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Abstract 

 

This project details the role of a theatrical stage manager and through an 

examination of the documents they create uncovers the many valuable qualities, skills, 

and tools necessary to serve the vast needs of live theatrical productions. Specifically, 

this project evaluates a selection of the documents I created for my prompt book as the 

stage manager for Middle Tennessee State University’s production of Peter and the 

Starcatcher in November 2022. These documents, along with extensive research, 

illuminate the importance of having a stage manager who is a skilled communicator, 

record keeper, facilitator, relationship manager, artistic guardian, and who is willing to 

utilize these qualities and more in service to a theatrical production. 
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Introduction 

What is a Stage Manager?  

         When you attend a theatrical production, you see a finished product with talented 

performers and beautiful visuals, but you likely will not see the people who helped it to 

reach that point. A stage manager is the person who is charged with ensuring that 

everything, from pre-production, through rehearsals, and until the end of the 

performances, runs smoothly (Stern 1). An experienced Broadway stage manager states 

“the production stage manager is at the very center of the play, from beginning to end” 

(Lawrence 1).  Stage managers have a crucial job in theatre, but few people fully 

understand their role. Even within the theatre industry there can be confusion (Lawler 

14).  Proficient stage managers possess many valuable qualities, skills, and tools that 

serve the vast needs of a live theatrical production and an examination of the documents 

they create will uncover these attributes and more. The goal of this project is not only to 

detail the basic role of a stage manager but also to expand upon what qualities make them 

excellent. 

 

 What is their history? 

         Stage management has deep historical roots that likely began with the dawn of 

theatre, but we can find the most evidence for this type of role appearing during the time 

of Shakespeare. Beginning in the Elizabethan Era a theatrical position known as the 

prompter or book-keeper became common and the functions they served are very similar 

to some responsibilities of the modern stage manager. The title book-keeper came from 
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this person being the only one to have possession of the entire manuscript of the play 

being performed (Cattell 63). The other title, prompter, was given because this person 

was present during performances to prompt actors with their lines when they did not yet 

know them (Pedicord 1). There is also evidence of the prompter creating notation and 

paperwork that served the productions. A catalog of Shakespearean promptbooks details 

the type of notations that were commonly included such as actor lists, some properties, 

some cues for effects, and calls to enter (Shattuck 236). Through this we can see a strong 

connection to the modern stage manager via the documents they still create to serve 

productions. Overtime the prompter role grew into the stage manager we know today, 

and in 1920 they were formally included in Actor’s Equity Association, the theatrical 

union that still protects them (Equity Kicks Off). 

 

Who is the Production Team?  

To begin to define the modern stage manager we must also define their 

collaborators. Stage managers are members of a theatrical production team. The scale of 

theatrical productions greatly varies and so does the size of the production team, so this is 

meant to be a general summary of the collaborators a stage manager most commonly 

interacts with. First, the producer is a representative of the company or group who is 

providing the resources for the show to be produced. In commercial theatre, such as on 

Broadway, there are large production companies with major budgets. In contrast, a 

community theatre’s supporters are typically members of that community pitching in 

what they can (Bussell and Forbes 21). Producers are generally in charge of facilitation 
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and are usually responsible for hiring or selecting other members of the production team 

(Lawrence 4). 

         The director is responsible for creating and guiding the artistic vision of the story 

they are telling (Shouse). They collaborate with designers to craft the visual world of the 

show and they work with actors to tell the story through language, movement, and 

intention. For musical productions the director is also usually joined by a choreographer 

and a musical director who are responsible for the artistic oversight of the areas of dance 

and music respectively (Ionazzi 22). All three of these positions may also employ 

assistants that serve to make up the remainder of the directing team for larger 

productions. 

Some theaters also employ a production manager. This role is somewhat 

peripheral to the stage management team, as they are generally responsible for overseeing 

the production processes for an entire season of shows. Production managers work more 

closely with the producer and director as well as with other departments managing 

schedules, budgets and personnel. They also interact more with the business side of the 

theatre, such being a liaison with as marketing and venue staff (Lawler 24). They manage 

big picture logistics in all areas but are rarely present in the rehearsal room.  

