IMAGINATION 

Kitto, H. D. F.   GREEK TRAGEDY 

Kott, Jan   THE EATING OF THE GODS 

    SHAKESPEARE OUR CONTEMPORARY 

Meyerhold, Vsevolod  MEYERHOLD ON THEATRE 

Moore, W. G.   MOLIERE:  A NEW CRITICISM 

Nagler, A. M.   A SOURCE BOOK ON THEATRICAL HISTORY 

    THE THEORY OF COMEDY 

Roose-Evans, James  EXPERIMENTAL THEATRE 

Sartre, Jean-Paul  SARTRE ON THEATRE 

Shaw, G. Bernard  OUR THEATRES IN THE NINETIES 

    THE QUINTESSENCE OF IBSENISM 

Simonson, Lee  THE STAGE IS SET 

Smith & Litton  MUSICAL COMEDY IN AMERICA 

Southern, Richard  THE SEVEN AGES OF THEATRE 

Styan, J. L.    THE ELEMENTS OF DRAMA 

    MODERN DRAMA IN THEORY AND PRACTICE 

various editors  THE LONDON STAGE:  1660-1800 

Watkins, Ronald  ON PRODUCING SHAKESPEARE 

Wickham, Glynne  THE MEDIEVAL THEATRE 

Wilson, Garff B.  300 YEARS OF AMERICAN DRAMA AND THEATRE 

 

Acting, Production 

 

Bendedetti, Robert  THE ACTOR AT WORK 

Boleslavsky, Richard  ACTING: THE FIRST SIX LESSONS 

Blunt, Jerry   STAGE DIALECTS 

    MORE STAGE DIALECTS 

Clurman, Harold  ON DIRECTING 

Cohen, Robert  ACTING POWER 

    ACTING PROFESSIONALLY 

Cole & Chinoy   ACTORS ON ACTING 

    DIRECTORS ON DIRECTING 

    PLAYWRIGHTS ON PLAYWRIGHTING 

Dean, Alexander  FUNDAMENTALS OF PLAY DIRECTING 

Duerr, Edwin   THE LENGTH AND DEPTH OF ACTING 

Hagen, UTA   RESPECT FOR ACTING 

    A CHALLENGE FOR THE ACTOR 

Hodge, Francis  PLAY DIRECTING 

Lessac, Arthur  USE AND TRAINING OF THE HUMAN VOICE 

Linklater, Kristin  FREEING THE NATURAL VOICE 

Oxenford, Lyn   PLAYING PERIOD PLAYS 

Spolin, Viola   IMPROVISATION FOR THE THEATRE 

Shurtleff, Michael  AUDITION 

 

 

Stanislavasky, Constantin  AN ACTOR PREPARES 

    BUILDING A CHARACTER 

    CREATING A ROLE 
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    MY LIFE IN ART 

 

Costume, Setting, Decor 

 

Corson, Richard  STAGE MAKE-UP 

Macgowan, Kenneth  CONTINENTAL STAGECRAFT 

McCandless, Stanely  A METHOD OF LIGHTING THE STAGE 

Mielziner, Jo   DESIGNING FOR THE THEATRE 

Payne, Blanche  HISTORY OF COSTUME 

Payne, Darwin Reid  SCENOGRAPHIC IMAGINATION 

Pectal, Lynn   DESIGNING AND PAINTING FOR THE THEATRE 

Pilbrow, Richard  STAGE LIGHTING 

Simonson, Lee  THE STAGE IS SET 

Whiton, Sherrill  INTERIOR DESIGN AND DECORATION 

 

Plays 

 

https://www.pulitzer.org/prize-winners-by-category/218 

 

https://www.tonyawards.com/history/year-by-year/2019/ 

 

http://www.obieawards.com/events/year-2018/ 

 

https://newyorktheater.me/2013/06/27/the-50-best-plays-of-the-past-100-years-according-to-

entertainment-weekly/ 

 

Aeschylus   AGAMEMNON 

    THE LIBATION BEARERS 

    THE EUMENIDES 

Albee, Edward  WHO’S AFRAID OF VIRGINIA WOOLF? 

    THREE TALL WOMEN 

Anderson, Maxwell  ELIZABETH THE QUEEN 

    MARY OF SCOTLAND 

    WINTERSET 

Anonymous   ABRAHAM AND ISAAC 

    EVERYMAN 

    GAMMER GURTON’S NEEDLE 

    THE SECOND SHEPHERD’S PLAY 

Anouilh, Jean   BECKET, OR THE HONOR OF GOD 

Aristophanes   THE BIRDS 

    LYSISTRATA 

    THE FROGS 

Ayckbourn, Alan  ABSURD PERSON SINGULAR 

    A CHORUS OF SIDAPPROVAL 

    MAN OF THE MOMENT 

    WOMAN IN MIND 

    THE NORMAN CONQUEST 

Barnes, Peter   THE RULING CLASS 

    RED NOSES 

Beaumarchais  THE BARBER OF SEVILLE 

https://www.pulitzer.org/prize-winners-by-category/218
https://www.tonyawards.com/history/year-by-year/2019/
http://www.obieawards.com/events/year-2018/
https://newyorktheater.me/2013/06/27/the-50-best-plays-of-the-past-100-years-according-to-entertainment-weekly/
https://newyorktheater.me/2013/06/27/the-50-best-plays-of-the-past-100-years-according-to-entertainment-weekly/
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    THE MARRIAGE OF FIGARO 

Beckett, Samuel  WAITING FOR GODOT 

    ENDGAME 

    HAPPY DAYS 

 

 

Boucicault, Dion  LONDON ASSURANCE 

    THE COLLEEN BAWN 

    THE OCTOROON 

Brecht, Bertolt  SAINT JOAN OF THE STOCKYARDS 

    GALILEO 

    MOTHER COURAGE 

    THE GOOD WOMAN OF SZECHWAN 

    THE CAUCASIAN CHALK CIRCLE 

    THREEPENNY:  OPERA 

Brenton & Hare  PRAVDA 

Buchner, Georg  DANTON’S DEATH 

    WOYZECK 

Calderon de la Barca, Pedro LIFE IS A DREAM 

Capek, Karel   R. U. R. 

Chekhov, Anton  THE SEA GULL 

    UNCLE VANYA 

    THREE SISTERS 

    CHERRY ORCHARD 

Churchill, Caryl  CLOUD 9 

    TOP GIRLS 

Cocteau, Jean   THE INFERNAL MACHINE 

    ORPHEUS 

Congreve, Pierre  THE CID 

Coward, Noel   PRIVATE LIVES 

    BLITHE SPIRIT 

Cummings, E. E.  HIM 

Dumas fils, Alexandre LE DAME AUZ CAMELIAS (CAMILLE) 

Duerranmatt, Friedrich THE VISIT 

    THE PHYSICISTS 

Durang, Christopher T THE ACTOR’S NIGHTMARE 

    SISTER MARY IGNATIUS EXPLAINS IT ALL  FOR YOU 

Eliot, T. S.   MURDER IN THE CATHEDRAL 

    THE FAMILY REUNION 

    THE COCKTAIL PARTY 

Euripides   MEDEA 

    HIPPOLYTUS 

    ELECTRA 

    THE BACCHAE 

    THE TROJAN WOMEN 

Farquhar, George  THE RECRUITING OFFICER 

    THE BEAUX STRATAGEM 

Frayn, Michael  BENEFACTORS 

    NOISES OFF 

    WILD HONEY 
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Friel, brian   LOVERS:  WINNERS & LOSERS 

    DANCING AT LUGHNASA 

Fry, Chrisopher  THE LADY’S NOT FOR BURNING 

Fugard, Athol   MASTER HAROLD...AND THE BOYS 

    BOESMAN AND LENA 

    BLOOD KNOT 

Gay, John   THE BEGGAR’S OPERA 

Genet, Jean   THE MAIDS 

    THE BALCONY 

    THE BLACKS 

Ghelderode, Michel de PANTAGLEIZE 

Giraudouz, Jean  THE MADWOMAN OF CHAILLOT 

Goethe, Johan von  FAUST (parts 1 and 2) 

Gogel, Nikolai   THE INSPECTOR GENERAL 

Goldoni, Carlo   THE MISTRESS OF THE INN (MIRANDOLINA) 

    THE SERVANT OF TWO MASTERS 

Goldsmith, Oliver  SHE STOOPS TO CONQUER 

Gorki, Maxim   THE LOWER DEPTHS 

Guare, John   HOUSE OF BLUE LEAVES 

    SIX DEGREES OF SEPARATION 

    MARCO POLO SINGS A SOLO 

Gurney, A. R.   THE COCKTAIL HOUR 

    THE DINING ROOM 

    LOVE LETTERS 

Handke, Peter  KASPAR 

    THE RIDE ACROSS LAKE CONSTANCE 

Hampton, Christopher LES LIAISONS DANGEREUSES 

Hellman, Lillian  THE CHILDREN’S HOUR 

    THE LITTLE FOXES 

    ANOTHER PART OF THE FOREST 

Henley, Beth   CRIMES OF THE HEART 

Hauptmann, Gerhart  THE WEAVERS 

Hwang, David Henry  FOB 

    M BUTTERFLY 

Ibsen, Henrik   PEER GYNT 

    A DOLL’S HOUSE 

    GHOSTS 

    AN ENEMY OF THE PEOPLE 

    THE WILD DUCK 

    ROSMERSHOLM 

    HEDDA GABLER 

    THE MASTER BUILDER 

Inge, William   COME BACK, LITTLE SHEBA 

    PICNIC 

    BUS STOP 

    THE DARK AT THE TIP OF THE STAIRS 

Ionesco, Eugene  THE BALD SOPRANO 

    THE LESSON 

    THE CHAIRS 

    RHINOCEROS 
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    EXIT THE KING 

Jarry, Alfred   UBU ROI 

Jonson, Ben   EVERY MAN IN HIS HUMOUR 

    VOLPONE, OR THE FOX 

    EPICOENE, OR THE SILENT WOMAN 

    THE ALCHEMIST 

    BARTHOLOMEW FAIR 

Kaiser, George  FROM MORN TO MIDNIGHT 

Kaufman & Hart  YOU CAN’T TAKE IT WITH YOU 

Kleist, Heinrich von  PENTHESILEA 

Kuschner, Tony  ANGELS IN AMERICA 

Lessing, G. E.   MISS SARA SIMPSON 

    NATHAN THE WISE 

Lillo, George   THE LONDON MERCHANT 

Lope de Vega   FUENTE OVEJUNA 

Lorca, Federico  BLOOD WEDDING 

    YERMA 

    THE HOUSE OF BERNARDA ALBA 

Machiavelli, Nicolo  THE MANDRAKE 

Maeterlinck, Maurice  PELLEAS AND MELISANDE 

    THE BLUE BIRD 

Mamet, David   AMERICAN BUFFALO 

    GLENGARRY GLEN ROSS 

Marlowe, Christopher THE JEW OF MALTA 

    EDWARD THE SECOND 

    THE TRAGICAL HISTORY OF DR. FAUSTUS 

Maugham, W. Somerset THE CONSTANT WIFE 

McCullers, Carson  THE MEMBER OF THE WEDDING 

Medoff, Mark   WHEN YOU COMIN’ BACK, RED RYDER? 

