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THE ROLE OF MANAGEME
. sEMENT IN EFFECTIVE
ACTOR-AUDIENCE Con-lniu}qlc,\;i:i;JI‘ .

Joseph Oghenetega Umukoro

0 i Th ;
¢ s;::)i\vzl:l.l‘dlg:ﬁ\férssjys Brian Hansen (1991:9), *get good
. sely, 1t can be stated that good shows
make good audiences. For, just as a o

. ; ) good audience will
msptre‘lhc actors to give of their best, a good performance will in
wrn bring out the best response in the audience. Whichever way one
looks at it, a successful theatre depends largely on skilful
1.11nnnge.ment. on the ability to create effective actor-audience
m‘terflctlon for cfﬁ:gtwe communication. Theatre, at its best, involves
officient collaboration between the stage and the auditorium, which
are under the control of two different forms of management. As
with any good business enterprise, the ultimate success of theatre,
whether in the educational or professional scene, depends on sound
management. There are as many definitions of management as there
are those wha care to define it, and there is no need to belabour the
issue in this article. However, for the purpose of our discussion. we
can broadly define management as the application of the basic
principles of human teruction to resolve problems of human
relationship in any endeat our that requircs one form of collaboration
or the other. towards the successful attainment of predetermined
objectives. Ina practical ehse, management is an essential activity.,
which involves the coordination of individual efforts for the
achievement of group gouls. Since planning is at the core of all
forms of management, failure to plan, as the popular saying goes,
invariably means planning (0 fail. Applied specifically to the theatre,
management has many (oles to play at the dlfﬁ{l'ﬂl]l stages of
planning, production, performance and l]ppl‘ﬂiﬁi'l] of any theatrical
enterprise, with a focus on (he welfare of both the audience and the
pecformers.  To  that extent, the two complementary aress of
production — the stage and the auditorium = fall llHLI‘t.‘I: cl!nc:clnt
lorms of management, working in harmony .u:fv.'nrd‘s'.‘mlncwng the
intangible end-product of theatre which is performance.
A clarification of theaue management

management as different bu! related concepts j8 APROSHS. & e it
tion of the issues at stake. Theatre managemet
3

for » clearer appreci

and  stage
his point

207



_-‘.-".*_r' !_ :'-_ : ..i'- drr _u‘--l‘ Theatee Aets, Uninhadan, Nogzevta {Val | No ) Jan 20071
=l e e S S

15 a subset of business management which adopts basic business
principles in the running of theatre as a business f.'nlc;'priq“ i Fc;t:
whether in the professional or educational lllcul-rc the bll‘-ii:'.lE‘i‘% 0}
r}:n:a:rt,- 15 lo sustain itself through the application (;f' SOUﬂd\bUS.iI.:lCSS
ii;;rdnilﬂl \l’u{:l:}l (:.5:11 l!l%‘ educational theatre, lhe profit motive is
nstructional goal, the production should seek, at
worst. 10 break even and keep the theatre afloat. In the professio;!al
N which is largely profit-driven, theatre management involves
the czreful packaging and aggressive marketing of theatre as a form
of social service guided by peculiar economic principles. Choice of
Pi'd}} the very first step in a theatre production, requires the informed
advice of the theatre manager as to its feasibility and suitability or
Ulheﬁhlse, through a careful appreciation of the potential market
constituted by the target audience. After a play has been decided
upon, l_hc theatre manager embarks on the crucial stage of realistic
budgel:{}g, coordinating the financial demands of the different
prod_ucnon personnel, against the minimum projected income. This
requires the application of the basic economic principle of projected
minimum income outstripping projected maximum expenditure if a
reascnable profit margin is to be achieved. In the educational theatre,
it is the business of the theatre manager to seek alternative sources of
funding through subvention, sponsorship, donation and other
philanthropic gestures, to ensure the successful realisation of the

educational project.
The next crucial stage in the management of a particular

production is marketing, which comes through publicity — creating
public awareness for the production in the making. The aim of
theatre management is to achieve maximum impact at minimum cost
in terms of time, money and materials. In publicising the play,
therefore, the theatre manager must seek to achieve maximum
publicity at minimum expense, taking advantage of all possible
outlets of free or cheap, but nonetheless effective, publicity. Well-
designed and fully informative posters and handbills should be made
and strategically distributed for maximum reach and impact.
Aggressive publicity goes beyond creating public awareness for a
production — it must endeavour (o fill up the auditorium by
attracting, enticing and encouraging as many people as possible to
see the show through all sorts of publicity gimmicks. The audience
twurnout on the first night of production is a reliable index for
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assessing lh_f:.dcgree of success attained by the publicity crew under
the supervision of the theatre manager. Audience turnout on
subsequent nights of performance will inevitably be affected by the
impact which that first performance makes on the first set of
audience, because a good show has 7 way of advertising itself after
the first night. Since it is the theatre manager who informs and
invites members of the public to the sfiow, the audience as a whole
are invariably the personal guests of the theatre manager who directs
the house manager to take adequate care of them.