For each artistic element of the show there are designers, and they are responsible 

for using the expertise they have in their area to realize the vision of the director on stage. 

The scenic designer creates the physical setting of the production that the audience views 

and the actors interact with. Sometimes the scenic designer also crafts the properties for 

the show and sometimes there is a separate props designer. The lighting designer brings 

the scenery and the actors to life by establishing a mood and by emphasizing the action. 
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The sound designer is responsible for crafting the production’s auditory landscape. The 

costume designer creates what the actors wear on stage, supporting the environment 

created in collaboration with the other designers. Sometimes the costume designer is also 

responsible for hair and makeup but sometimes those areas have separate designers. 

Sometimes there are also other specialty designers, such as video and projection, 

depending on the needs of the production. 

         Each designer will likely also have a team that works to achieve their product. 

This includes team members that facilitate the building and installation of each design, 

such as the technical director and the master electrician. It also includes crewmembers 

that support the show during its run, such as wardrobe technicians and spotlight 

operators. Depending on the resources the production has there may be many additional 

distinct roles but listing them all would be an entirely separate project. 

As we can see through this breakdown, a production team is a collaborative 

hierarchy, and the hub of communication for their entire process is the stage management 

team. The size of stage management teams varies by show just as the rest of the 

production team does. However, the most common positions are stage manager and 

assistant stage manager. The stage manager assumes responsibility for the primary 

production needs. This includes serving as a communicator, record keeper, facilitator, 

relationship manager, artistic guardian, and many more tangible and abstract duties that 

will be discussed at great length herein. The assistant stage manager, contrary to what 

their title implies, does not merely assist the stage manager but has duties and 

responsibilities of their own. These can vary based on the needs of the production, but a 

good stage management team works to balance their responsibilities to make best use of 
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their strengths in service of the show (Lawrence 56). To provide a frame of reference for 

their traditional roles, when the show moves into performances the stage manager moves 

to calling the show, a method of orchestration for everything that occurs on stage, and the 

assistant stage manager runs the deck, meaning they facilitate everything that occurs 

backstage. This division of responsibility certainly is not the only option, but it is the 

most common. 

 

What was Peter and the Starcatcher? 

         This project examines the stage management process through my work as the 

stage manager for Middle Tennessee State University’s production of Peter and the 

Starcatcher by Rick Elise, directed by Kristi Shamburger in November 2022. This 

musical is based on the book Peter and the Starcatchers by Dave Barry and Ridley 

Pearson which is an imagined prequel to Peter Pan by J.M. Barrie. It creates a fantastical 

legend of how the characters we grew up with came to be and examines the meanings of 

family and identity. Peter and the Starcatcher would be defined in the theatre community 

as a play with music, as its main focus is dialogue and most of the songs it contains are 

not required to move the story forward. Our performers consisted of a cast of twelve 

actors, each playing multiple characters, and a three-person onstage band playing 

percussion, keys and providing sound effects. Our design team consisted of Scott Boyd 

designing scenic, Melissa Durmon designing costumes, Harry Whitmore designing 

lighting, Kevin O’Donnell designing sound, and Noah McCarty designing props. My 

assistant stage managers were Kayley Eaton and Matthew Parvin. 
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The goal of this project is to illuminate the expansiveness of the stage manager’s 

position and begin to define the qualities that enable them to best serve their productions. 

This record is for individuals inside and outside of the theatre discipline to gain a better 

understanding of stage management, and to provide a resource for student stage managers 

to reference in their own practice. By examining and analyzing the primary documents 

created in service of this production and reflecting on the production process of Peter and 

the Starcatcher, this project demonstrates the many valuable qualities, skills, and tools 

that proficient stage managers possess.   

The project’s format follows that of the stage manager's prompt book, which is a 

record of the production containing of all the notes and documents associated with it. The 

included documents are arranged according to the production phase they primarily serve. 