    CHILDREN OF A LESSER GOD 

Miller, Arthur   ALL MY SONS 

    DEATH OF A SALESMAN 

    AFTER THE FALL 

    THE CRUCIBLE 

    A VIEW FROM THE BRIDGE 

Moody, William Vaughn THE GREAT DIVIDE 

    THE PRICE 

Moliere   THE MISER 

    THE SCHOOL FOR HUSBANDS 

    THE SCHOOL FOR WIVES 

    TARTUFFE 

    DON JUAN   

    THE DOCTOR IN SPITE OF HIMSELF 

    THE MISANTHROPE 

    THE WOULD-BE GENTLEMAN 

    THE LEARNED LADIES 

    THE IMAGINARY INVALID 

Molnar, Ferenc  THE GUARDSMAN 

Mowatt, Anna Cora  FASHION 

Mrozek, Slawomir  TANGO 
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Nichols, Anne   ABIE’S IRISH ROSE 

Norman, Marsha  ‘NIGHT, MOTHER 

    THE SECRET GARDEN 

O’Casey, Sean  JUNO AND THE PAYCOCK 

    THE PLOUGH AND THE STARS 

Odets, Clifford   AWAKE AND SING 

    GOLDEN BOY 

    WAITING FOR LEFTY 

O’Neill, Eugene  BEYOND THE HORIZON 

    THE EMPEROR JONES 

    ANNA CHRISTIE 

    THE HAIRY APE 

    ALL GOD’S CHILLUN GOT WINGS 

    DESIRE UNDER THE ELMS 

    THE GREAT GOD BROWN 

    STRANGE INTERLUDE 

    MOURNING BECOMES ELECTRA 

    AH, WILDERNESS! 

    THE ICEMAN COMETH 

    LONG DAY’S JOURNEY INTO NIGHT 

    A MOON FOR THE MISBEGOTTEN 

Orton, Joe   LOOT 

    ENTERTAINING MISTER SLOANE 

    WHAT THE BUTLER SAW 

Osborne, John  LOOK BACK IN ANGER 

    LUTHER 

    THE ENTERTAINER 

Pinero, Arthur, Wing  THE SECOND MRS. TANQUERAY 

Pinter, Harold   THE BIRTHDAY PARTY 

    THE CARETAKER 

    THE HOMECOMING 

    NO MAN’S LAND 

    BETRAYAL 

Pirandello, Luigi  RIGHT YOU ARE IF YOU THINK YOU ARE 

    SIX CHARACTERS IN SEARCH OF AN AUTHOR 

    HENRY IV 

Plautus   MILES GLORIOSUS 

    THE TWIN MENAECHMI 

Rabe, David   HURLY BURLY 

    STICKS AND BONES 

    STREAMERS 

Racine, Jean   ANDROMACHE 

    PHEDRE 

Rice, Elmer   THE ADDING MACHINE 

    STREET SCENE 

Rostand, Edmond  CYRANO DE BERGARAC 

Saroyan, William  THE TIMES OF YOUR LIFE 

Sartre, Jean-Paul  THE FLIES 

    NO EXIT 

Schiller, Friedrich  DON CARLOS 
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    MARY STUART 

    WILLIAM TELL 

Schnitzler, Arthur  LA RONDE 

Seneca   OEDIPUS 

    PHAEDRA 

    MEDEA 

Shaffer, Peter   AMADEUS 

    EQUUS 

Shakespeare, William RICHARD III 

    THE COMEDY OF ERRORS 

    THE TAMING OF THE SHREW 

    LOVE’S LABOUR’S LOST 

    RICHARD II 

    ROMEO AND JULIET 

    A MIDSUMMER NIGHT’S DREAM 

    THE MERCHANT OF VENICE 

    HENRY IV (Parts 1 and 2) 

    THE MERRY WIVES OF WINDSOR 

    MUCH ADO ABOUT NOTHING 

    HENRY V 

    JULIUS CAESAR 

    AS YOU LIKE IT 

    HAMLET 

    TWELFTH NIGHT 

    ALL’S WELL THAT ENDS WELL 

    MEASURE FOR MEASURE 

    OTHELLO 

    KING LEAR 

    MACBETH 

    ANTONY AND CLEOPATRA 

    THE WINTER’S TALE 

    THE TEMPEST 

Shaw, G. Bernard  MRS. WARREN’S PROFESSION 

    ARMS AND THE MAN 

    CANDIDE 

    YOU NEVER CAN TELL 

    THE DEVIL’S DISCIPLE 

    CAESAR AND CLEOPATRA 

    MAN AND SUPERMAN 

    MAJOR BARBARA 

    MISALLIANCE 

    PYGMALION 

    HEARTBREAK HOUSE 

    BACK TO METHUSELAH 

    SAINT JOAN 

Shelley, Percy. B.  THE CENCI 

Shepard, Sam   CHICAGO 

    LA TURISTA 

    OPERATION SIDEWINDER 

    THE CURSE OF THE STARVING CLASS 
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    TRUE WEST 

    BURIED CHILD 

Sheridan, Richard B   THE RIVALS 

    THE SCHOOL FOR SCANDAL 

Simon, Neil   BAREFOOT IN THE PARK 

    THE ODD COUPLE 

    LOST IN YONKERS 

    BROADWAY BOUND 

    BILOXI BLUES 

    BRIGHTEN BEACH MEMOIRS 

Smith, W. H.   THE DRUNKARD 

Sophocles   ANTIGONE 

    OEDIPUS THE KING 

    ELECTRA 

Steele, Richard  THE CONSCIOUS LOVERS 

Stone & Aiken   UNCLE TOM’S CABIN 

Stoppard, Tom  ROSENCRANTZ & GUILDENSTEIN ARE DEAD 

    THE REAL INSPECTOR HOWARD 

    THE REAL THING 

Strindberg, August  THE FATHER 

    MISS JULIE 

    A DREAM PLAY 

    THE SONATA GHOST 

Synge, J. M.   RIDERS TO THE SEA 

    THE PLAYBOY OF THE WESTERN WORLD 

Terence   THE BROTHERS 

    THE EUNUCH 

Thomas, Brandon  CHARLEY’S AUNT 

Tirso de Molina  THE TRICKSTER OF SEVILLE 

Toller, Ernst   MAN AND THE MASSES 

Tolstoy, Leo   THE POWER OF DARKNESS 

Turgenev, Ivan  A MONTH IN THE COUNTRY 

Tyler, Royall   THE CONTRAST 

Udall, Nicholas  RALPH ROISTER DOISTER 

Vogel, Paula   THE BALTIMORE WALTZ 

    HOW I LEARNED TO DRIVE 

Wasserstein, Wendy  ISN’T IT ROMANTIC? 

    THE HEIDI CHRONICLES 

Webster, John   THE WHITE DEVIL 

    THE DUCHESS OF MALFI 

Wedekind, Frank  STRING AWAKENING 

    EARTH-SPIRIT 

    PANDORA’S BOX 

Wilde, Oscar   SALOME 

    THE IMPORTANCE OF BEING EARNEST 

Wilder, Thornton  OUR TOWN 

    THE SKIN OF OUR TEETH 

Wilson, August  MA RAINEY’S BLACK BOTTOM 

    FENCES 

Wilson, Lanford  HOT L BALTIMORE 
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    FIFTH OF JULY 

    TALLEY’S FOLLY 

    ANGELS FALL 

Williams, Emlyn  THE CORN IS GREEN 

Williams,Tennessee  THE GLASS MENAGERIE 

    A STREETCAR NAMED DESIRE 

    SUMMER AND SMOKE 

    THE ROSE TATTOO 

    CAT ON A HOT TIN ROOF 

    NIGHT OF THE IGUANA 

Wycherley, William  THE COUNTRY WIFE 

Yeats, W. B.   CATHLEEN NI HOULIHAN 

    AT THE HAWK’S WELL 

    PURGATORY 

Zola, Emile   THERESE RAQUIN 

 

 

 

Musicals 

 

https://www.chriscaggiano.com/the-100-best-musicals-of-all-time.html 

 

ANNIE 

ANNIE GET YOUR GUN    

ANYTHING GOES 

ASSASSINS 

THE BEST LITTLE WHOREHOUSE IN TEXAS 

THE BOYFRIEND     

BRIGADOON 

BYE BYE BIRDIE     

CABARET 

CAMELOT      

CANDIDE       

CAROUSEL  

CATS     

A CHORUS LINE 

CRAZY FOR YOU 

DAMN YANKEES 

EVITA        

THE FANTASTICKS 

FIDDLER ON THE ROOF  

FIORELLO   

FUNNY GIRL     

A FUNNY THING HAPPENED ON THE WAY TO THE FORUM 

GIRL CRAZY  

GODSPELL 

GOOD NEWS     

GREASE      

GUYS AND DOLLS    

GYPSY      

https://www.chriscaggiano.com/the-100-best-musicals-of-all-time.html
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H. M. S. PINAFORE     

HAIR  

HAMILTON       

HELLO, DOLLY! 

INTO THE WOODS      

JESUS CHRIST SUPERSTAR 

THE KING AND I 

KISS ME, KATE 

KNICKERBOCKER HOLIDAY 

LES MISERABLES 

THE LION KING 

LITTLE JOHNNY JONES 

A LITTLE NIGHT MUSIC 

MAME 

MAN OF LA MANCHA 

THE MERRY WIDOW 

THE MIKADO 

MISS SAIGON 

THE MOST HAPPY FELLA 

THE MUSIC MAN 

MY FAIR LADY 

NINE 

NO! NO! NANETTE! 

OF THEE I SING 

OKLAHOMA! 

ON THE TOWN 

ON YOUR TOES 

PAL JOEY 

PHANTOM OF THE OPERA 

THE PIRATES OF PENZANCE 

THE PRODUCERS 

PORGY AND BESS 

RAGTIME 

RENT 

SHOWBOAT 

THE SOUND OF MUSIC 

SOUTH PACIFIC 

SWEENEY TODD 

THOROUGHLY MODERN MILLIE 

THE THREEPENNY OPERA 

WEST SIDE STORY 
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MSUM THEATRE  
List and Dates of Plays Presented     Updated:  1/29/2020 
 

1958-59 

THE HEIRESS 

DARK OF THE MOOON 
THE MAD WOMAN OF CHAILLOT 

 

1959-60 

SUMMER AND SMOKE 

BRIGADOON 

THE HAPPIEST MILLIONAIRE 
THE CAVE DWELLERS 

 

1960-61 

THE VISIT 

GUYS AND DOLLS 
THE SKIN OF OUR TEETH 

THE DEADLY GAME 

 

1961-62 

AH WILDERNESS 
THE KING AND I 

THE APOLLO OF BELLAC 

THE AMERICAN DREAM 

THE CHAIRS 

TEA AND SYMPATHY 

 
1962-63 

BYE BYE BIRDIE 

HANSEL AND GRETEL 

ALL THE WAY HOME 

A THURBER CARNIVAL 
SHP 

THE ZOO STORY 

THE SANDBOY 

KRAPP’S LAST TAPE 

PICNIC 

LITTLE MARY SUNSHINE 
 

1963-64 

CARNIVAL 

ROMEO AND JULIET 

OH DAD, POOR DAD... 
THE MARRIAGE-GO-ROUND 

SHP 

TAKE HER, SHE’S MINE 

UNDER THE YUM YUM TREE 

ONCE UPON A MATTRESS 

THE CAVE DWELLERS 
LOVE RIDES THE RAIL 

 

1964-65 

KISS ME KATE 

THE MIRACLE WORKER 
CINDERELLA 

RHINOCEROS 

SHP 

THE TENDER TRAP 

THE PHYSICISTS 

LOOK HOMEWARD ANGEL 
THE STREETS OF NEW YORK 

THE PINTER PLAYS 

THE SEVEN YEAR ITCH 

THE FANTASTICKS 
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AUNTIE MAME 

1965-66 
DARK OF THE MOON 

THE PIED PIPER OF HAMELIN 

A FUNNY THING HAPPENED...FORUM 

THE PRIVATE EAR 

THE PUBLIC EYE 

DYLAN 
SHP 

TAKE HER, SHE’S MINE 

THE DIARY OF ANNE FRANK 

THE KNACK 

THE BIRTHDAY PARTY 
THE BALLAD OF THE SAD CAFE 

A SHOT IN THE DARK 

ONCE UPON A MATTRESS 

MARY, MARY 

 

