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A PROCEDURE FOR DIRECTING A SIGN-LANGUAGE = -

THEATRE PRODUCTION FOR A CHILD AUDIENCE

ow

| Darlene_Kaye Allen ‘

,f"h Master of Arts in Theatre -
! : N . ' June, 1977

_ L“Klthough'sign-language;theatre was first developed

at Gallaudet College early”in the twentieth century, it

was not untll the appearance of the Natlonal Theatre of

the Deaf in 1967 that this style of productlon emerged as

a popular art form. Whlle increasing nutbers of sign-

language productlons are belng presented xn the Uulted

: States, to my knowledge there are no publi .shed procedures
. de81gned to prov1de the nov1ce sign- language theatre

' ,director with systematlc guldelines for directing. thls

unusual style o? theatre.

O

The goai of this thesis is to set forth, in step-bjw

‘step fashion, procedure° which a dlrcctor could use to

guide him *h*ough his first. sign-languafe theatre experl-" )

ence, Because there are few skilled dlreo .0r's upon whom

B ““C'l';
s



o ‘8 beginner can depend for guidance, a practical 'checg%fi?'g‘
a 'of possible d1reoting technlques could be invaluable as a
starting p01nt from which the d1rector 1nexper1enced in \
! ‘sign-language theatre could develop his own production |

. concept and rehearsal technlque.

The sign-language theatre production, The Witchfs
Lullaby, was directed to previde a means by which
previousiy determined procedures codld be'refreehed in
the director s mind and new ideas could be tegted. The
production served to facillwate the wrltlng oé what is
intended to be a practlcal and effectlve ~u1de which

'eincludes.both technical and human aSpects qf.the dlrecting:

process,

tpavs
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INTRODUCTION

o

/ 'Sign-language t eatre' is defined as' "any prqduction
[ - which begins with a text originally written for SPAken

|'/ 'theatre (such as Hemlet, Death of a salesman, Fiddler on

//? the Roof.”ahd so on), or with selecth itens of literature
;,/”w (poetry or prose), and arranges this work ior simultaneous

. presentatnon in spokeh language and in the sign language
/;“ " used by deaf p:fsons in that country or localsty. vl 1n
‘ _the United Sta es, Pe/sign systems 1nc1ude Amerlcan aign
- Language, s1gned Engllsh, and a number of offshoots aimed
at a preclse visual representatlon of Engllsh parts of
speech (SEE 1, SEE II, LOVE, etc}) SRR A S
Ameslan ' , ' X§JT; // L

ign language +hat is used by the deaf in the

1
United qtates, much of Canada, and parts of Mexico is

o ———

known as American Slgn uanguage, abbreV1ated A.S.L. and
////Eommonly called Ameslan. . |
o ' ~The first thlng that must be sald about Ameslan is
tha; it is a "full language as’ 1t stands." nZ It fulfills
the requlrements of . a genuine langvage as stated by Ervin-
g E~ Tyipp “Any symbollc system which is 1earned, whlch
/conslsts of conventlonal bas10 vnits and rules for their
:ft/ arrangement and which includes a conventional sét of |
jv/’ arbltrary °1¢n° for meanlngs and referenis." w3 Ronald

‘/ - Langacker remlnds us *rat a langunve "is not sound waves

. ! . \ ) : ) - " ’ :
‘ ) . \ . > . ¢
B / R - . .
B S . o ' * . ’ -~ ’
! . . . . ’
P A . S ).
. A




in air; a ldnguage is the competence, the set of principles
mastered by a speaker in which resides-his grasp of an

infinite set of sentences,”

Perhaps the greatest difference that Ameslan has from

-eEnglish is its syntax. The .crder of signs in Ameslan

sentences is gov rned by rules ‘that -are qulte different

from those that govern the syntax in English sentences.

~Ameslan uiV1des the.sentence into three main parts anrd

sequences them in the order in which they visually occur.

" *The flrst part of the sentence is usually the sign,

‘commonly a noun. that is the most concrete. Included

here is that whlch is V1sua*1y most V1vid, that whlch

vsets the scene, or esuabllsbes a framework fo : he rest of

.. ‘the sentence "

For example,bin the 'sentence: 'I° get 8ick at the 51ghv

[+]

of bl)od,' the blood must be seen before the person can

become-s1ck. Therefore, the sentence would be signed, -

,_'blood see, I become s1ck.