The production phases are as follows: Pre-Production, Rehearsal, Technical Rehearsal, 

Performance, followed by a Post-Mortem reflection. Each document is presented as it 

was created with added notes pertaining to the production process and is accompanied by 

a supporting section that describes and analyzes it. These sections examine how the 

documents are created, how the stage manager uses them to serve the production, and 

how they represent the qualities of proficient stage managers.  
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Stage Management Documents 

 

          The Definition of the Duties of a Stage Manager by Actors Equity Association, 

the union that represents professional stage managers and actors, includes language that 

indicates the stage manager “shall assemble and maintain the Prompt Book which is 

defined as the accurate playing text and stage business, together with such cue sheets, 

plots, daily records, etc., as are necessary for the actual technical and artistic operation of 

the production” (1). This is listed among their many other duties along with reference to 

stage managers as recordkeepers. This duty is represented at such a high level because of 

how integral the creation of stage management documents is to the theatrical process. Not 

only do they serve as records, they are also tools that facilitate the process as it goes. 

Because of this, it is important for these documents to be professionally presented and 

accessible to the production team. They should be cleanly formatted and easy to read and 

there should be some uniformity across documents from the same production (Goodwin). 

One way that this is accomplished is through headers that include the show title, the 

document title, and stage management identification at the top of each document. Stage 

managers often enjoy customizing this using the show’s logo or a unique font for the title 

to set it apart from the rest of the document. This is incredibly helpful for collaborators 

who are working on multiple productions concurrently to easily identify which show’s 

document they are reading. Alongside this, it is equally important to not over-design 

stage management documents, the information should not get lost in the aesthetic. This 

ensures that the stage manager’s communication is received clearly. The needs of the 
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show can dictate the format of documents, and while stage managers may have go-to 

templates, it is important for them to be adaptable.  
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Pre-Production Phase 

The first production phase is Pre-Production, this is the time after the production has been 

established and before rehearsals begin when the production team begins to form 

relationships and generate ideas. 

 

 1. Production Meeting Reports 

When viewing the stage manager as a hub of communication, some of the most 

important documents to examine are the reports they distribute to their production team. 

Stage managers are consistently in contact with individual team members but there are 

times throughout the production process when formal reports to the whole team are 

necessary. These generally fall into three document types, Production Meeting Reports, 

Rehearsal Reports, and Performance Reports, with some variations. All of these Reports 

are for the production team and theatre staff only, as Lawrence states, “it does not go to 

the actors” (113). The Production Meeting Report serves as a form of transparent 

communication that connects the production team and creates a record of their 

conversations regarding the process. The Production Meeting Reports are some of the 

stage manager’s first communications in the Pre-Production phase, but as their titles 

show, reports continue through the rehearsal and performance phases as well.  

Production Meetings are where collaborators come together to create the show 

and they also serve to build relationships within the team.  Ionazzi states “the production 

meeting should be attended by the director, stage manager, designers, production 

manager, technical director, and all functional department heads, such as the props master 

and wardrobe supervisor” (46). Team members may have smaller group discussions, but 
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ultimately those conversations are brought to the whole team at the Production Meeting. 

In the first of such meetings, far before rehearsals begin, the director will share their 

vision and concepts for the production and the team can gain information through 

questions and discussion. Subsequently, Production Meetings move from broad concepts 

as designers also contribute their initial ideas, to more specific as the team creates, 

examines, and revises the world of the production (Lawrence 49). Production Meetings 

typically come to a close with the opening of the show, after any potential previews, 

when the major decision making is done, and any repairs or adjustments are instead 

shared in the Performance Reports.  

The Production Meeting Report is a document that records all of the significant 

details discussed in a Production Meeting, similar to standard business meeting minutes. 

Typically, the most straightforward way to quickly take down these notes is to create 

either a physical or digital template into which a shorthand can be written or typed for 

later revision. Following the meeting, if an ASM was also present, they can work 

together with the stage manager to review, clarify, and elaborate the notes into the final 

detailed report. Stage managers can customize the format of their Reports, but they 

should all contain the same general information.  