1966-67 
THE PERSECUTION...JEAN-PAUL MARAT 

RUMPELSTILTSKIN 

OLIVER 

RASHOMON 

SHP 
THE RAINMAKER 

INCIDENT OF VICHY 

CLERAMBARD 

THE NIGHT OF THE IGUANA 

A THOUSAND CLOWNS 

THE FIRE BUGS 

TOYS IN THE ATTIC 

LITTLE MARY SUNSHINE 

 

1967-68 

THE ROYAL HUNT OF THE SUN 
HANSEL AND GRETEL 

WEST SIDE STORY 

A FLEA IN HER EAR 

SHP 

INHERIT THE WIND 
LUV 

THE LION IN WINTER 

WHO’S AFRAID OF VIRGINIA WOOLF 

MY THREE ANGELS 

HAMP 

THE OWL AND THE PUSSYCAT 
IRMA LADOUCE 

 

1968-69 

PETER PAN 

CT: ?  
STAR SPANGLED GIRL 

MOTHER COURAGE AND HER CHILDREN 

SHP 

HALFWAY UP THE TREE 

THE CRUCIBLE 

WAIT UNTIL DARK 
WE BOMBED IN NEW HAVEN 

BYE BYE BIRDIE 

YOU KNOW I CAN’T HEAR YOU 

THE VISIT 

THE WALTZ OF THE TOREADORS 
LOCK UP YOUR DAUGHTERS 

 

1969-70 

HELLO DOLLY 

CINDERELLA 



  

 

29 

29 

OUR TOWN 

THE PRIME OF MISS JEAN BRODIE 
 

SHP 

THE LARK 

LADIES IN RETIREMENT 

CACTUS FLOWER 

YOUR OWN THING 
THE MEMBER OF THE WEDDING 

JOE EGG 

I NEVER SANG FOR MY FATHER 

A FUNNY THING HAPPENED... FORUM 

 
1970-71 

ROSENCRANTZ AND GUILDENSTERN... 

CT: ? 

FIDDLER ON THE ROOF 

LONG DAY’S JOURNEY INTO NIGHT 

SHP 
BECKET  

THE INNOCENTS 

BUS STOP 

I DO! I DO! 

ONE FLEW OVER THE CUCKOO’S NEST 
PLAZA SUITE 

WHAT THE BUTLER SAW 

THE BOYFRIEND 

 

1971-72 

THE KING AND I 

CT: LAND OF THE DRAGON 

PEER GYNT 

THE LAST SWEET DAYS OF ISAAC 

SHP 

THE MIRACLE WORKER 
CHILD’S PLAY 

THE DRUNKARD 

COMPANY 

LAST OF THE RED HOT LOVERS 

THE BASIC TRAINING OF PAVLO HUMMEL 
HAPPY BIRTHDAY, WANDA JANE 

DAMES AT SEA 

 

1972-73 

“1776” 

TRUDIE AND THE MINSTREL 
THE GOOD WOMAN OF SETZUAN 

THE GLASS MENAGERIE 

SHP 

AUNTIE MAME 

THE HOUSE OF BLUE LEAVES 
LOOK HOMEWARD ANGEL 

TWO BY TWO 

THE OWL AND THE PUSSYCAT 

THE ODD COUPLE 

SLOW DANCE ON THE KILLING GROUND 

OKLAHOMA 
 

1973-74 

ANNE OF THE THOUSAND DAYS 

THE MUSIC MAN 

A DOLL’S HOUSE 
DEATH OF A SALESMAN 

SHP 

THE YOUNG AND THE BEAUTIFUL 

COUNT DRACULA 

THE BOYS FROM SYRACUSE 
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THE DESPERATE HOURS 

THE SEVEN YEAR ITCH 
BUTLEY 

ONCE UPON A MATTRESS 

 

1974-75 

A DEVIL’S DISCIPLE 

A CHRISTMAS CAROL 
A LITTLE NIGHT MUSIC 

THE TIME OF YOUR LIFE 

SHP 

AH, WILDERNESS! 

FINISHING TOUCHES 
THE GOOD DOCTOR 

THAT CHAMPIONSHIP SEASON 

SCAPINO! 

WHEN YOU COMIN’ BACK, RED RYDER? 

STOP THE WORLD, I WANT TO GET OFF 

WHAT’S A NICE COUNTRY LIKE YOU... 
 

1975-76 

CLERAMBARD 

THE ICE WOLF 

GUYS AND DOLLS 
OTHELLO 

SHP 

SHERLOCK HOLMES 

THE STREETS OF NEW YORK 

COME BACK, LITTLE SHEBA 

HOW THE OTHER HALF LOVES 

COMPULSION 

THE SEA HORSE 

DAMN YANKEES 

JACQUES BREL...LIVING IN PARIS 

 
1976-77 

WHAT EVERY WOMAN KNOWS 

THE RED SHOES 

MAN OF LAMANCHA 

PHILEMON 
SHP 

A MAN FOR ALL SEASONS 

KNOCK, KNOCK 

DARK OF THE MOON 

RELATIVELY SPEAKING 

THE HAPPINESS CAGE 
THE RUNNER STUMBLES 

THE ROBBER BRIDEGROOM 

OH, COWARD! 

 

1977-78 
TAMING OF THE SHREW 

CINDERELLA 

CABERET 

NO SEX PLEASE, WE’RE BRITISH 

SHP 

THE MATCHMAKER 
EQUUS 

ABSURD PERSON SINGULAR 

NIGHT MUST FALL 

THE PRIME OF MISS JEAN BRODIE 

THE SHADOW BOX 
LOCK UP YOUR DAUGHTERS  

THE FANTASTICKS 

 

1978-79 

VIVAT! VIVAT REGINA! 
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GREENSLEEVES MAGIC 

PIPPIN 
BACK COUNTY CRIMES 

SHP 

A FLEA IN HER EAR 

THE CRUCIBLE 

THE RAINMAKER 

NOT NOW, DARLING 
HOBSON’S CHOICE 

PHILADELPHIA, HERE I COME 

ANYTHING GOES 

SIDE BY SIDE BY SONDHEIM 

 
1979-80 

TWELFTH NIGHT 

HANSEL AND GRETEL 

SHENANDOAH 

COLETTE 

SHP 
HOTEL PARADISO 

BEDROOM  FARCE 

THE CRUCIFER OF BLOOD 

BLITHE SPIRIT 

SLY FOX 
PRISONER OF SECOND AVENUE 

SHE LOVES ME 

STARTING HERE, STARTING NOW 

 

1980-81 

WHERE’S CHARLEY? 

BEAUTY AND THE BEAST 

DA 

HEDDA GABLER 

SHP 

THE GRASS HARP 
WHOSE LIFE IS IT ANYWAY? 

GREASE 

THE CORN IS GREEN 

SOMETHING’S AFOOT 

 
1981-82 

THE SOUND OF MUSIC 

PINOCCHIO 

STRIDER 

BLACK COMEDY 

SHP 
THE BOYS FROM SYRACUSE 

BUTTERFLIES ARE FREE 

JOSEPH...TECHNICOLOR DREAMCOAT 

TINTYPES 

THE ELEPHANT MAN 
 

1982-83 

NO, NO, NANETTE 

THE PIED PIPER 

A MIDSUMMER NIGHT’S DREAM 

SNOOPY!!! 
SHP 

ANNIE GET YOUR GUN 

RED HOT AND COLE 

MOVE OVER, MRS. MARKHAM 

MASS APPEAL 
THE PIRATES OF PENZANCE 

 

1983-84 

PETER PAN 

FABLES HERE AND THEN 
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CRIMES OF THE HEART 

GOOD 
SHP 

THE BEST LITTLE WHOREHOUSE... 

THE BAD SEED 

CHAPTER TWO 

BERLIN TO BROADWAY/KURT WEILL 

SOUTH PACIFIC 
 

1984-85 

TARTUFFE 

THE MIRRORMAN 

ANNIE 
BURIED CHILD 

SHP 

CANDIDE 

EXTREMITIES 

THE SUNSHINE BOYS 

SING FOR YOUR SUPPER 
EVITA 

 

1985-86 

HOW TO SUCCEED IN BUSINESS... 

GREENSLEEVES’ MAGIC 
THE FOREIGNER 

AS YOU LIKE IT 

SHP 

DESTRY RIDES AGAIN 

ORPHANS 

CHARLOTTE SWEET 

COME BLOW YOUR HORN 

SWEENEY TODD, THE DEMON BARBER 

 

1986-87 

LITTLE SHOP OF HORRORS 
HEIDI 

NOISES OFF 

CURSE OF THE STARVING CLASS 

SHP 

JESUS CHRIST SUPERSTAR 
COUNT DRACULA 

OF MICE AND MEN 

OH COWARD 

KISS ME, KATE 

 

1987-88 
THE MIKADO 

THE ARKANSAW BEAR 

THE COMMON PURSUIT 

NUNSENSE 

SHP 
A FUNNY THING HAPPENED...FORUM 

HOW THE OTHER HALF LOVES 

JOSEPH...TECHNICOLOR DREAMCOAT 

THE NORMAL HEART 

MAN OF LA MANCHA 

A...MY NAME IS ALICE 
 

1988-89 

SCAPINO 

CINDERELLA 

ANYTHING GOES 
OLYMPUS ON MY MIND 

SHP 

BRIGADOON 

THE MUSICAL COMEDY MURDERS OF 1940 

THE ROBBER BRIDEGROOM 
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NO SEX PLEASE, WE’RE BRITISH 

NEW MOON 
 

1989-90 

1940’s RADIO HOUR 

HANSEL AND GRETEL 

BREAKING THE CODE 

TOMFOOLERY 
 

SHP 

VERY GOOD EDDIE 

THE ODD COUPLE 

BABY 
THE NERD 

MERRILY WE ROLL ALONG 

 

1990-91 

THE DIVINERS 

CHARLIE AND THE CHOCOLATE FACTORY 
DO BLACK PATENT LEATHER SHOES... 

TWELFTH NIGHT 

SHP 

BARNUM 

THE MISER 
A CHORUS LINE 

YOU CAN’T TAKE IT WITH YOU 

THE KING AND I 

 

1991-92 

CHILDREN OF A LESSER GOD 

CHARLOTTE’S WEB 

BIG RIVER 

THE DINING ROOM 

SHP 

CAROUSEL 
HAY FEVER 

GREASE 

AMADEUS 

GUYS & DOLLS 

 
1992-93 

THE GRAPES OF WRATH 

WINNIE THE POOH 

GOOD NEWS 

HEARTBREAK HOUSE 

SHP 
EVITA 

BRIGHTON BEACH MEMOIRS 

QUILTERS 

BROADWAY BOUND 

FIDDLER ON THE ROOF 
I DO, I DO 

 

1993-94 

THE IMAGINERY INVALID 

THE ADVENTURES OF TOM SAWYER 

CHICAGO 
GALILEO 

SHP 

PHANTOM 

THE GLASS MENAGERIE 

LEND ME A TENOR 
RED HOT AND COLE 

PETER PAN 

 

1994-95 

PICNIC 
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COMMEDIA PINOCCHIO 

WORKING 
DAMES AT SEA 

SHP 

VOICE OF THE PRAIRIE 

PLAY IT AGAIN SAM 

THEY’RE PLAYING OUR SONG 

THE MOUSETRAP 
GODSPELL 

 

1995-96 

AS YOU LIKE IT 

ALADDIN 
ARSENIC AND OLD LACE 

ASSASSINS 

SHP 

SOMETHING’S AFOOT 

BEAU JEST 

TARTUFFE 
JAKE’S WOMEN 

CRAZY FOR YOU 

 

1996-97 

A DOLL HOUSE 
TELLING TALES 

SOUTH PACIFIC 

EXECUTION OF JUSTICE 

SHP 

SYLVIA 

COMPANY 

THE GOOD DOCTOR 

THE MUSIC MAN 

 

1997-98 

THE HOUSE OF BLUE LEAVES 
JACK AND THE BEANSTALK 

CABARET 

3 BY DURANG 

SHP 

ALL IN THE TIMING 
OLYMPUS ON MY MIND 

I HATE HAMLET 

OLIVER 

 

1998-99 

A MIDSUMMER NIGHT’S DREAM 
THE BIG BAD WOLVES 

THE PIRATES OF PENZANCE 

THE DIARY OF ANNE FRANK 

SHP 

NUNSENSE 
PUTTING IT TOGETHER 

SCAPINO 

ONCE UPON A MATTRESS 

 

1999-2000 

PICASSO AT THE LAPIN AGILE 
THE SPIRIT OF CHRISTMAS 

THE TROJAN WOMEN 

DANGER, DINOSAURS! 