Solow contlnuess W"Next in the sentence comes the

signs which in some way: descrlbe, ekplain, or elaborate

the Stlmulus. Usually these are adJectlves, adverbs,_ and

_verbs. For examplen ‘I coqun t- see, because the man in

front of me was too blg. ' The stlmulus is ®the man’® and
| | W6

the description is ®in front,of me was too big'.*" -This

sentence woaid oe signed, 'Man, in-front, big, I couldn;t

‘see,*



“A_.ter the description of the stimulus comes fhe
esult, the product, or a state of being. In +he sentence,
'The 1ittle boy was excited by the pageantry of the
parade', the stlmulus is 'the parade*', .the, descrlptlve
part is '*the pageantry! and the result is 'the little ‘boy -
was excited', n? Thus in Ameslan the sentence would be:
signed:"Parade pageantry, boy become excited,"*

FingerSpelllng (consisting of a specific hand
conflwuratlon for each 1etter of the English alphabet) is
~'.rarely used in Amesla?, and is- usually reserved for
proper nouns., o | ._ |
W. C. Stokoe, idfhis article'entitled "A Classroom
j'Exp rlmentatlon in Two Languages, estimates Ameslan to -
have dbout 4,000 s1gns while English is known to have
abou 450 000 words, ;;Is\sgows a ratio of about one .
sign |to ‘each 150 words, when total vocabularles are
compared, but this does not make Ameslan any less of 'a
. language. This ratlo does ‘not account forﬂﬁultlple q1gns
‘ “used to express a concept, like the signs 'klng + oontrol +
land + over,' whlrh convey ‘the concexnt *Xingdom. ' |
However, translation is .not Just a matter of substltuting
a-sign for a word, For example, the Euglish questlon |
'Have you eaten yet?' and its reSponse *No, have you?'~
would be signed 'Eat finish (question indicator)' and
*‘Not-ye<~ you7(ques ion 1ndlcator)

" .The above 1s a very brief description of Amc lan. It

&



is by no means complete, but it-may provide the reader

" with some insight as to how it functlons as a language.

Signed English

, e Most of the sign 1angudge that hearing observers
see, includinglclassroom interpreting, is not Ameélan,

" but sigﬁed English; It is a visual, coﬁceptual form of
the English 1ahguage and follows"the English grammatical
system.‘ Signed Ln§]ish substltutes Ameslan s1gns for ;
English words and usually 1ncludes flngerspelled words as

o , o "well as”51gns, although tense,‘plurality,‘and word endings

are deleted,

SEE I, SEE II, and LOVE

) f

In 196z David Anthony, a deaf man, wa* werklng on the

._Deaf_Researdh Prggect at Lapeer State Hospitaly M;chlgan.
Hé found tﬁere waé-nb sign for everyday nouns like ‘sack,’
'Sponge;'fbr 'végetable' and ther= were no signé for such
words as ‘quite,* 'sort,: or_kzhe.; .He also found that
é_single word sﬁch as 'béar"could be rejresépted oy

. many signs.. It.is signed one way for the ani%al; another
way to meandpatience,'a third.to convey the cohcept of -
responsibility, and a fourth to communicate ‘to bear a
~child.,*' ~Furthermore, he found that heuhad to vse one
sign to represent many words with ihe swné robt but
dlfierent functions- '1uVe,' *lovely ™! '1oveliness;' and

i

this-same_slgn was used for the synonyms like 'bﬂautlful '

’pretty.f *attractive,! 8
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Anthony saw these aspects of Ameslan as proeleme and
started to work on developing.a sign language system
called Signing Essential English (SEE I). By 1969, la
group of interested teachers, ’‘nternpretcrs and parents
‘had formed an organization for the purpose of developlng

dgns to represent English.

Because of varied reasoning and differing ideologies,

" several members of the group branched of{ and began to

S

produce separate system“ of their own, In 1971 David
Wampler publlshed "Llngulstlcs of Vlsual ‘English" (LOVE);
in the same year David. Anthony publluhed "Seeing E ssentlal'
English" (SEE I); and in 1972 Ger1‘ee Gustason and otaers
published "Signing anct anllsh" (SEE I1)e ‘fbg
All of these systems adhere to the pr1n01ple that for

*basic?! words there are three characterlsolcsx meaning,

. spelling,. and sound, A 'basic' word is defined as a word

that has no affixes attached to it. :When it came to
deciding whether or not to treat a word as one or iore
signs, ae-in the word '5ear,' the criterion was tha# if
any two of tﬁe characteristics were the same, - (spelling +

“gound, sound + meaning, or meaning + spelling),. then the
. :

" -word would use the same sign., This is intended to steer

the deafl student away from Wh2 conceptuai meaning of a
sign and to treut it the same way as it would be in
English., Thus the word *tear,’ regardless of ihe meaning,

wouid always be represented by the same Sign. 'I1f any two



of the characteristics are different, such as the word
boy, as in a yoﬁng boy, and the word buoy, as in a life
buoy, where the mdanings.and spellings differ, tho signs
assigned would be different, '

" AL1'of these systems (SEE I, SEE II, and LOVE)
follow corrcct English syntax and also stress the impor-
tance of simultaneous Speaklng and signing.