These Reports begin with the facts of the meeting such as the date, the start and 

end times, the location, who was in attendance, and the date of the next meeting. Next is 

the General section where announcements are made and topics that involve the entire 

team are shared. It then moves to sections divided by design or production area for more 

detailed notes. Information reported throughout should be as straightforward and 

unbiased as possible (Goodwin). The Production Meeting Report should be an accurate 
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record of the meeting, not an opinion piece. The full production team should be in 

attendance at each production meeting so the notes in this report are generally more brief 

than later reports in phases where the team is not present. The meeting that the selected 

report is from was a virtual meeting that was recorded and the video link was included so 

that team members had access to review its entirety as needed. The stage manager can 

also separately flag topics that may need further discussion between specific team 

members and initiate those conversations.  
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2. Calendar 

Another type of document that the stage manager interacts with early in the 

process are Calendars; these serve the production by ensuring everyone is aware of where 

they are in the schedule at any given time. There are several types of calendars utilized 

for each show. First, the stage management team should have access to a master 

production calendar that includes every date pertaining to the process. Sometimes they 

create this and sometimes the production manager creates it, but it includes production 

meetings, design and build deadlines, the general rehearsal timeframe, and planned run of 

show (Stern 36). This is typically made available to the full production team. There will 

also be a rehearsal calendar outline distributed to actors that lists all the days and times 

that there will be rehearsal. This is subject to change and will not include a detailed daily 

schedule. Usually, the director and stage manager craft an internal schedule that plans out 

these details but does not get distributed. That plan is used in conjunction with a conflict 

calendar as a guide for creating the Daily Calls. Daily Calls are documents that go out at 

the end of each rehearsal that detail the next day's schedule, they will be discussed further 

in the Rehearsal phase. A conflict calendar is typically created by the stage manager from 

data collected in the Actor Information Form regarding the unavailability of the actors 

due to prior commitments.  

The Calendar presented here is the rehearsal calendar outline from Peter and the 

Starcatcher. It was created using a spreadsheet calendar template for each month and it 

includes the general times and locations for rehearsals as well as the call time for 

performances. It also shows when there will not be rehearsals. This was posted on our 

show's callboard. A callboard is a physical location where production information is 
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posted, in a location where the cast and production team have easy access to (Agreement 

and Rules 11). For our production this was in a hallway where everyone could easily 

reference it. 
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3. Actor Information Form and Contact Sheet 

Within the Pre-Production phase one of the most significant developments that 

occurs is casting. Sometimes the stage manager is involved in the audition process and is 

able to make an initial connection with actors by facilitating a comfortable and efficient 

space (Ionazzi 69). However, it is just as common for the stage manager to join the team 

after the show has been cast. If this is the case, it is important for the stage manager to 

begin to build a reliable relationship with actors before the first rehearsal. One of the 

ways to do that, while also serving the production, is through an Actor Information Form. 

These can be distributed in person or digitally to the members of the cast to gain 

information about them that is helpful to the process. It includes basic information such 

as name, pronouns, age, and contact information, as well as more specific personal 

information such as any allergies and an emergency contact for safety. There can also be 

a space for actors to share anything else that may affect them during the process 

(Goodwin). The Form should clearly indicate that all personal information is kept 

confidential. The stage manager should only share these details in an emergent situation 

when the individual cannot advocate for themselves but knowing them in advance could 

help prevent such a situation. Often many of these questions are included on an initial 

Audition Form but it is helpful for the stage manager to gather it for their own records 

and to ensure confidentiality. 

         From the data in the Actor Information Form another document is created. The 

stage manager will collect the contact information provided and use it to compile Contact 

Sheets. Generally, the stage manager has a document with the contact information of the 

entire cast, crew, and production team, so that they have a line of communication with 



 23 

everyone involved. However, that full list is not provided to everyone. For example, the 

production team should all be able to contact one another, but an ensemble actor doesn’t 

need the master electrician’s phone number for the show to be successful. The Contact 

Sheet I have provided from Peter and the Starcatcher is a cast Contact Sheet that was 

created so that the actors could communicate with one another; they also received the 

stage management team’s contacts on the Company Business Letter. 