House management, one of the two points of focus of this
article, is thus the most sensitive aspect of theatre management as it
involves the physical interaction with members of the audience
whose patronage is crucial for the survival of theatre. In discussing
the place of management in effective actor-audience relationship,
therefore, the house manager has a critical role to play as he accepts
full responsibility for the convenience of the audience and ensuring a
conducive environment. It is only when the audience is made to feel
secure and comfortable that it will be able to give full attention to the
theatre event happening on stage. The auditorium must be managed
in such a way that it is free from any type of distraction, and
members of the audience should develop a sense of community,
being taken through a common theatrical experience. A good house
manager is, in effect, an audience engineer who continually services
and maintains the house facilities, and regulates the house
temperature in the course of a performance, making the needs, safety
and comfort of the audience his utmost priority. Professor Chris
Nwamuo’s Inaugural Lecture delivered at the University of Calabar
on March 30, 2006, focuses on audience engineering which he

defines as

The scientific and skilful designing, organizing and implementing of
a programme of action aimed at winning large audiences to a named
event, and ensuring their comfort and pleasure during the event

(Nwamuo, 2006:18).

The total welfare of the audience is thus the ultimate focus of
audience engineering. Professor Nwamuo (2006) comments furt!'ner
on the attributes and psychological effects of sound catering

conditions as follows:
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A coondinand and wellorganised caterning, COMprsing
y gy ILETIMISSION, catenng to

veie, i iy
o will re-assae them ol the CONCEIns
y and s understanding of human

en come lo the theatre ready to
rs (33-34).

prepanng the
AT O
of the theatre orgamranol
;\-\\\'h‘h\ﬂ\ They W Wl th
emov the evenl and sociahze ith othe

house manager 10 creating this enabling environme
hould possess a good .

hasized. He s
apable of handling emergency situations wig,

in addition, he must be resourcefy]
lite. but firm and decisive iy

The role of the
cannot be over-emp
judgement, and be ¢
authority and dispatch.

hardworking. dedicated and po
waintaining law and order in the auditorium. With a well-manageg

auditorium, the audience will be well disposed to stimulate the actorg
to a great performance on the stage, which is under a different

management.
is the critical complement of house

Stage management
ement in a theatrical production. It is the art of ensuring a

smooth performance without let or hindrance, effectively
coordinating the activities of the cast and crew onstage and
backstage. According 10 Effiong Johnson (2001:15), ‘Stage
management is the creation, maintenance and utilization of the stage
environment in a manner conducive to the realization of the theatrics
of a given production.” The stage manager is the right-hand man of
the artistic director in a production, keeping records of attendance at
rehearsals, actors’ blockings and other directorial decisions, and
capable of taking charge of rehearsals and performances in the
absence of the director. In effect, he is the head of the production
personnel 1o whom cast and crew are directly responsible, on or
behind the stage. As the director’s responsibility ends with the
dress-and-technical rehearsal, the stage manager becomes, in effect,
a surrogate director during actual performances, taking full charge of
proceedings on and off the stage, and maintaining the artistic
integrity of the production while it lasts. His prompt book, which
serves as a record of all artistic decisions taken at rehearsals, 2lso
contains attendant register, cast list and production crew, master cué
list and other relevant information on the production at hand. A
carefully organised and well-managed stage, not only saves time
between scenes and forestalls unfortunate mishaps, but also ha® §
motivating effect on the actors, who are encouraged to give of their

manag
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best. On the other hand, a chaoti
changes, or noisy and ri » @ chaotic stage, undue delay i
¥ ) oisy and riotous backstage : LA . e
failure on the part of the stage mana ,B =:rc all clear indications of
self-discipline, good human relatioli:.' part from a high sense of
management are indispensable qu lit’lp and a capacity for crisis
manager. It is also his duty to obey -zndlgs ft:-f the successful stage
relating to the theatre, whether onst eifree all eqdes gy eom
stage geography and di age or offstage. A good grasp of
phy and different stage t :
thrust, the arena or theatre -in the rypc{;‘ ~ Gip praeginn, B
. 2 ound, etc. — ]
condition for effective stage management it o
hould understand in i g JEse o stage manager
s . stand the terrain in which he is to operate This
aclclc:.rdmg to J. R. Taylor (1970:262), refers to the area of a thcatre:
within or outside a permanent structure, where acting takes place..
As Denys Ladsun (quoted by Judith Cook, 1976:45) observes,
different stages offer their peculiar challenges to the stage manager
?.rholn.mst be ready to cope with them as the need arises. The stage
ig critical to an actor because, according to Benedetti (1976:41), it is
‘his space, his environment and his world. The space of the stage s
not only an environment for his work, it is also one of the materials
with which he creates.”  This underscores the need for the effective
management of the stage to get the best oal of the actor as well as