For the remainder of this paper, whenever the word
'sign' is used, it will refer to a gesture included in one
of the standard sign systems descri%ed above, General
‘gestures ac used commonly by hearing people will only be
referred to as 'signs' when fhe gesture.is al;; an
established sign in a étandard sign systen (as in the
movement of thé w@ole hand flicking away from the body
to}mean.'go'). ' Pure pantomime is often used in conver- |
saticnal Ameslan, and is revularly used ¢n stage while
performlng in Ameslan and at tlmes with signed En"l;uh,
g0 it will De referred to simply as pantcnine, The term
'sign-mime' will be used when referrlng to altering signs
through pantomlme (using the establlshed sign Ior tree,’
but then dropping the‘hgnd down to’ glve the impression of
a\g?epfhg willow, or ‘a tree that droops,' for example).

The sign-language theatre producticn, The -Witech's

Lullaby, was directed Li-order to provide a means by which
prev1ously determined Drocedures could be rofreshed in the

director's mind . and nrew ideas could be tested., Because




" the:play was direc%ed'forka-mixed'adult.ahd_Cﬁild'audience_'

it is assumed'thet'the genefal'gﬁidelines set forth are

a%plicable'fo any age. It is also assumed that ‘the
audience for any slgn-language theatre productlon cons1sts
of both hearlng and hearlng 1mpa1red pe0ple. Both deaf
and h;rd-of hearlng peOple w111 be 1ncluded under the
category of hearlnp-lmpalred (H- I) _k | _

| It is necessary to emphas1ze that the procedures
and ideas that follow=are the suggestlons of the’ author:

and may not be apreed upon or followed by o+her dlreotors

in the field,

2



CHAPTER 1
SELECTING A  PLAY

.

N - -

Play . se1ectlon for a 81gn-language 1heatre
production 1ncludes all matters which must be cons1dered
if the performance were not to take place 1n s1gn a

language, plus ‘the added cons1derat10ns dlscussed 1n

ithis chapter. Some of the Spe01al problems of play

selectlon the dlrector of a 81gn-language theatre musti

face are treated below.

IO_ACL.LOI’I VS. ,?ords b : . , - |

A. Usually the more actlon on stage, the more a
o hearlng-lmpalred (H-I)'audrence\wlll_enaoy the
performance.;_ o . B
1. Actors standln in one plaoe slgnlng to each
| .other for an extehded period of . tlmemh l’lSEe
.-auulence attentlon.
vZ.iPlays where major action. hapuens off~ stage and
characters only %ISCUSS what happened are not

.as des1cable as plays where all dramatlc'

2

T ”actlon occurs on stage.
B. An abstract or-’wordy scrlpt need pob alway“
i.be_rejeefed. | | .
1. Exzenulve cuttxng nay be pOSanL 2, allowing

the-play to move at a more desirable pace.



|24 Interesting visual effects and action imposed
[ SN ‘ . )
/ by the directdr may overcome the tediousness

_ of long speeches, |

”. Scrlpts based cn English puns USUALLY do not
.:translate well into sign language.

1. Many verba;.puns are based on sound, ‘whlch b

obvionsly'cannot easily be conveyed on the -

/ hands, o

o 2, MaiapropismS»are difriouit to.convey with”"
S sign 1angnage. | |

| | .13, Do'not howeber;.imhediately ASSune a pun crz.;
, / . play on words cannot be coped w1th. "For - |
o .'example,'at £irst glance, Ionesco s The Bald”
Sopran seems to. deal ex tenslvely with \'
:presentlng a satlre on the Engllsh-languege,

but with a little work, - visual repres entqtion

[

" of what is belng sa;d can be found.
II. Visual representat:on of elements \hlch are usdally
non—v1sual s |
A. Off-stage sounds must somehow be shown on stage.
d 1 I1f a play greatly depends upon off- stage
sounds, it may not be a w1se ch01ce. For

instance, the’ ef{ect of ‘a play such as

Ionesco's Rhinoceros mayrbe'badly danaged if

the rhinos. offstage are not heard.

PPy .. o °



B,

‘1. Blinking lighté‘afe used for’doorbells. .

D.