         In creating the Contact Sheet, the stage manager must also consider the most 

effective way to communicate with the cast and production team. Some collaborators 

prefer to receive emails while others never check their accounts, younger collaborators 

often prefer texts or group messaging platforms, and still others prefer a phone call or a 

physical posted notice. In order to ensure that their daily communications are viewed in a 

timely manner the stage manager must find a productive middle ground even if that 

means using multiple communication methods. Additionally, the stage manager may 

want to differentiate more personal communications from public communications by 

using a different platform (Porter and Alcorn 49).  
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4. Props List 

Another important part of the Pre-Production phase is script analysis. Different 

members of the production team are searching the script for different things. The director 

is shaping their vision, digging to deeper meanings, and determining how the story will 

connect to their audiences. Each member of the design team is searching for details that 

pertain to their areas and beginning to craft artistic connections. Stage managers can also 

engage in these ideas when analyzing a script, but their main focus is more on logistics 

and practicality, knowing what is necessary, and anticipating challenges. Once the stage 

manager has first read through the script for understanding and enjoyment, they can begin 

to notate production details including lists of anticipated design elements for each area 

(Ionazzi 16). This allows the stage management team to better understand the scope of 

the production they are working on, and they can compare lists with the designers to 

ensure that nothing is missed from either side. 

         In this section we are only examining the Props List, but many of the steps to 

creating it and elements included in it are consistent across the rest of the design areas. 

The initial Props List is created by compiling all of the properties mentioned through 

dialogue or stage direction in the script and numbering them according to order of 

appearance. The List should include an item number for each prop for easy identification, 

the page number on which it first appears, a short name for it, the character that handles it 

first, additional notes and descriptors (Goodwin). Depending on the needs of the show, 

other categories may be added. For example, there could be a section regarding whether a 

prop is a consumable. This is a prop that will need to be replenished before every show, it 

could be something that is eaten, broken, or otherwise used up. 



 29 

Often, many items are added or removed from the Props List over time as the 

needs of the production solidify and discoveries are made in the rehearsal room, so this 

document will be frequently updated. The Props List will also serve as a preliminary 

resource for the props tracking that will later be incorporated into the production’s Run 

Sheets. Because continual development is necessary in this area, it is a great 

responsibility to delegate to another member of the team. For Peter and the Starcatcher I 

had two assistant stage managers, one who took on the role of point person for Props and 

the other for Costumes. They primarily handled the documents and communications in 

those departments while I handled the rest of the design areas. Balancing the team in this 

way allowed us to give each of the design areas equal focus and helped us to all feel 

ownership of the process. In the professional theatre world, when you may have more 

choice in hiring, it is important to build stage management teams that can trust one 

another and share responsibility in a way that best serves the show (Lawrence 56).   
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5. Page by Page and Scene by Scene Breakdowns 

Other documents that stage managers create through script analysis in Pre-

Production are Page by Page and Scene by Scene Breakdowns. The basic purpose of 

these documents is to be a quick reference of what characters are onstage at any given 

time. This has a variety of applications in the production process. For example, when 

scheduling rehearsals, it is helpful to use a Scene by Scene to be able to see which 

characters are in a scene at a glance and craft the Daily Call to make best use of 

everyone’s time (Stern 32). Another example is that early in the process before timings 

are accurate, you can use a Page by Page to estimate how much time an actor has for 

quick changes and share that information with the costume department. 

         Both of these documents are created in essentially the same way. Some stage 

managers prefer a list form and others a spreadsheet, but there will be an indication of the 

scene or page and a list of the characters appearing in it. Page by Pages are usually very 

straightforward, but it is important to ensure that the whole production team and cast are 

working off of the same version of the script so that everyone sees the same action 

happening on the same page. This should include a code that indicates the location of 

each actor during that page. Scene by Scenes can be a bit trickier to define. Some scripts 

have very clearly marked, reasonable length scenes, while others are more ambiguous, or 

too long to be worked at a time. When directors need smaller sections to work early in the 

rehearsal process, it is common for the stage manager to work with the director in 

creating their own scene designations to naturally divide the action, and number or name 

them in reference to the scene for simpler shorthand (Ionazzi 19). 
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         In some situations, stage managers prefer to combine the Page by Page and Scene 

by Scene breakdowns into one document. This was the case for our production of Peter 

and the Starcatcher because it was such an ensemble-based show where the actors helped 

create the environment through their physicality. This meant that they were almost 

always all on stage. Because of that it was more helpful for us to have both of the 

documents combined on the same spreadsheet. 
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Rehearsal Phase 

The Rehearsal Phase is the part of the process in which the director works with actors to 

create the movement and intention of the production. 