the spectator.
In view of the fact that theatre is a tw

between the stage and the auditorium, both t
the theatre manager must work in concert 10 provide the enabling

environment for effective communication. AnYy valid definition of
the theatre always takes cognisance of the presence of the audience.
Therefore, everything must be done to ensure ti}eir maximum
comfort, especially the captive audience of the .physwal theatre. As
defined by Peter Brook (1968), theatre, in its simplest sense, 15 the
utilisation of an empty space by the actor and spectator. He writes:

o-way communication
he stage manager and

[ can take any empty space and call it a bare SWage: A man
pace whilst someone else 18

walks across this €mpty 5
watching him, and this is all that is needed for an act of
theatre to be engaged (11):

f theatre — the Deadly the Holy,

Henti types 0
He goes on 10 identify four typ sl of which refers, not to @

the Rough and the Immediate — iations).ip between the

physical theatre as such, but 10 the fluid re
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stage and the auditor
another. .S”mul'i(::?.rllll?h .c:lpuhlc of changing from one mome
tloly, Rough Imn::‘l'w“hm onessingle moment, the four “TL}T %
While the D," e late and Deadly, intcrlwinc: (B (z them,
cadly Theatre is mos . rook, 1968:11).
are capable of generatin § mos undesirable, the remaining three
. 1 e .
offering peculi g positive reactions from the audi
iar challenges e audien
colomert Thcﬂi‘lu;'nlicngtjs to both the theatre manager and his u:;é
I"Viﬁimc-Madc-Vig‘;}ﬁ I'heatre, defined as “The Theatre 0&‘ the
greatest climactic r(l,c, ¢’ (Brook, 1969:47), is capable of evoking the
2 ¢ I 2SPONse L » it et i
to Brook (1968) ‘lihc::barrmn: an smtastic audience: Soetig
M L] 3. U el » . ¥ e
experience.’ wo possible climaxes to a theatre

There is l.!w climax of celebration in which our participation
explodes in stamping and cheering, shouts of hurrah and the
roar of hands, or else, at the other end of the stick. the climax
of silence — another form of recognition and appreciation for
an experience shared (52).

Similarly, Jerzy Grotowski (1968:32) defines theatre fundamentally
as ‘\:vhul takes place between spectator and actor’, while regarding
‘holiness’ in the theatre as an unattainable ideal to which all theatre
practitioners should aspir'é. He comments rhetorically as follows:

re an unreal postulate? [ (hink it is just as
well founded as that of movement at the speed of light. By
this | mean that without ever attaining it, we ¢an nevertheless
move consciously and systcmatically in that direction, thus

achieving practical results (43).

Is holiness therefo

to add that management — both of the stage and the
o play in the ultimate realisation of a
mfortable and contended

It is needless
quditorium - has a crucial role t
‘holy theatre’ which requires @ relaxed, €O ‘ on
audience, in interaction with a d and h1gh-spmted s;t
of actors. “At the heart of the theatré experience, therefpre,l' Edwm
Wilson (1991117) deposes, ‘is the actor-aud!ence relattonshlp. Thc
immediate persunal exchange whose chemistry and magic 81ve

theatre its special quality.’ -

writing in the same VeI, .
recognises four basic components of the theatre event s
raw material, 2 person 10 refin
product and an audience to Vi :
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actor communicating a messa
Omi sage to an ; _
In coming to [h{: lh{:atrc |hﬁtaul]’,dn dl_.ldl(;n{;(: inside
i : pe . dignce enters | i
\Mllh the performers, and it is the fﬁ € enters into 2 sovial comract
this contract is not violated by ?':'y“f management 1o ensure that
» ” . - Cl £ x ’ ¥ - i
performance, actors and spectators ihr ;l'n(».;r‘tj. At the end of the
c a1 o4 5 snou L R
mutual satisfaction that effective communic: fi‘-d,L with 4 senwe of
In the light of the foregoing anal ication has taken place.
that the complementary arts ofbtht,dtysm it is logical 1o conclude
- » ” atre manage - a .
anagement are PUT agement d stape
tr;e‘mf: Sl re lt—;wo outstanding arts in the collabc rat;m] :A'{'
atre. ile the theatre mar falive act O
€ manager ens -
omfortable ; . & sures. a profitable and
?rcc and mcnr;::;:;rtlon, the stage manager works towards a hitch-
. ' \ ¢ performance, thus making effective interaction
etween actor and spectator possible.

4 e ’
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