SHP 

YOU’RE A GOOD MAN, CHARLIE BROWN 
PLAZA SUITE 

THE LAST NIGHT OF BALLYHOO 

HELLO, DOLLY! 

 

2000-2001 
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THE THREEPENNY OPERA 

CINDERELLA 
WIT 

ARMS AND THE MAN 

SHP 

THE COMPLEAT WORKS OF WLLM SHKSPR (abridged) 

AGNES OF GOD 

CHARLEY’S AUNT 
THE LARAMIE PROJECT 

BYE BYE BIRDIE 

 

2001-2002 

BLOOD WEDDING 
SCHOOLHOUSE ROCK 

OKLAHOMA! 

FUDDY MEERS 

SHP 

THE STRAW HAT FOLLIES 

NOISES OFF 
STEEL MAGNOLIAS 

JOSEPH & THE AMAZING TECHNICOLOR DREAMCOAT 

 

2002-2003 

1776 
THE SNOW QUEEN 

THE MAN WHO CAME TO DINNER 

ANTON IN SHOW BUSINESS 

SHP 

THE DINNER PARTY 

OUR TOWN 

BUS STOP 

A FUNNY THING HAPPENED…FORUM 

 

2003-2004 

A LIE OF THE MIND 
SLEEPING BEAUTY 

ROSENCRANTZ & GUILDENSTERN 

ALL MLY SONS 

SHP 

WESTERN CIVILIZATION:THE COMPLETE MUSICAL 
SEVEN KEYS TO BALDPATE 

THE ODD COUPLE 

ANYTHING GOES 

 

2004-2005 

THE TAMING OF THE SHREW 
HONK! 

INTO THE WOODS 

CAT ON A HOT TIN ROOF 

SHP 

HAIR 
BLITHE SPIRIT 

ROMEO AND JULIET 

CHICAGO 

 

2005-2006 

A NEW BRAIN 
A CHRISTMAS CAROL 

AS BEES IN HONEY DROWN 

MSUM SIGNATURE SERIES: DAVID MAMET 

SHP 

PROOF 
URINETOWN 

THE FANTASTICKS 

WONDER OF THE WORLD 

THE BOYFRIEND 
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2006-2007 

OEDIPUS & ANTIGONE 
RUMPLESTILTSKIN REVISITED 

CATS 

MSUM SIGNATURE SERIES: Steven Dietz 

SHP 

I LOVE YOU, YOU’RE PERFECT, NOW CHANGE 

PRELUDE TO A KISS 
BEST LITTLE WHOREHOUSE IN TEXAS 

STREETCAR NAMED DESIRE 

GUYS AND DOLLS 

 

2007-2008 
TWELFTH NIGHT 

IMAGINATION 

SWEENEY TODD 

THE LAST DAYS OF JUDAS ISCARIOT 

SHP 

45th Anniversary SHP Alumni Show 
JESUS CHRIST SUPERSTAR 

BEEHIVE 

A MIDSUMMER NIGHT’S DREAM 

HOW I LEARNED TO DRIVE 

GREASE 
 

2008-2009 

YOU’RE A GOOD MAN, CHARLIE BROWN 

DOG SEES GOD 

WONDERLAND 

COMPLEAT FEMALE STAGE BEAUTY 

SHP 

THE PRODUCERS (postponed from spring due to flood) 

BACK TO THE 80Ss 

THE FULL MONTY 

SWING! 
SEUSSICAL 

 

2009-2010 

RENT 

PINOCCHIO 
HAMLET 

SPRING AWAKENING 

SHP 

NUNSENSE 

ALL SHOOK UP 

ALTAR BOYZ 
THE TEMPEST 

THE MUSIC MAN 

 

2010-2011 

ROCKY HORROR SHOW 
THE FROG PRINCESS 

THE DIVINERS 

TARTUFFE 

SHP 

NUNSENSATIONS! 

THE 70s SHOW 
ZOMBIE PROM 

THE COMPLEAT WRKS OF SHAKESPEARE (ABRIDGED) 

THE SOUND OF MUSIC 

 

2011-2012 
CABARET 

SOFIE AND THE BREMEN TOWN MUSICIANS 

LEADING LADIES 

THREE SISTERS 

SHP 
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SHOUT! 

LAUGHTER ON THE 23RD FLOOR 
LUCKY STIFF 

ARSENIC AND OLD LACE 

MY FAIR LADY 

 

2012-2013 

HOUSE OF BLUE LEAVES 
RAPUNZEL AND HER DRAGON 

AVENUE Q 

MOTHER COURAGE AND HER CHILDREN 

SHP 

MY WAY 
THE WORLD GOES ‘ROUND 

GODSPELL 

LEND ME A TENOR 

SAME TIME, NEXT YEAR 

A FUNNY THING HAPPENED…FORUM 

 
2013-2014 

THE LARAMIE PROJECT 

SWASHBUCKLED:A PIRATE ADVENTURE 

ALMOST, MAINE 

CARRIE: THE MUSICAL 
SHP 

SUDS: THE MUSICAL 

DOUBT 

FUNNY GIRL 

BAREFOOT IN THE PARK 

FIDDLER ON THE ROOF 

 

2014-15 

MUSICAL OF MUSICALS:THE MUSICAL 

THE JUNGLE BOOK 

ROMEO AND JULIET 
BACCHAE 

SHP 

SOME ENCHANTED EVENING 

2ND ANNUAL PUTNAM COUNTY SPELLING BEE 

THE GOOD DOCTOR 
CATS 

 

2015-16 

REALLY REALLY 

STORIES OF ANANSI 

EURYDICE 
WORKING 

SHP 

CHURCH BASEMENT LADIES 

BLAME IT ON THE MOVIES! 

GREATER TUNA 
THE WEDDING SINGER 

 

2016-17 

THE HEIR APPARENT 

YOU’RE A GOOD MAN, CHARLIE BROWN 

THE FULL MONTY 
METAMORPHOSES 

SHP 

FORBIDDEN BROADWAY 

CHURCH BASEMENT LADIES 2 

THE GLASS MENAGERIE 
HELLO, DOLLY! 

 

2017-18 

MACBETH 

THE WIZARD OF OZ 
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FIVE WOMEN WEARING THE SAME DRESS 

THE WHO’S TOMMY 
SHP 

HOW TO TALK MINNESOTAN: THE MUSICAL 

ALL HANDS ON DECK: THE MUSICAL 

THE LAST FIVE YEARS 

GUYS AND DOLLS 

 
2018-19 

COLOSSAL 

CAT IN THE HAT 

THE WOLVES 

REEFER MADNESS 
SHP 

BREAKING UP IS HARD TO DO 

DISASTER! 

PLAZA SUITE 

ANNIE 

 
2019-20 

NOISES OFF 

CHARLOTTE’S WEB 

TROJAN WOMEN 

SPRING AWAKENING: THE MUSICAL 
SHP 
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University Theatre Requirements Report Card 
 

See Technical Director for a personal card.   
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The Actor’s Handbook  

All students who wish to participate in a MSUM University Theatre production in 

an acting capacity should become familiar with all guidelines presented in this 

handbook.  

 

The Audition and Casting Process  

Auditions 
 

Auditions for mainstage productions are held several times each year.  No experience is 

necessary.   The children’s theatre production is double cast.  Usually, you will be required to 

prepare a monologue.  For musical auditions, you should prepare sixteen bars from a song.  You 

must provide music for the accompanist.  The song should demonstrate your vocal range and 

be appropriate to the show.  You should bring appropriate clothing to the dance audition. 

Theatre majors are encouraged to prepare for auditions by reading the play beforehand.   

 

All performance majors are required to audition.  If for some reason you are unable to audition 

or to take a role, it is your responsibility to contact the director prior to the audition.  A running 

file of majors who have auditioned is kept in the main office.  This file helps us to keep an 

accurate record of student participation in the program.  The more experience you gain in 

auditioning, the more strength you gain as a performer. 

 

All auditionees will be required to turn in with their audition card a University Theatre 

Requirements Report Card.  This is to verify that each student is up-to-date with co-curricular 

expectations.   

 

 

Casting Policy 

 
Student Participation in MSUM University Theatre Policy 

 

MSUM Theatre holds open auditions.  First priority in casting is given to MSUM theatre students.  

However, non-majors, Tri-college students, faculty, staff, community members and/or guest 

artists might also be cast in our theatre productions.  Each director makes casting decisions 

based upon some or all of the following: 

 

 * The quality of the audition 

 * The auditioner’s suitability for a role 

 * Recent roles performed 

 * Specific course or degree requirements 

 * Participation in Production Start-Ups and Production Strikes 

 * Academic standing 

 * Contributions to the theatre program 

 * Specific performance skills required by a role 
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Non-MSUM students can be cast provided that one of the following criteria is met: 

 

 * The individual signs a waiver of liability 

 * The individual is hired under the terms of a short contract. 

 

If You Don’t Get Cast 
 

Obviously, not everyone who auditions for a production can be cast.  You should not become 

discouraged if you are not cast.  Remember this is only the beginning of your training and your 

experience level will continue to grow as you study and develop your skills. 

 

It is imperative that you stay involved with the production, even if you are not a member of the 

cast.  Chances are that you will find a particular area of interest that you hadn’t previously 

considered, such as scenic painting, designing properties, or costume construction.  By staying 

involved, you will have the opportunity to learn the overall working relationships between the 

staff, the crews and the cast, and how different areas of the theatre affect one another. 

 

Be patient and take advantage of every opportunity. You can ask the director or choreographer 

what you need to do to improve for your next audition.  The responsibility to ask and follow 

through is yours.    To be mediocre in theatre is easy; to excel in theatre demands constant 

dedication and hard work. 

 

Plan to arrive no less than fifteen minutes before your scheduled audition time.  

The Audition Form  

For a first time auditionee, the questions on the audition form might seem daunting.  Often times, directors ask 

these questions to get a broad sense of the tools each of their potential actors can bring to the table. Directors 

always want to know as much as they can before making their final decisions and sometimes answers to questions 

may affect their final decisions. Honesty on these forms is essential. For example: no director wants to cast 

someone who is horrified of singing in a role that necessitates it.  

Conflicts  

It is absolutely necessary that you be as specific as possible when identifying your conflicts. Though you might not 

have a complete class schedule, please offer as much information as you can. More than one regular weekend 

conflict could severely affect the rehearsal schedule especially for ensemble based pieces.  

You are required to attend all technical rehearsals and all performances. Before accepting a role, be sure to make 

arrangements to negotiate/end any conflicts during that tech and performances.  

Even after you are cast, it is important to communicate all conflicts to the director and stage manager immediately.  