“nghting can be helpful in suggestlng on-stage

2. PSychedelic 1ighting which changes With S

10

2, In The Witch's Lullaby, bagpipes had to be

'heard in the dlstance.' To achleve this effect
the actor walked across a backlit scrlm play-
ing bagpipec. ThlS communicated both the act

' 6f playing and the distance fac’tor. o

'Telephone convercatlons are not pOSS1ble 1n a

sign—language productlon.

\
A

1. They must ‘be cut. or substltuted w1th

~

4 messengera._letters, telegrams, etc,i-}

2, The as51stance of scrims and Special ef eete-

S

' may be needed here,

sounds. , . ¥

: varyn.m7 rhythms 1s an effectlve representatlon ff

‘of mus1c.

.epresentatlon of thunder._

<

If flndlng or fabrlcatlng uuch V1sual representa—w

3.'Lightning is a visﬁdl;

tlons becomes too cumbersome,_lt would be wise

'to chose another scrlpt
III. Musicals | '
Ay

if the.majority of the audience is‘te~be;deaf

:people,_a musical may not be the best choice of .

material. ¢ The muolcal will be thoroughly engoyed

only Lf a large nroportlon of tne audience can-

b
i3



; ?l._ | ?‘f,:-“'ff
hear.or ;re only hard- of-nearlng.: |

B, If the lyrlcc are w1tty enough to be enaoyed
apart from the nusic, or if the mus1cal can be
'presented with extens1ve choreography. then 1t ﬁw

- o  may bé acceptable for a large deaf audience.

You'‘re A Good han, Charlle Browr io a good

./.»

example of a mUSlCal W1th lyrlcs Tha+ can be
”'enaoyed without hearlng the muS1c. | |
C;”&f the theatre allows the hearlng-lmpalred
'audlence to feel uhe-v1brat10ns of“the‘mus1e;
A:thP enJoyment w111 be 1ncr°a°ea. S | o B
'1..The smaller the theatre, the better the.:
V1bration transference.‘ SR : p:ﬁf‘ RIS
2, If the audlence'can be seéted upon a good'
‘ccnductor, tha+ is, wood as opposed +0‘ .‘“;;g_'yl”ﬁ
‘ o - . concrete. he nmusic w1ll be engoye : a" i
'greaten aegree. Hav1ng gust the feet or armsﬁi
1n contact w1tn a good conductor is suffic1enf.

. . {
.58 [N ‘o .

3. Expériments w1th audlenoe members holdlng

balloons +o ,aid in sens1t¢v1ty to- v1braflons / R

o /,,

have been COﬂductea.

¢ . i >

a. The general resPonse was pos1t1ve; t'e g

/,

balloons de transferqvlbratlons su cess

’ f . L . P

fullyc ‘ ) , 5. ’/

/

b. Dependxng on such glnmicks' is not /

«

suggestea. rhey serve as a dlstractiOﬂ.

I ' ’ . ; . s




.12

and the posslblllty of breahage must
also be cons1dered
4 Mus1c w1th a strong bass 'rarrles' best.
IV. Thought provok ng vs. nght Entertalnment
A, Obviously there is room for both of these tynes'
of entertalnment in s;gn—language ‘theatre,
depending”upen the audieﬁée'and the director's -
vgoals | S w
BasRecent years hare seen a. trend in both profes- .
Qjei- sional ‘and non-profess1onal s1gn-language theatre.
groups towards thoughu—provoklng and away from
.'ilight entertdinnent, | | _
1 thlS has been ratlenallzed by dssertlﬂg that
the theatre is str1v1ng to develop a.more
m‘ﬂd :sophlstlcated audlence among H-1 pecpl
ékiThe lack of quantlty of s1gn—language tneatre
"performances mahes the ‘above reasonlng a '

- /')‘.

_mlstake. ”" ”’”?u |
EEANE Hav1n7 oml;\occaslonal opportunrtlcs to
- See & play performed in- 51gn 1anguage, *he
average H I audlence member probably would

prefer to sit back and enaoy the evenlng JEEREE A

without havzng to straln to understand ; T '/_
b - B | what is happenlng .on stage. o '7ﬁ
> : ’ b. Chooclnﬂ material whlch 1q more SophlSll-,

catéd than the audience shouldbe. attempted} :

,.
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o Coe T 2 S | SR
%

only when their need for pure entertainment,

~their desire to escdpe everyday probiems;

“has~been Satiated 2
Y
1) The_general H- I aud ence member

constantly struggles to anderstana

.‘i»n(‘dall“y llfe. If h; does not under-—
stand wh&@ goeebon ;n the theatre, he
/probably wxll not return, ;
2) Th;s is not\meant to undervalue the
' % 1nte111gence§and sens1b111ty of the H-I . -
SN eaudlence. Tﬁ% situatlon can be 1lﬁened‘
',_to that of anm hearlng person nhe/nas
:‘.fnot beén givenkthe opportunlty to 1earnj
to enjoy the heatre be;ore belng ’
'forced‘*o ;?counter play after play