 

1. Company Business Letter 

The Rehearsal phase begins with the first rehearsal which is usually focused on a 

read-through of the script with the full cast and if the stage manager was not involved in 

the casting process this is usually their first time meeting the full cast. The first rehearsal 

is also an opportunity for the production team to communicate company policies and 

rehearsal rules as well as set expectations for the process. The Company Business Letter 

is a document that articulates these things and is typically distributed at the first 

rehearsal.  In The Stage Management Handbook David Ionazzi states “it is important that 

everyone involved in rehearsals has a clear understanding of what is expected of them 

and what they can count on others to do. Be very specific about these issues so there are 

no misunderstandings” (77). In the room, often the director, stage manager, and 

sometimes producer speak on these topics when introducing the actors to their process. 

The Company Business Letter is a physical document that recaps and elaborates on this 

conversation that can be given out to each actor to save for future reference. Through the 

Company Business Letter the stage manager can serve the production by ensuring that 

everyone has received the same initial information so that the entire cast can start on the 

same page figuratively and literally. As it is a majority of the room’s first impression of 

them it also provides an opportunity for the stage manager to set the tone for their process 

going forward (Porter and Alcorn 14). 
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 Depending on the type of producing institution as well as the specific needs of the 

show the details of the Company Business Letter can vary.  For example, if they are 

working for a union theatre within the Actor's Equity Association the stage manager 

would need to include more details regarding specific policies found in the Equity 

contract (Actors Equity Association 1).  Meanwhile, a community theatre may have a 

more relaxed set of guidelines and just want to give their cast an overview of the theatre’s 

culture and expectations. The Company Business Letter for Peter and the Starcatcher 

falls into a middle ground. Middle Tennessee State University’s Theatre Department 

incorporates general Equity guidelines in regard to daily scheduling and break time 

allotments, as seen on lines 1 and 7, while other specific rules, as seen on lines 8a and 8b 

are dictated by the department and venue. It is also customized to the show through 

collaboration between the director and I and includes some of our expectations for the 

process. 
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2. Daily Calls 

In the Pre-Production phase, we discussed the various types of Calendars that are 

created and utilized by stage management teams throughout the production process. Here 

in the Rehearsal phase, we will discuss Daily Calls, which are detailed schedules for each 

rehearsal that are distributed to actors and the rehearsal team on a daily basis. Where 

calendars provide an overview of the entire process, Daily Calls detail each day’s work. 

They are typically sent out at least 12 hours prior to the start of the rehearsal they are 

calling (Agreement and Rules 10). This is to allow actors sufficient notice of when they 

are expected to be at the next rehearsal and what they will be working on so that they can 

be prepared.  

 Daily Calls are created by the stage manager in collaboration with the director, 

typically following each rehearsal, in anticipation of the next. The contents of the 

schedule are based on what needs to be accomplished next in the rehearsal process, 

usually according to a master schedule that the rehearsal team has created for internal 

use. The Daily Call can be adjusted though based on what was accomplished in the 

rehearsal that just finished. When considering how much time is allotted for each section 

of rehearsal the break schedule must also be considered. Actors Equity Association 

requires that “...there shall be a break for each Actor of five minutes after each 55 

minutes, or 10 minutes after 80 minutes of rehearsal” (Agreement and Rules 10). While 

non-union productions are not required to uphold this policy, it is a good rule of thumb. 