 

University Theatre: Technical Theatre Shop Work 
 

 

Tool/Equipment Assessment Workshop 

 

All MSUM Theatre Arts students (BA and BFA) are required to work in a multitude of technical 

areas.  Each student will be required to annually attend a Tool/Equipment Workshop and pass 
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both a written and practical exam.  This is better ensure a safe environment and to keep 

students up-to-date with the ever-changing world of theatre technology. 

 

Theatre Activity – THTR 102 

 

The theatre activity course is designed to support our mainstage series; without it, we would not 

be able to produce our shows.  All students (BA and BFA) are required to take a set amount of 

these credits – based upon their degree program.  Students will be assigned a set amount of 

work hours for a technical support crew for one production that semester.  Note: Failure to fulfill 

this requirement in a timely and professional manner may impact your casting and scholarship 

awarding.   

 

Production Start-Up & Production Strike 

 

Production Start-Up and Production Strike is required of all Theatre majors (BA and BFA) and 

cast members.  These endeavors allow us to mount and dismantle our productions.  Note: 

Failure to fulfill this requirement in a timely and professional manner may impact your casting 

and scholarship awarding.   

 

The Rehearsal Process  

Who’s Who  

Director: The director is the person you will see most often in rehearsal. Since (s)he is in charge of the show, it is 

their primary job to be able to effectively communicate their vision for the final production and help all collaborators 

hone their creative energy to achieve the desired finished product. The Director conducts rehearsals and serve as 

the outside eye to keep everything on track. Actors will see them every rehearsal period, and are encouraged to 

communicate regularly.  

Production Stage Manager: Better known as the PSM, you can find them in rehearsals taking notes, managing 

breaks, and making sure that all actors are on time/accounted for. In the event of an emergency, contact the PSM 

as soon as you are able. The PSM has his/her hand in every corner of production, and is in charge of making sure 

the production runs smoothly. During the run of the performance, the PSM will sit in the booth calling cues. Stage 

management is in charge of making sure that everything is set up and ready to go for rehearsal, and often must 

stay late in order to ensure that everything is reset for the next day. If you want to make a stage manager’s day, 

help them out in their endeavors.  

Assistant Stage Managers: In a similar vein, assistant stage managers serve an extension of the production stage 

manager with specific job duties related to the production. Whenever the PSM isn’t in rehearsal, you’ll find an ASM 

fulfilling their duties. Often the ASMs serve as the actor liaisons to the Prop and Costume departments, organizing 

fittings and making preset lists. If you see ever see an email from the PSM or an ASM, never let it go unread 

without a response.  

Note: If an emergency arises that will require you to be late or absent from a rehearsal, please first contact the 

Stage Manager.  

Scenic Designer: The scenic designer is responsible for crafting the world that’s seen on stage. You might see 

her/him during occasional initial blocking rehearsals observing the movement of the show and what, if anything, 

needs to be changed to accommodate new activity. You probably won’t interact with them much, but a friendly 

introduction is always welcome.  

Technical Director: The technical director is responsible the oversight of a production’s technical execution. You’ll 

see him/her mostly during runs and rehearsals once the set is in the load-in process, technical rehearsals, and 
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strike. If you interact with the technical director, you are probably talking about protocols that affect your personal 

safety. Their word is law.  

Costume Designer: The person in charge of dressing every actor or crew member involved in the production. The 

costume designer is the designer you’ll have the most interaction with since you will be required to attend at least 

one fitting session outside of rehearsal.  

COSTUME FITTING ETIQUETTE: 

Be on time for your fitting. If your fitting is scheduled for 4:00 – 4:20, you are expected to arrive no later than 4:00. 

Be sure you know exactly where you’re supposed to go. 

Tie up long hair above your shoulders. 

Wear underwear: it would be helpful if it were the type you would wear during performance. Be sure to check with 

the ASM beforehand to find out if the designer wants you to bring anything in particular. 

If you have them, bring tights, socks and shoes similar to what you expect to wear in the show. 

The costume designer will most likely ask you to change completely into costume. Communication on what’s 

comfortable for you is encouraged, but don’t get in the way of the designer doing his/her job. 

Please take the time to ensure you are clean and odor-free prior to a fitting. Rehang your costumes on the hangers 

once the fitting is over.  Do not remove any pins, tags or labels without asking.  Treat the costume designer with 

respect. 

Properties Manager: The props manager is responsible for maintaining the objects used by actors during rehearsal 

and performance. You might see them running around rehearsal watching scenes to determine how objects need 

to be used, dropping off new objects, or fixing things that have broken. Occasionally the props manager might ask 

you questions about how you use a particular object to make sure that it does everything it needs to do in 

performance. Please take care of your props.  

Lighting Designer: The Lighting Designer is charged with crafting the environment of the playing space with lighting 

instruments. You probably won’t see them in rehearsal save for the designer run, but you will see them in tech.  

Choreographer: Whenever a production necessitates a choreographer, their job is to craft stage pictures with 

bodies and movement. The director looks to the choreographer to use their expertise to get actors where they need 

to go, so when the choreographer has control of the room, treat him/her the same way you would treat the director.  

Key Phrases  

Blocking: Term used in reference to the planned and recorded movement of actors on stage throughout a 

performance.  

Stage left/right: The Actor’s left/right when standing onstage, facing the audience.  

Upstage: Away from the audience.  

Downstage: Towards the audience. 

 

Call Time  

“Call time” is when a rehearsal will START. All actors must arrive BEFORE call time so they may take care of any 

preparation necessary before work begins and ground themselves in the space. It is strongly suggested that you 

arrive at least ten minutes early. Being early is respectful to both the director and your peers.  
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If you have any questions concerning the schedule, email or speak directly to the production stage manager 

IMMEDIATELY.  

The actor is responsible for alerting the production stage manager to all schedule conflicts by the end of the first 

rehearsal week. Conflicts added after this date will be honored at the director’s discretion. Significant changes in 

availability or tardiness to rehearsal could result in removal from the production. In the event of an emergency, 

actors should contact the stage manager as soon as possible.  

Rehearsal Etiquette  

All actors should come prepared as guided by the director. This includes closely adhering to any warm-up routines, 

outside assignments, or line memorization that might be necessary for a given rehearsal period.  

It is an actor’s responsibility to help create a constructive rehearsal environment through active listening, 

thoughtful communication, receptive thinking, respectful positive attitude, and tact. Be sure to do all of your scene 

preparation beforehand. Considerable time is lost when actors have not come up with scene objectives and tactics 

before entering the rehearsal room. Do your research and think about who your character is and what they want.  

Interacting with other actors  

The bond formed through prolonged interaction on a show is one of the most beneficial pieces of the rehearsal 

process. Actors are encouraged to work together to run lines and help each other master any material outside of 

rehearsal. All actors should remember that they are not each other’s director—avoid giving criticism.  

 

Technical Rehearsals  

The Technical Marathon  

Technical rehearsals refer to the period of time when the designers overlay all of their work on top of the 

production that the director and actors have crafted. It is the ultimate form of collaboration. The director and actors 

have had weeks to do their work and over the few days of tech, the designers complement the storytelling with 

lighting, sound, scenic and costume aspects.  

Tech can be an exciting and stressful time, and involves a lot of time in a dark performing space. Here are some 

tips and tricks to surviving:  

• Balancing school work: Because tech is about adding the technical elements to the show and everyone wants to 

make sure they are done correctly, there is often a significant amount of down time for the actors. It is a 

great time to bring some homework and use the time productively. Because of the period of many long 

nights compounded upon each other, all actors are encouraged to get as far ahead in their school work 

before tech as possible. Though you might be in the theatre as late as 11pm several nights in a row, make 

it your top priority to get to class the next morning.    

• Stay healthy: A balanced sleep schedule is the key to keeping your physical and mental health on point. By the 

time tech has pulled around, you want to make sure you are as focused and consistent as possible. Keep 

a balanced diet and see your friends when you can.    

Who’s Who during tech    

Unlike previous rehearsals, control of how the night is run is left up to the Director and Production Stage Manager. 

Since the Production Stage Manager will be running the show from the booth, s/he will slowly remove themselves 

from regular face-to-face interaction with the actor and hand off the responsibility of being the actor point person to 

the ASM. The ASM should be easily accessible backstage.  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Things to Remember    

Always sign in: Stage managers monitor this sheet closely as rehearsal or performance call time approaches, so 

make signing in the first thing you do each time you arrive.  

Don’t touch stuff that isn’t yours: seems simple, but you’d be surprised how confused and complicated things get 

when someone does something as simple as picking up a prop and setting it down somewhere unexpected.  

Be aware of your surroundings: Technical rehearsals are the most dangerous time during a rehearsal period. 

Things may be moving above your head, or right at you, or in the dark, or some combination of all three. It’s 

important that you keep a cool head and stay on your toes, ever ready to take new direction or repeat something.  

Know when to HOLD: During a tech rehearsal, the PSM will call “hold” often so he/she can address something and 

repeat a cue. When you hear “hold” and you’re on or off stage, stop moving and talking. If you’re carrying 

something, set it down. Look at the PSM, and await your orders. YOU are empowered to call a hold, as well, as is 

everyone backstage, in the event that you see a dangerous event about to take place. If you see that someone is 

about to be hit in the head and they don’t know it, yell “HOLD!” If you see that a set piece is about to crash into 

another set piece, yell “HOLD!”  

Be Patient: A lot of things are going to look ugly and disjointed at first during tech. It’s not your job to worry about 

anything other than yourself. If you see a light cue that doesn’t start at the right time, and the PSM doesn’t call a 

hold to fix it, you just keep right on going. It’s not your job to call a “HOLD” for anything other than a genuine 

emergency.  

Routine is everything: If you use a prop during the show, ask an ASM where you should be able to find it pre-show 

and during the performance itself. Get into the habit of double- checking that all of your hand props are where they 

belong (backstage or onstage) at the top of every call time. When you’re done with a prop, put it right back where 

you found it!  

Don’t go AWOL: Tech is a very fluid process, so while you may think you’re done for a while, the production team 

might decide they need you back onstage to try something else. Searching for actors who wandered off is a big 

waste of time. If you’re trying to figure out whether or not you can leave the backstage area and head to the green 

room, check in with an ASM.  

Tech Terms  

Cue to Cue: The period in tech in which the production stage manager, board ops, run- crew, and actors (depending 

on the day) go through each moment of the show where something needs to happen in the order that they will 

happen in performance. These “cues” could be anything from changing lights and sound to moving furniture and fly 

pieces. The cue-to-cue is finished once each moment of change in the show has been covered at least once.  

Quick Change: Refers to a change in costume that must happen within a short amount of time. Often taking place 

in a makeshift changing booth on one side of the stage, actors often prepare for these moments with the 

assistance of run-crew.  

Mic-Check: For many performances, actors may wear microphones. At some point during the very beginning of each 

tech day, certain actors will be called to the stage to recite lines and ensure the quality of sound coming through 

the system. All actors should be present and on time on stage ready for your mic-check. Be sure to check with your 

nearest SM on when you should be present. It is not their job to look for you.  

Fight Call: In certain cases, events that must take place during performance that can be potentially harmful to the 

actors involved will rehearse that particular instance of blocking prior to the run of the show. The blocking might not 

be done at full force with full props, the exercise is just to refresh your muscle memory and make sure everything 

feels safe.  

Dry Tech: Dry tech is a time for the crew, stage management team, designers and director to run the technical 

elements of the show without the actors present. Typically, this is used when there are a significant amount of set 

moves that require coordination.  
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Wet Tech: Technical rehearsals that add the actors and are typically done without costumes. Sometimes the best 

way to begin tech is with a cue-to-cue, which is driven by the Production Stage Manager. The PSM will give you a 

pick up point in the script and it’s your job to perform the blocking and lines as you have rehearsed them. 