'"whlch has -ttle meanlng.or enawyment

He, too, usually w111 not®

0 the theabre.} )

V‘ Castlng leltatlons -

Addlng narrator can as . much as double the

t ..r" . . AT

,_castlng requlre\ents.'~
Y

' B;'if many people w&s are not fluent in sign
*anguage must be ﬁast cons*der a short play.
9 ' Ce The more flex1blé the cast of characters, the .

'better.

- -~y




1. Because more fémales than male usually

audition'fqr a'pfodqctidn,

'pos$ibility of changin

\

to female. . _
. . 3 ’ N

_ . R o . . -
2, Because requirihg both a narrator and a . -

PR » _ A |
/;ﬁgaracters\can be deleted.or if several.can

N <,
TN\ ' / . . . A . ) T
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CHAPmER 2
SELECTING A THEATRE

.Often a'director has no choice. as to the size or -
- shape of his stidge space. If he does not, he may be
able to adjust the theatre he is given to avoid

\> - problem areas discussed in this chapter.

I. Size , - .
A. The smalWer the house, the better the tneatre
| exPerlence w1ll be.
p .: 4."1 The more eas1*y expressnons are seen, the
,.more engoyable the- performancejj;f
2. If one is us;nv a s;gn oystem which requlres

1ipread1ng, a sma]l theatre 1s absolutely

neceosary ) LlD movemert° w:ll not carry in’

4 a house seatlnv over approy1mately elrhty
~personq. ¢
" B, Sight-lines are cru01al. ; R

o . H e v
N

1; ulgnlng actors mLst pe fully v1s;ble to all -
1,%ﬁmembere of the audlence. .

T | 2, Theatre -in-the-round is’ next .to. 1mpossnole

- to stage Successtully.-_ _ | °
3. The proscenium theatr° pretldes ideal sight .
/\: : | llnes, but it usualij afford° less 1ht1mate B

seatzng, resu151ng 1n a' loss of express 1on j‘




=

b,

N

and vibrations.

‘These'pros and cons of theatre selection

must be weighed individually by each director,

depending on the requirements and goals of

his Specific prodﬁction.

-~ C. Vlsual aculty is importar t.

1.

-

Check 11ght1ng llmltatlon .The/ectors must

y
be seen to be under tood. LA

-

Theatres w1th llght colored curtalns, 1egs,

and teasers allow little con;rast to light-

,;gsklnned actors an. cause dy@flcultles in

understandlnp s1gns, and Black curtains oauee
“athe same problem for a d rm-sklnned cast. - Be .

uﬁaware of the need for contras tlng background.-

i
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"/ I, Audience requirements

iy | CHAPTER 3
| SELECTING A SIGN LANGUAGE SYSTEM

A sigm/ianguage system for the productlon must be

~selected by the director well in advance of audltlons.

CIf the’ dgrector is not ;luent in sign language, he

obviously must co.=ult with the produgfidh assistants
who will be helping with the translation process before

making his. decision.

| A ThevcpiidfauaienCe is eqused3t6 é variéfy of
s~ign'sy'Ste'ms, o ' . o

i. Although SEE Sign¢ are used in many schools,

they often en1a11 thrae to four signs fcr |

each: English word. Thls becomes qu1te gwkwaré

and low for staae'u$e4andgtherefofe is not:

) ‘advocated here.  . ‘ . \

2 Signed ngllsh is undérétood by mdéf.H-i
”children and is a safe ch01ce res1d1ng neatly

between SEL and Ameslan. ‘

:3. AmesJan may not be- understood by young H-I
_'chlldren w1th hearing parents, or H-I parents

'"“lwho q§7port SEE signs., If{whowevenrJtpe

story line is knovnm byﬂthe,bhildreﬁ,

 play"
-or ig made cbvious through the genéfal action
) , ,
/ N . .
/ 1o |
_7 ~
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\

\

C.

- 2T he Production Goal ';“?;YX |
Ao \

Co

'111, To
| A.

‘1, Most are not fluent in -English.

ust choose whichever s1gn syqteg the maaorlty of

\l'\
on stage, the dlrector may prefer Ameslan as
a more theatrlcally exp”ess1ve med:um.

Highly-educated adults are usuaily blllngual.