It should be noted that daily calls are most commonly associated with professional 

theatre, and many community theaters have a full rehearsal schedule that is released 

further in advance. This allows actors that are, usually unpaid, community members with 
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jobs and other responsibilities the opportunity to know what days they are called far in 

advance and plan accordingly. In professional theatre the show is the actors’ job and they 

should expect to be called at every rehearsal until they are told otherwise. This also 

reflects on the variation in rehearsal timelines. In community theatre it is very common 

for a production to rehearse a couple of nights a week over several weeks to a couple 

months, with the time commitment ramping up only when reaching technical rehearsals. 

However, in professional theatre rehearsals are usually held on an almost daily basis with 

longer daytime hours over only a handful of weeks before performances. In either case, if 

a daily call system is not used, there will be challenges when schedule deviations occur 

because there is not as much room for flexibility. The creation of the Daily Call following 

a rehearsal allows the director and stage manager to take into account how things went in 

the course of that day and what needs to be accomplished at the next rehearsal. 
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3. Rehearsal Report 

While the Daily Call provides the ideal outline of the day, the Rehearsal Report 

details how rehearsal actually went. As Ionazzi states in his book “these reports provide 

the production staff with critical information about the development of the show and 

identify changing needs and potential problems” (102). This is necessary because other 

than a select few occasions before the tech process, the designers and technicians 

typically are not present at rehearsal. The occasions a designer might be present can 

include the first rehearsal when they often give design presentations, then once the show 

begins to take more shape, they may come to watch to better visualize the performance 

they are designing for. However, there are many day-to-day occurrences that designers 

and other team members need to be made aware of when they are not in the rehearsal 

room. The Rehearsal Report serves the production by centralizing this communication. 

 Similar to the Production Meeting Report, Rehearsal Reports typically begin as a 

template where notes can be made in different sections throughout the span of rehearsal 

and following it can be refined into the final report by the stage management team. Just 

like the Production Meeting Report, the information in the Rehearsal Report should be 

reported clearly and without bias. However, unlike notes from Production Meetings 

where the full team is present, the information here should be presented more thoroughly 

by the stage manager because the other collaborators are not in the room to witness the 

conversations and developments during rehearsal. The stage management team is 

communicating this information to them for the first time instead of restating a 

conversation they already participated in. Sometimes, this new information sparks further 

conversation that involves the stage manager, a great deal of which is time sensitive. For 
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example, if a technical change needs to be made by the next day, the stage manager may 

help coordinate the time for that to occur.  

After the report’s identifying information, the first item is actor attendance 

information. This is an important record to have if needed to track any patterns of 

absence, especially in professional theatre when payment and contracts are involved, and 

to record possible reasons for schedule adjustments. Next is the Schedule, which tracks 

how the time of the day was actually used and is helpful to reference when creating the 

Daily Call for the next rehearsal. For example, if more time than scheduled needs to be 

spent on a particularly challenging scene, the director may choose to continue with it and 

push the following work out. Conversely, if the scene work moves more quickly the 

director may be able to move on to the next thing scheduled sooner. In either of these 

instances the schedule for the next day may need to be adjusted. The Schedule section 

also lets the rest of the production team know where the rehearsal team is in the show. 

The General section in this Report is used to summarize the day, to report on how it went 

overall, and share if there were any major occurrences outside of the expected as well as 

list any pertinent announcements and reminders. It also is an opportunity to mention what 

part of the show will be rehearsed next, so that again, the production team knows where 

they are in the process. Finally, the report moves into sections for each design or 

production area that is involved in the show, where notes can be made about discoveries, 

questions, problems, or changes to their specific area. Having these sections clearly 

marked can make the report more digestible for the individual designers (Ionazzi 103). 

Efficient and reliable communication is extremely important for a stage manager, 

they are expected to respond to communications very quickly in order to keep the process 
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moving forward.  However, stage managers who have outside commitments have a 

distinct disadvantage here. In my experience, student stage managers have days filled 

with classes, homework, and often jobs and other obligations, in addition to their stage 

management duties. Stage managers who hold multiple jobs or who are parents also have 

more commitments. They must uphold their communication standards while juggling 

everything else they are responsible for, but if they can find a successful balance it can 

help everything to run smoother and make a positive impression on their team. One way 

they can achieve this is by creating and upholding healthy working boundaries (Porter 

and Alcorn 44). 
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