Meanwhile, the PSM and other members of the technical team will time cues around you. When they want you to 

stop and skip ahead to a new line, the PSM will tell you exactly what to do.  

It’s helpful, during Wet Tech, to start keeping an eye on your props. Where do they live backstage? Do you foresee 

any problems with where they currently live?  This is the time to work things out.  

Dress Rehearsals  

Once the show has been cued and transitions worked through with actors, it’s time to add in the costumes. During 

dress rehearsals, the show will run as though an audience were watching it for the first time, meaning stops will 

only be called during emergencies or foul- ups that halt the continuation of the show. Actors should be on their toes 

at all times and maintain their awareness of where they need to be and what they need to be doing at all times.  

Make-up and Hair  

Actors are expected to provide their own make-up for production. An actor planning on performing throughout their 

college career and into the future should invest in their own make-up kit to experiment with and have in case a role 

calls for make-up effects.  

Assistance is available for actors who are unable to purchase makeup. Talk to the Head of Theatre Design and 

Technology for more information.   

During your fittings, talk to the costume designer about what will be expected of you for make-up and hair in the 

final performance. Often times, directors will instruct you not to cut your hair or shave any facial hair you might 

acquire prior to the performance run and give you further instructions as it comes closer to show time.  

In preparing for performance hair and make-up, actors are often expected to show up well before call time to do 

any preparation that might be necessary. Wardrobe assistants and costume designers will be around to help teach 

you how to do what’s expected of you during dress rehearsal prep, assuming you will be fine to carry it out by 

yourself during the run of the show.  

Performances  

Once productions have entered into the technical rehearsal phase, all actors must sign-in at the call board to alert 

stage managers of their presence during preshow. During the first tech day, the PSM will explain to you where the 

call board is located.  

Actors all also responsible for the care of any costume, wigs, and hand props used in production.  

All actors must be respectful of the stage managers’ authority over the performance process.  

All actors must be constantly aware of their surroundings during the performance process and treat set, lighting, 

and sound equipment with extreme care.  

All actors must hang up their costumes carefully after each performance and clean their make-up area.  

All actors are expected to maintain the quality and integrity of their work through the run of the production.  

Time Frame Regulations  

Specified below are the time regulations to which the director, stage managers, and design team must adhere. 

Should they fail to follow these rules, please contact the Director of Theatre or one of the chairs of The School of 

Performing Arts immediately.  
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Mainstage Productions 

1. Seven weeks maximum (holidays excluded) including tech unless the actors are informed otherwise during 

auditions.  

2. Six days a week maximum (until technical rehearsal begin).   

3. Sunday-Thursday rehearsals must be no longer than 3 hours in length.    

4. Directors may rehearse a maximum of 4 hours on Sunday, Saturday, or Friday ending by 10:30 pm.    

5. Rehearsals are traditionally not scheduled on Saturdays though it has been known to happen in cases with 

difficult scheduling conflicts.    

6. Rehearsals are never held before noon on Sundays.    

7. During rehearsal, frequent breaks should be provided. We recommend the equity model: 5 minutes of every hour 

or 10 minutes every 90 minutes (with the exception of the running of an Act).    

Tech Rehearsal  

When technical rehearsals occur on a weekday, they may not last more than five hours and it must be completed 

by 11pm. Dress rehearsals must end by 11pm with a maximum of 5 1⁄2 hours of rehearsal time. Occasionally 

dress rehearsals might be held after a tech rehearsal on Sundays, in which case actors might be called for more 

than 5.5 hours.  

** The exception to the above guidelines for the productions is when the director, actors, production team, and the 

departmental chair mutually agree to extend a rehearsal within a reasonable time frame  

Post Mortem  

The purpose of the post mortem is to make recommendations for future productions by 

identifying both areas of excellence and breakdowns in the audition process. It also provides an 

opportunity for students to learn about the production process in a comprehensive manner. Just 

before the post mortem, all actors will be required to fill out an anonymous evaluation form 

which will inform the format of the group discussion. Attendance at the final discussion is 

mandatory. Should an actor breach this rule, future casting and scholarship awarding may be 

impacted. 

 

FAQS  

I have never been involved in theatre before and I’m really worried that I will screw up the audition. What should I 

do?  

Never fear. The School of Performing Arts faculty, staff, and current students are always open to questions and 

helping students prepare for auditions. It is often tough for students with little previous experience to get cast in 

roles the first time they try to audition. We encourage all interested students to either take-up a backstage 

assignment or Acting I to help put a few more tools in your box before trying out.  

I was just cast in a production and I concurrently found out that I now have a two- hour conflict during a technical 

rehearsal. What should I do?  

Contact your director immediately and explain the conflict. They are more than willing to help figure out possible 
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solutions, though it can’t be guaranteed we will be able to work through all of the possible conflicts and you might 

have to drop out. Unfortunately, all actors are required to be in all parts of dress rehearsal and shouldn’t miss any 

of the wet tech. Because you know so far in advance that there might be an issue, often the director can help figure 

out a plan that works for everyone.  

We are halfway through the rehearsal period and I just found out that my parents want me to come home for a day 

during tech. What should I do?  

Missing tech rehearsals is similar to constructing a building with no supporting structure— it just can’t happen. 

First, explain to your parents that it’s simply impossible to miss tech rehearsal, even for one day. If you live close 

enough, encourage them to come to campus and of course to see the show. In the event of an unforeseen family 

emergency happening just before or during tech, speak to the director for guidance.  

I just tested positive for the flu/barfed/broke a bone and I’m supposed to be at rehearsal in an hour. What should I 

do?  

First, call the stage manager on duty and explain the situation. (The stage manager on call can be found on your 

rehearsal schedule) No one wants a sick actor in rehearsal to make everyone else the same way, and we really 

don’t want to risk any further adverse effects on your health. Missing a day of rehearsal is a large setback, but 

sometimes it can’t be avoided. Recurring absences due to illness will need a further discussion with the producer 

and director concerning your ability to continue working on the show. Your health should be your first priority!  
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An Introduction to Stage Management 

What does stage management do?  

• Makes rehearsal happen    

• Makes each performance happen    

• Is the essential point of communication between everyone. If these 

responsibilities sound enormous it is because they are. Throughout 

your experience, remember that you are a part of a stage management 

team and together you will share the responsibilities, challenges, and 

triumphs of this role. Remember that this is a learning experience. No 

student steps into a stage management role equipped to execute the 

job perfectly.    

• Why do I have to stage manage?    

1. It provides a comprehensive view of the production process. As a stage 

manager, you will see how all parts of the producing machine work 

together. The stage manager is the only person on a production that 

follows it all the way from pre-production through closing night.    

2. You will get practical managerial and organizational experience. As a 

stage manager, you will be involved in managing artists, technicians, 

and fellow students. You will manage a lot of information, numerous 

schedules, and reams of paper. You will be called on to answer all 

kinds of questions about the production and you will need to know how 

to find those answers very quickly. This experience will serve you in any 

career or life path you choose.    

3. You will learn and practice diplomacy and delegation. When you fill a 

room with artists, you also get a room filled with passions and strong 

opinions. When all of that individual artistry is combined, theatre 

happens. But it is not easy and it is not always peaceful. Part of your 

job is to make sure that each of these individuals is heard and that all 

needs are addressed in the most effective way possible.    

4. Your communication and creative problem solving skills will be tested. 

As theatre makers, we pride ourselves on good communication skills. 
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From first rehearsal to closing night, the success of the production 

depends on your effective communication, verbal and written, with the 

entire team.    

5. If you want to be an actor, understanding the role of the stage 

manager is essential. As a professional actor, your stage manager can 

be your biggest ally.    

 

Pre-Production  
Before the rehearsals even begin, the Stage Manager will ideally be on board 

and hard at work. There is a great deal of pre-production organizational 

business for the SM to attend to in order to aid the production process. The 

SM will become well acquainted with the play, the director, and the 

production team. This important pre-production work is outlined below.  

CONFLICTS:  

During Auditions, the actors will have turned in sheets detailing their 

conflicts. It is important that all of these conflicts are considered when 

forming the rehearsal schedule. This schedule may be something the 

director puts together alone or with your assistance. Only the director can 

approve (or disapprove) conflicts.  

Once the production assignments have been posted, the Stage Management 

team should sit down with the Director and discuss the team’s own conflicts 

and how they want to cover the breakdown of rehearsal. Be sure to speak up 

when you have a conflict, and try to assemble a schedule before the first 

rehearsal even begins.  

IDENTIFY THE SPACE:  

Before the first rehearsal or even table work begins, the stage management 

team should familiarize itself with whatever rehearsal space the production 

will operate in. Be aware of the rules of each space (no food on risers, the 

sound equipment, etc.), and plan ahead as to what props and seating will be 

needed for rehearsal.  

CREATING THE STAGE MANAGER BOOK:  

The Stage Manager book is perhaps the most important thing to a stage 

manager.  The book should include everything concerning the production, 
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and should be in a location accessible to the entire stage management 

team. The book should include:  

• Any keys (to the main office, sound equipment, etc.)  

• The Production Meeting notes 

• Character Scene Breakdown   

• Cast List  

• Contact Info Props lists  

• Rehearsal Reports    

• All Schedules    

• Master Calendar    

• A copy of the ground plan    

• Inserts of the ground plan (for blocking)    

• A blocking key    

• All conflicts    

• The Master Script    

• The Prompt Book    

• Line Note Sheets    

• Blank Paper for notes    

• Costume Plot    

• Pre-set lists    

THE PAPERWORK:    

The paperwork that the SM generates should always be organized, clear and 
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accurate. All paperwork must be created in conjunction with the director, 

and must be distributed to the entire production team immediately. The 

Stage Manager should create the documents listed below in consultation 

with the larger Production Calendar. In order to allow the director time to 

review the documents and make revisions, the SM should submit drafts no 

later than one week prior to the first production meeting. Always note the 

date of last revision, as documents may need to be revised during the 

process.   **Hint – save documents that are to be distributed as PDFs.    

Contact Sheets   

As the Stage Manager, you will create a Contact Sheet to distribute to both 

the production team as well as the cast. This list can be both handed out at 

or before their first production meetings, and given to the cast at the first 

read through.  The Contact Sheet includes:    

• The name and role of each person involved in the show    

• Their email addresses    

• Their office phone numbers (and extensions)    

• Their home or cell phone numbers, if volunteered.    

Character/Scene Breakdown    

The character scene breakdown is important to the director and PSM as they 

are helpful with the creation of the weekly rehearsal schedules. This 

document provides a clear breakdown of which characters are in which 

scenes/pages of the play. Such information is also, for example, helpful to a 

costume designer who might need to create multiple costumes for a 

character. The Character/Scene breakdown should include:    

• Scene Number   

• A title or description of the scene  

• The starting page   

• The ending page 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• Who is in the scene  

Production Meeting Notes:  
These notes are important to have on hand, because they list any changes 

or updates made by the production team, and the director may call upon 

them during rehearsals or refer to past notes in subsequent production 

meetings. They are also helpful to have on hand when meeting with the 

properties or costume masters.  

Props Lists:  

Like everything else, this document should be dated with each new version. 

The distinction between rehearsal and real prop (or what will actually be 

used during the show) is a major distinction that needs to be clearly and 

accurately communicated with the properties master and director, and this 

form is a great tool to help track these distinctions. Generally, the properties 

master will create the table and the properties master and the SMs will 

communicate (usually via e-mail) to make changes. This is a process and 

WILL change often, so each new draft should be dated.  

Ground plan:  

The ground plan is key for both the tape down of the set in the rehearsal 

space as well as a helpful page for blocking. By having a ground plan insert, 

you can write blocking as it would be on the stage; these diagrams can be 

very helpful when you need to clarify blocking notation (which can get 

confusing with a large stage management team).    