-

-1, Most” are fluent in Engllsh and\may prefer

signed Encllsh.
2, Most are fluent in Ameslan, unless they were
trained orally and have only recently 1earned,
or are in the process of learning, eign o
. languége . | ‘
The average H-I adults are’npt'ﬁilingual. ~

2, Ameslan is preferred hexe.'

-‘. \"

<

Is s1gn language to be used\pr:marlly as a means

of cémmunlcatlon or ‘as an ar%\form” ‘

"If it is to be communrcatlon,,\?en the dlrector'

!

his audlence feel= most oomfortable w1th. z

If one has no 1dea who his audlence will be,

Ameslan would be the usual choice, for it:allows_

'fhe'mpst freedom in translation and blends best

with pure pantomime, sign-mime and generél
geetures. T
mouth“or.ﬁdt'tb mouth? :
Moufhing is the process of eilently sbeaking;.-

English words while signing. :It allows‘Iip~

18
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reading .to accompany the signing and enhances—— O

the communication process.

B, If SEE or signed:English is used, mouthing is a

necessity arnd should?alﬁays5acoompany the signs.

C.'Mouthing while signing Ameslan is controversial,

1,

| b. Opponents ‘say that if a pprson is n>t fluent |

One method is to sign Ameslan while mouthwng .
Engllsh. | | '
a. Proponents say that this metnod allows H-I
people not fluent in Ameslan to understand.
'through‘lipreading the English..' i
b. Opponents say that cOmmunioating with one
| langnage'on tne_hénds'and snothernon the
mouth 5s‘confusing,'ootnttOrtno audiencef
, member who reads both llpreadlng and s1gns

e

and to the qctor requlred to do bOth. - \:

;A second méthod is to sign and mouth Ames’an

simultaneously. 2 | ' ;{éf -

a, Proponunts say that if one dves not

comprehend the s1gn on’ the nands he may

catch it on the~mouthy or if one does not.' _

know the sign, the 11p movement may
‘_clarlfy it. o

in 81gn1ng Ameslan. mouthlng Ameslan w1ll :
not be an ald ‘to communlcatlon. Ameslan

“doe not follow nngll sh syntax; therefore

e
b

SRR

o
o
3



the languag° itself must be understood to

benefit from corre5pond*ng llp movements.

3. The final choice is not ta require that words

be

a.

<o

b.

~ larger portion of the audience, It may also

'mouthed.:
Elimlnatlng 'mouthlnc' does not mean
clamping the'mouth tightt and never moving

it, but 1t does mean that the actor need

not mouth each word or sign. | ~°- \'

_Opponents of mouthlng say that 1ipreading

r e ~".‘-

does not carry past the first few TOWS in
the house. while natural facial expresslon
does, Ffeeihgfthe mon“q. rather'tgap

_eenfihiné-it to the sm..1 movements involved

in saying words, carries more meaning to 2

iricrease the concentration and infensity

of the actor, ailowing him to communicete

more fully tﬁrough body languégef”éiﬁee'his

‘attentlon is not diV1ded between body and

mouth.. However, many Sign° are characterlo—

tically accompanled;by rather‘unusual mouth
and torigue ‘movements, Many directors feel

that if an occa81ona¢ “word is mou»hed in

”this context. the lip movemént is. natural to

the accompanylng fa01al express1on becauce )

it occurs 5pontaneousle'

a0
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¢. Proponents of mOuthing-saQ;;hat many H-I
.people.depend:a great deal upon readiﬁg |
llpS W1th the s1gns,.and denr1v1né them of
this added mean° of communication greatly

é"

inhlblts the scope of the,productlon s
o audience appeal._ |
D. Whatever the dﬁrector decides in this 1nstence,

he»must ‘be sure it is what HE thinks is pest for

;his Spelelc productlon, for if is almost certain
that he wl;l not please everyone in the audience
.on thls po;nt. C
IV. Flngerspelllng

A, FlngersPelllng should be ¢v01ded whenever—

poss1ble. |

B. It does not carry much farther +han mouthlng dceQ.

C: If it cannot be avoxded, or if the d1rector wants

%o use‘flngersPelllng for an effect, try to have -
AN § pfeeented in as 1afgedand slew a manner as

poss1ble to fa0111tate readablll*y.

At -\&
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'CHAPTER 4
INITIAL PREPARATION
:The:oruer in.Which_fhe'ihitial'preparation,occurs
may vary‘depehding.uponcthe.heeds.of.each_indiuidual‘
director and production.:'mhe director may decide to
set the rahearsal schedule before cuttlng the Scrlpt,f
Ifor example.. The dlrector may also dec1de to delegate
typing the scrlpt to a production ass1stant, although
the author has performed this taskwherself, us1ng it
-///5322\35 opportunity to be come further familiar with the f”
A ‘;, scrlp't° Thls, of course, 'is directly 1nfluenced by -

the ease with which the dlrector can. type.