 

Rehearsal Reports:  

Prop additions, costume notes, and any other change need to be clearly 

documented here, for without clear description, confusion can arise. After 

each rehearsal, these reports should be dated and e-mailed to everyone on 

the production team, and then printed out, hole punched, and placed in the 

SM book for future reference.  

The Master Script:  

This copy of the script is the master log of all of the blocking for the play. All 

blocking should be taken down in pencil, as it can change at any point. The 

stage management team must all be comfortable enough with the master 
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script to stand in for a missing actor if necessary, so be sure to track any 

changes.  

The Tech Script:  

Like the master script, this version is the PSM’s script used to call the show. 

All lighting, sound, and other technical cues are listed here, but blocking 

typically is not.  

 

Line Notes Sheets:  

Once the actors are off book, it is the stage management team’s job to 

ensure they are on book to supply a called for line, and to document any 

variation from the script during a rehearsal.  

Costume Plot:  

A breakdown of costumes for each character that tracks all changes 

throughout the play. This is generally produced by the Costume Designer, but 

is a vital document for the stage management team to have, especially 

during the tech process.  

Preset List:  

Like the costume plot, these lists track prop and set pieces throughout the 

play. It is vital to keep these up to date, and for the list to clearly track 

changes in sides and if an actor, SM, or member of running crew must move 

a prop or set piece throughout the production.  

 

Blocking Rehearsals  
 

Materials Needed for Rehearsal  

The Stage Management Team should always have the following materials 

easily accessible at rehearsal:  

• The complete prompt book    

• A watch – to keep time, call breaks, etc. I recommend a stopwatch that is 
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not your phone.    

• At least one extra clean copy of the script    

• Extra sharpened pencils (with erasers!) for cast and stage management 

team    

• A ruler    

• Hair rubber bands – Actors may need to get their hair out of their faces    

• All necessary rehearsal props   

• Proper keys    

• Enough line correction sheets for each actor to use 1-3.    

• Access to a first-aid kit    

Set-up and Clean-up    

The stage management team should arrive 20-30 minutes prior to the start 

of rehearsal on any given night to prepare the room for rehearsal. Depending 

on the complexity of the show, you may need to arrive earlier. Your set up 

should include:  

• Sweeping the floor if there is any debris that might be dangerous to 

actors moving about on the floor    

• Putting all rehearsal furniture in place for the scheduled scene    

• Preparing all rehearsal props for the scheduled scene    

• Presetting all rehearsal props by placing them in the appropriate 

place on or offstage for the scheduled scene. The Production 

Stage Manager is responsible for making sure the rehearsal 

space is clean after each rehearsal - be sure to clean any items 

that held food or beverages.  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Managing the Rehearsal Hall    

The artistic elements of rehearsal are under the jurisdiction of the director. 

The Stage Manager should refrain from interjecting comments unless 

expressly requested by the director. Even then, the stage manager should 

use discretion. The organizational and logistic elements of rehearsals both 

on and off-stage are the stage manager’s responsibility.  

Onstage    

o Stage Management is responsible for maintaining the safety of actors. This 

point cannot be stressed enough. You are the actors’ advocate in the 

rehearsal process.  

The SM team should be familiar with the location and contents of the    

first aid kits.  

 The SM team should make actors aware, prior to the beginning of 

rehearsal, which set pieces are safe to stand on, sit on, etc., as called 

for in the play. If any injury does occur, the must be noted in the 

rehearsal report.    

   The SM team should keep actors from using props when 

on breaks. Props are not toys. A good rule to have is to not touch a 

prop unless you use it.    

o Stage Management is responsible for preparing the stage for the scene the 

actors are performing.  

   Stage Management should have record of prop and 

furniture movement and quickly restore the set to the desired 

condition.    

   Stage Management should have ready access to all props 

that will be needed during a night’s rehearsal.    

   Stage Management should have the necessary materials 

to wash glasses, etc., during rehearsal if needed.  

 Off-stage   

 o Stage Management must call any actor who is 2 minutes or more past 

their call, unless otherwise instructed by the director. S/he should 
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leave a message if the actor does not answer. 

 o The Stage Management team must maintain a focused rehearsal 

environment.  

   The stage management team must provide an example 

for the cast by remaining focused at all times, and quiet unless 

performing functions of the job that require otherwise.    

   Stage Management must keep actors, crewmembers or 

observers in the rehearsal hall or house quiet. This includes 

mentioning at the top of rehearsals that all cell phones must be turned 

off.    

o The Stage Manager must stay ahead of the game, by anticipating needs. 

Ideally, a rehearsal will never be held up or hindered by logistical needs.  

Calling Breaks and Rehearsal Endings  

It is the Stage Manager’s responsibility to keep time during rehearsals. This 

includes:  

• Being sure rehearsals start on time.    

• If the director is repeatedly late for rehearsals, the SM should bring it to 

his/her attention in a private manner. If the problem continues, it 

should be brought to the attention of the Director of Theatre and/or 

Co-Chair of The School of Performing Arts.    

• Notifying the director when the schedule indicates it is time to move on. A 

director might wish to finish what s/he has started at which point it is 

the SM’s job to determine if the remainder of the schedule can be 

salvaged that evening or create a plan to move the intended work to 

another rehearsal. It is not productive to argue with the director about 

the schedule.    

• Calling the appropriate breaks within rehearsals and notifying the director 

when you have reached the end of day.    

Check with your director to see how they would like breaks called – 5 

minutes every 55 minutes or 10 minutes every 80 minutes (these are AEA 

guidelines). Also, check with your director about whether or not they would 
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like a warning about when break is coming.  

The Stage Manager is also responsible for calling all actors back from 

breaks on time. If there are actors out of the rehearsal hall, a Stage Manager 

or rehearsal assistant should round up the actors in time to resume promptly 

at the end of the break. When the break is over, simply call, “we’re back.”  

Daily Rehearsal Notes  

The Stage Manager is responsible for taking detailed notes during 

rehearsals. The notes should include the categories noted in the template 

and should be as specific as possible. Think about your language and 

communicate in an effective and diplomatic manner.  

• When possible, give dimensions when talking about physical structures.    

• The SM should consult with the director at the end of rehearsal or during a 

break regarding any unclear notes.    

• Phrase things as questions or requests, rather than demands.    

• When speaking about costumes or props, give as much detail as possible. 

Daily Rehearsal Notes should be sent out via email each evening after 

rehearsal – it is a good idea to ask another member of the SM team to 

check them to ensure that nothing was missed. It is important to send 

them directly after rehearsal so that the production team is able to 

work on them during the work day. They should be sent to the entire 

production team, but not the cast.  

Technical Needs During Rehearsals    

While the lighting and sound design are ultimately not under the jurisdiction 

of the Stage Manager (except to call cues during the performance) –the 

stage management team may have to attend to provisional lighting and 

sound needs during rehearsals. The SM team should familiarize themselves 

with the lighting system in the rehearsal space. If sound is provided by the 

Sound Designer, the SM team should secure use of a playback system.    

Accidents and other emergencies    

Accidents occasionally happen in a rehearsal. Should someone become 
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injured in a rehearsal, please let a faculty or staff person know immediately. 

Once it is clear that the injured person is out of danger, the SM should fill out 

an accident report. This report should be filled out regardless of whether 

there is a faculty or staff person in the room. An accident report will keep a 

record of what happened and how it happened. This is necessary for the 

college’s insurance policy.  

 

Run Through and Getting Closer to the Performance  
 

As the performance dates get closer, rehearsals will shift to run-throughs. At 

this point, the actors are generally required to be off book, requiring the SM 

team to keep track of lines missed. The rehearsal assistant can be helpful at 

this time, as run through often require someone to watch blocking, someone 

to take notes, someone to be on book, and someone to help with the scene 

transitions. At this point, your preset lists will become your best friends.  

Off-Book Rehearsals  

Once the actors are off-book, you will need someone to be on book 

consistently. This requires focus and commitment.  

• Being on-book requires:  

o Following closely along in the script.   

o Calling lines quickly and loudly with no line reading   

o A line should not be given until it is requested by the actor  

• Whoever is on book (whether a stage manager or a rehearsal assistant) 

must also take line notes for each actor once he has memorized his lines 

using the template provided.  

Run-Thrus  

At various points during the rehearsal process, the director will schedule a 

run-thru of the show. For these rehearsals, the SM team must: Be sure all 

props available are set for the top of the show. Time each act of the show. 
Schedule as many assistants as possible as run-thrus will require more 

hands. Take note of any challenges that will need attention during 
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performances.  
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Tech Rehearsals  

Tech week is arguably the most exciting time for the Stage Manager. Bit by 

bit, the show becomes yours to run, and the fruition of the artistic vision is 

entrusted to you. The technical rehearsals are very different from the 

rehearsals to which the SM team has become accustomed, and require 

patience and a great deal of multi-tasking.  

During tech, each designer and the director is trying to make his or her piece 

of the puzzle fit perfectly into place. Meanwhile, the actors are doing their 

best to perform, and the SM is trying to learn to call the show. The key for 

every stage manager: relax. Keep the cast informed and focused, call the 

cues, stay levelheaded and calm, and keep your sense of humor. Remember 

to stay on headset whenever rehearsal is underway. If you are going off 

headset, announce it on your microphone.  

What Happens at Tech (In Brief)  

At tech rehearsals, the full crew runs the show for the first time. There is 

often a good deal of stopping and starting as cues are changed or altered. 

The SM begins to call the cues they received during the paper tech, 

perfecting timing and making alterations. The director is making notes about 

what does and does not work for her. The lighting designer is making 

changes to cues. The sound designer sets and changes levels for the sound 

cues. It’s exciting, it’s fun, and it’s very busy. Another added layer of tech is 

meeting, training, and integrating the crew into the process.  

The Changing Role of the SM and ASMs  

During Tech, the SM begins to gain responsibility for the technical running of 

the show, and seeing that the artistic vision of the production team is upheld 

in production – this will primarily be done from the front of the house. The 

ASM becomes the line of communication to the backstage workings of the 

production is responsible for handling all backstage affairs. If there is any 

sort of problem, the ASM should notify the SM immediately.  
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PRIOR TO YOUR FIRST TECH ONSTAGE  

Before you begin tech rehearsals, the stage management team should 

prepare the space for tech. Likely, the set has already been loaded in and 

the cast has already had the opportunity to space the show on the set. The 

spacing rehearsals are sometimes a good opportunity to get some of the 

backstage tasks accomplished for tech. Things to consider include:  

• Set up of props tables   

o Cover in brown craft paper  

o Set a space for each prop – can be outlined with marker or with tape  

• Set up quick change booths    

• Organize your backstage area and set places for props/furniture that will 

not fit on a props table you might consider creating boxes on the floor 

for these items    

• Ensure that there is enough lighting backstage    

• Transfer any spikes from the rehearsal hall to stage (if able, this should be 

done before spacing begins)    

• Ensure that your backstage area is safe – that there are clear paths for 

your actors and crew to easily and safely move about the backstage 

area    

Crew Meeting    

o This meeting can be held prior to the safety instruction from the TD in the 

theatre  

o Give the crew clear instructions about their jobs and why they are 

important to the process   

o Give them a brief overview of tech and how you expect them to work within 

that process.   

o Give out production assignments  
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These should be determined ahead of time and if crew members are 

working backstage, their duties should be clearly outlined for them on the 

run sheets  

PAPER TECH  

Ideally, Paper Tech is when the Stage Manager, director, lighting designer, 

sound designer, and the technical director meet, and all light, sound, 

scenery and fly cues are transferred to the SM’s prompt book. If for some 

reason, all of these parties are unable to get together at one time in the 

same room, it is the PSM’s job to get the cues and get them into the book. It 

is vital that the PSM’s book be properly prepared for this transfer.  

Preparing the Book  

In order to prepare the prompt book for cues, the Production Stage Manager 

must:  

• Make sure all blocking is legible and on one side of the text only.    

• Eliminate any other stray marks on the script that might cause confusion. 

• Or have a new blank script created.    

Cue Notation    

• All cues should be written in PENCIL. Many will change over the course of 

tech rehearsals.    

• Light cues should be noted as, LQ1, LQ2, LQ3...    

• Sound cues can be given letters, or simply noted as SQ1 (SQA)    

• Scenery and Fly cues can be designated as the stage manager sees fit. 

Some choose to begin numbering scenery cues at 200 or fly cues at 

500. Others find that confusing. If there are only a few such cues, it 

often works to just assign numbers or letters. **It may be best to call 

these sorts of cues by name. Example: FSB OUT GO. Or, Curtain GO.    

• When you are writing the cues in the book, it is important to always include 

a “when”, the cue type, the cue number or letter and if you feel you 

need to denote it, the word “GO”  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• Some people choose to color code their cues by type, just be sure that it is 

easy to read and understand – the goal of your book is that anyone 

can pick it up to call from it if necessary. By the end of Paper Tech, the 

Production Stage Manager should have all cues that need to be called 

during the Tech rehearsal. Without a doubt, cues will be added, 

removed, moved, and changed over the course of the following days. 

Always have pencils and erasers, and be prepared for a flood of 

information.    

DRY TECH    

Dry Tech is the name given to the technical rehearsal with everyone EXCEPT 

the actors (unless the actors are the stagehands for the production). 

Sometimes a dry tech will not be necessary (or productive) if many of the 

scene shifts are actor motivated or based on the timing of the stage action.  

What do we do during dry tech?  

Dry Tech takes various forms depending on the director and on the technical 

demands of the play. Here are some things that you should consider 

addressing in dry tech.  

Coordinate scene changes  

Difficult scene changes are typically the reason to hold a dry tech. Any large 

scene changes should be thought through and choreographed before tech 

begins, but this is the concentrated time to rehearse them. Assign the 

movements of various items to your backstage crew.  

Training  

This is the time to get trained on equipment you need to use and to make 

sure that the stage crew gets trained. This can be anything from fly lines to 

headsets to microphones to automation stations.  

Repetition  

One of the benefits of dry tech is that the actors are missing. This rehearsal 

is entirely about the technical aspects. Now is the time to rehearse 

complicated scene changes and cues. Don’t be afraid to ask for clarification, 

to ask for something to be repeated, to ask for help. The play and all of its 

machinations will evolve over the tech period, but now is the time for you to 
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become comfortable with the equipment, the surroundings, and your new 

and greater responsibilities.  

Calling cues, setting levels, etc.  

During dry tech, the PSM will have the opportunity to call cues. This is a skill 

that takes some time to learn and even more time to master. Don’t hesitate 

to ask questions. Often during dry tech cues will be called over and over 

again. Things will move slowly. Be prepared.  

Calling Cues – a crash course  

At Paper Tech a number or letter was assigned to each cue. These should be 

noted clearly in the prompt book. Cues are called as follows:  

• Approximately 1/4 page prior to the cue, the Production Stage Manager 

gives a standby (ex. “Light cue 14 - standby”)    

• The recipient of the standby must confirm by giving a callback (“Lights” or 

“Lights Standing”)    

• The Production Stage Manager then calls “Light cue 14 – GO” when the 

cue is to be executed.    

• If cues are grouped, they may be called together (ex. Light cue 4, sound 

cue B, and Fly cue 2 – Standby/GO.)    

• If cues occur in rapid succession, their standby can be called together, ex. 

Light cues 2-4 and Sound cues B-D standby, but each cue receives its 

own GO.    

• The Stage Manager may also have to cue the backstage crew to preset 

items such as fog machines, etc.  

**Calling a show can be very complicated. Finding the timing is very 

important, but remember that you won’t be able to do this perfectly on the 

very first try. Be sure that all of your cues are clearly indicated, and that if 

you need to call multiple cues at once that you walk through these 

complicated moments with everyone who is involved.  

Keep in mind that the word “GO” is a powerful one and try hard not to use it 

unless you are intending to start a cue in motion.  
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WET TECH   

For the stage management team, dry and wet techs are very similar, but the 

wet tech adds the actors.  

Prior to any wet tech, the TD will instruct the cast on the safety procedures 

and any specific set hazards that the cast should be aware of. If any of the 

cast has to enter through the house over the course of the play, it is the SM 

team’s responsibility to show them the proper procedure to do so.  

It is important to remind your actors of tech protocol before tech begins. You 

might ask your director for a few minutes in the last full cast rehearsal 

before you start tech. It is also a good idea to attach these thoughts to a pre-

tech email to your cast.  

• The actors should feel free to bring work to do during down times.    

• Actors should wear a shirt that approximates the color of their costume. If 

that is not possible, under no circumstances should they wear white.  

• Actors should always be within earshot of a stage manager. Tech requires 

jumping back and forth at times, and tracking down actors takes up 

more time and delays the process.    

• Actors should stay quiet when offstage.    

• Actors will be asked to stop and start frequently. If “Hold Please!” is called, 

they should hold immediately. They should not resume until given 

specific instruction. This is when adjustments are being made. Instruct 

the cast to not continue or move on until prompted by the PSM. It is 

also best practice to give the actors an explanation as to what is being 

fixed and to let them know if they need to hold their positions onstage 

or if they can relax until you are ready to move on (“Please stay where 

you are, we are adjusting a light cue.”)    

Managing the Cast During Tech    

Once given the above information, casts are typically happy to oblige. 

However, it is important that the cast remain quiet and focused as the tech 

process progresses. The stage management team should enforce this. If you 
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need staff or faculty to step in and speak to particular offending actors, just 

ask. If you are clear and focused and maintain a calm and controlled 

environment, your cast will follow your lead.    

Calling Breaks  

During tech, it is a good idea to write down the start time of each part of 

rehearsal and what time is 80 minutes later. As a break time approaches, 

notify the director. He/she may want to break early rather than break in the 

middle of a complicated technical moment. Make sure that you take a break 

yourself! You must be back in your place before the rest of the cast and 

crew, but this does not mean you shouldn’t take a break.  

 

TECH NOTES  

Once Wet Tech begins, the notes process changes. The production team 

meets for notes following the end of each tech rehearsal. The Director runs 

this notes session, and each department is called on to give notes, ask 

questions, etc. Over the course of the rehearsal, the PSM and the ASMs 

should take notes on any questions, complications, or needs that have 

arisen. They can share the appropriate notes with the production team.  

Tips:  

-Have plenty of spike tape on hand. The actors will help with placement. 

-Have plenty of glow tape on hand. Safety is our first concern.   

-Have clean scripts and plenty of pencils   

-Remember headset etiquette. The headset is for show business only. 

Outside of the PSM, no one’s headset mic should be on unless you need to 

speak to the rest of the team about the show.  

- If you must go off of your headset for any reason, announce this on mic  
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Dress Rehearsal and Performances  
 

DRESS REHEARSALS 

A dress rehearsal will serve as your first non-stop run before opening night. 

At this point, the show should have been fully teched, and costumes added. 

Quick changes should be tracked by now, but don’t worry if the timing isn’t 

exact yet. Below is an explanation of how to run a show. While this is related 

to the dress rehearsals, this is the same procedure you can use for actual 

performances.  

PRE-SHOW  

As far as you are able, the Stage Manager should run a dress rehearsal as 

though it were a performance. Dress rehearsals come directly after tech. 

Unlike the tech process, a dress run should not stop. If a problem occurs, the 

crew should make a note, but move on, and deal with the issue after. The 

exception to this rule is if the problem is a safety concern, then it should be 

addressed immediately.  

The Cast  

Call Time and Check-In  

– The director determines the cast’s call time for dress rehearsals and 

performances, but it is the PSM’s job to communicate both starting and 

ending times for these rehearsals to the cast.   

o Stage management must post a sign-in sheet in a pre-determined location 

o All cast members must initial for themselves upon arrival. The Stage 

Manager must impress upon them the importance of cast members signing 

in on time and for themselves.   

o The stage management must call any cast member who has not arrived 

within 10 minutes after their call-time.   

Dressing Rooms  

– Stage management must be sure that:  

o The actors have access to all necessary costume pieces, make-up and hair 
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supplies at least 15 minutes prior to the actor call time.  

o The Stage Manager and Assistant Stage Managers are NOT responsible for 

doing an actor’s hair or make-up  

o It is vital that the cast be reminded to keep these spaces clean. 

Pre-show Notifications  

The Stage Manager will notify the actors one hour before GO, reminding 

them that they have 30 minutes to take care of stage business before the 

house opens. The Stage Manager will ask actors to check their props 

between 35 and 40 minutes before GO.   

 

The Stage Manager will give a “30 minute” call, thirty minutes before GO. 

Actors are no longer permitted in the house or on-stage. The Stage Manager 

will give a “House is Open” call when the stage is clear and the House 

Manager can open the house for seating. This call must go to both the cast 

and the house manager. The Stage Manager will give a “15 minutes to 

places” call, seventeen minutes prior to GO.  
 

o The Stage Manager will give a “5 minutes to places” call before proceeding 

to the booth.  

o The Stage Manager should give a “places” call two (2) minutes before GO. 

She may have to give the call through the ASMs. Before starting the show, 

ASMs must confirm that all actors are at places and let the SM know that all 

are ready.  

Duties in Relation to the Backstage Crew  

• Stage management should post a check-in list for all crew members, as 

well.    

• The SM team should call any members who have not arrived by 10 

minutes after their call time.    

• The ASMs should oversee the crew’s completion of the Pre-Show Checklist. 

   

• Prior to the opening of the house, the Stage Manager should do a walk-thru 

of the set, checking the placement of all set pieces and props, as well 
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as checking the props tables to be sure that all props are present.    

Light and Sound Operators    

The Stage Manager should be sure that the light and soundboard operators 

perform pre-show checks.    

• Light board operators should check each dimmer to be sure all lights are 

working. If there are any problems, he should notify the PSM immediately. 

He should then progress through all cues, and practice any manual or 

complicated cues.   

o If there is a problem the PSM should notify the technical supervisor 

assigned to the production that evening. This is typically the technical 

director.  

• Soundboard operators should test all cue levels and speakers. Pre-Show 

music should be started.    

• The Stage Manager must ensure that these checks occur prior to the 

opening of the house. This allows us time to fix any problems. 

 

Front of House Policies   

The SM should provide the Front of House staff with the following 

information.    

• The procedure for opening the house and restarting after intermission.    

• Any opening speeches, etc.    

• Seating latecomers – when, where, etc., and who will provide flashlights for 

ushers.    

 

Opening The House    

The Stage Manager should notify the House Manager when all actor and 
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crew business onstage has been completed and the house can be opened. 

All such business should be completed 5-10 minutes prior to the scheduled 

opening of the house.    

During the Show    

Just before the beginning of the show, the Production Stage Manager goes 

to the booth from which s/he will call the show. S/he must get confirmation 

that the house is closed from the house manager before beginning the show.  

Timing the Show  

The Production Stage Manager must time the show during each dress 

rehearsal and performance, from beginning to end, by indicating the time on 

the clock for the following:  

• House Open    

• Act I Start    

• Intermission Start    

• Intermission End    

• Curtain    

Performance Report    

After each performance, the PSM must complete a performance report. Like 

a rehearsal report, a performance report includes sections for each 

department. Like a rehearsal report, this document will let everyone know 

what needs to be done before the next performance. The report MUST be 

distributed no later than 1 hour after the show’s end.  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