I. Cuutlng the Scrlnt
A. Only cut large, glarlng problems and only change
the Engllsh if it causes obv1ous dlfflcultles.
As a general rule, small problems usually work fm—f

= themselves out during translation rehearsals. i

BE'However, do'not'be afraid to cut when it is
; clearly necessary; and remember to cut as many
characters asg poss1ble, or at least know how the :
lCaSt can be cu+ in case too few people audltlon.

C. Entrances ‘and eylfs must be lefugwn to-avoid

confusion as to which scenes-each actor

>
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D.

participates in, Often an actor .can play an

important role on stage whether he has written

"dialogue or not.

Anythlng Whlch slows the pace unnecessarlly

b should be cut.v‘

E.

'F.

Ge

"H,

I.

If a word, or llne. or portlon of the script

.does not transla e well and is not vital ‘to the

‘play, cut it.

If somethlng does not translate well ‘and IS
v1ta1 ‘to the rlay, keep it in and do thé best

you can with 1t.

Longispeeches should be shprtened as much as

pbssibleiﬁ

When it is posslble, references to sounds should';

be changed to v1sual references. Fo: examplez'

'Dld you-hear? A plg squealed, can easily be
changed to ‘D1d you see° A plg ran. by.? |
Obaects Whlch will obviously cause “problems. 5h

translation can be changed to thlngs Whlch are

'equally acceptable tp the story but are easier - .
'to translate. In The Witch's Lullabz a plnbb o

.,of snuff was a necessary. 1ngred1enu for a spell,

- .but ‘would have been difficult to sign and would .

have very little meanlng to a modern Chlld

'audience;. A whlte rat was used 1n the spell

.11nstead of the _nuff;;dt made more sense and

o



foreshaddwed-the_use of a white raf%}aﬁer in
the play. - | | B B
Je Short nonsensxcaJ songs may be fun to hear, but I
can’ prove confusing to- a H=- I audlence._mSuch
- Bongs can either be cut. or 11neS'whlchvhave'a
~ positive contrlbutlon to make to the piay can be . ..
.extracted- and used as dialogue. . '
K. If a passage requires flngersPelling;'eitheé cut : ; .
it or alter it if at all possible,
II Typlng the Scrlpt : : C B i
\ A, Because s1gns which will be used must’ be written 5;
- in by the actors; double-ﬁer'triple;spaeed -
scripts must be prov1ded. N |
# . .. Bs Once cut, the entlre Scrlpu must be typed for
| dupllcatlon.l
1. Keep the masters after the scrlpts have been
run off. I more scrlpts are needed, rebyplng
" will riot be necessary. |
2 The dlrector, assvstant dlrectors, and . perhaps
~ some actors will need two scrlpts: one fqr the
, 'trauslation, ‘and one for the blocxlrﬂ.i
IIT: The Rehearsal Schedule | |
A, Usually s1gn—laﬁguage theatre pfoductions_require'
v | approximately tuiee:the'rehearsal'time of a .
- hearing productiou; Eesides rehearsing charaetef

>
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i

.development and blocking, aslin‘a hearing

’productlon. the'director‘mpst deal withs

1. Adaptlng the script to sign language.

2, Teaching any actor wﬁo has no previous

“ experience with sign language the signs |
-ﬁeedeqrfor his role. The author has NEVER
worked with a cast in Whlch every pereon cast

> had a kndwledge”ofesign language; de not

) expect such a perfect s1tuat10n to ex1st.-

3. Dellcate tlmlnr mus¥® be achleved 1f narrators

and ulgners are to blend into 1nd1v1dugllzed

’characters.

B. Allow s1x<to eight weeks. of rehearsal,-depending

C.

upon ‘the _length of the=plav, the exnerience‘oP

the actors, and the complex1uy of the materlal.;

Very generally. a rehearsal schedule for an

Ameslan production could be set up as follows:

4¢1.;Allow two weeks for;translating. Less time:

'yould be needed for a slgﬁed English'producfion.

‘since this dces not involve translating from
,.one langudge to anqther. .

2, One‘week should be set aeide 40 allow narrators
‘and signersltbvwork on chdracterliation and

timing

| 3+ There should be one,'flex1ble' week to work

on problems WhlPh may have arlsen.
3 . . . . N
L
Yo . L

ca i
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. 5 '

.

Two weeks are required for blocklng.

a. Blocklng occurs after translatlng and :
:narrator/s1gner tlmlng\;enearsals becanse:
much blOCklng 1s determined by the 'choice
“of sxgns, and narrator/s1gner synchrcnlza-
tion must be established before worklng on

the tlmlng 1nvolved in mov1ng durlng a-

line.,. . =%

SOlVlng problems, and working on.individual
<scenes or acts; no contlnulty -has yet been
establlshed. | 7

One week of run-throughs must follow to allow

the produculon to develop contlnuluy.

_ 1
Technlcal rehearsals may regquire- more than

I
one week,

1
{

- aes The director may decide to have oneiand a

7o

E'half or two weeks of.technical.rehéarsals,

b. This pnaée-includes”settiﬁgﬁfhe 5lccki?%.:'“

s %ce the v1sua1 elements are of such grear

portance in a s1gn—language productlon.

“be T chnical elements can be phased in through

tzls perlod. e

Thes schedullrg guldellnes are very genorar,

and include much overlapplng of areas.-

" Rehearsals will be dlscussea ln greater detall

'in Chapter g

26.
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CHAPTER 5 |
SELECTING PRODUCTION ASSISTANTS

Production‘aSSistants should have. the same qualifi= -
cations expected of their counterparts in'standard
productions, It is also suggested that they have: the

added expertlse to assume the reSpons1b1l1t1es dlscuSsed

-~ in this chapter.

t
[

I. Two asS1stant dix eCuors—~one for signers, one for

narrators.

A. This allows the director to separate the cast
into two groups, each worklng W1th an aSSlStanu
- director, thus freelng the dlrector to move from
~group to group as necessary .
B B, TherasS1stant directo? for signers should have
the follow1ng qualiflcatlons and aSS1gnments-
1. He, 1s preferably a H-I person, but -éan’ be
hearlng if need be. ’ :
. 2, He must be fluent in the s1gn system belng
o used. T ﬁﬁl
3. He: must have some theatrleal experience,
preferably in. s1gn-language theatre. -
¥, His dutles ares ~' |
‘a. To assist with the translation of the N

script.

7 L LIV
/ : R
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h b. Waile WOrking éepaﬁa%el& froh‘thd narrafofs;'
to take over the director s resPo s:bilities
during the absence of the direct r.'
| ' c.-Wn}le work}ng signers and narrators y
_ o L. together,-to}stay on"thelbook and be S
o - prepared to cue'the signers, freeing'the-
dlrector to concentrate on blocklng and
" characterizatlon... B
d. To take notes on . characterization.and‘
clarity of 81gns, since 1t is dlfflcult
for the dlrector to see and hear everythlng,‘
h/ _ espe01ally during tech week.when he w1llv
f most likely be preoccupled W1th technlcal
, | asPects of the produetlon.- :
///:. ‘The a551stant dlrector for narrators should have
;ff:. the following quallflcatlons and aSS1gnmeanx
a ; '1.4He must be a hearlng person or a hard-~of-~
; //* o hearing person who has sufficient residﬁel
-/ ;o " hearihg to enable him to evaluate néfratersn
}h : | voices., Co i" R :
fi"ej 2, He need not be a {1 uehtfsigner,”altheugh it
| helps., S o 'j, L
3.'He must have some_ theatrlcal experlence,' |

preferably in 81gn-languave iheatre.-'

4..His dutles ares

o
g
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é. To assist with translation of script, if
possible,
b; While worklng separately from the s1gners
- to take over the dlrector s reSpons1b111t1es
during the absence of the dlrector.
"c. While worklng signers and narratoro
together, to stay on the book and be |
_prepaied to cue the harratérs} free}ng ihe
director xo-eencentrate/oh blocﬁing andﬂu
characterization; . N
- de To take notes on charaeterization,
-proaectlon and olarlty of dlctlon.
D. Durlng blocklng reheaxsal S, both ass1stant ‘

dlrectors are respons1b1e for wrltlng down the

blocklng.

//

II. Stage Manaﬂer - y o,

4

'A.‘He/%hould know sign language.

L/ 7f he does not know sign language, he must
/ _ aétend rehearsals regularly and learn enough
:s;gns to glve cues bacg stage,.make the H-I
actofs feel'comfortable, and‘be able to handle
. any, emergency which might arlse.
" 2, Stage manager SklllS should take precedence
_over s;gnlng.oklllsjl Slgns;can be_taught |

. quickly, managerial experience cannot.

e .
/ ’ o ) ) &t
. (‘ . :
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B, He must be prepared to handle more entrance
cues if the H-I actoers cannot see the stage'to o /

,ﬂ' teceive theip euellinee. |
II;/ Set, Costume and Lighting Designers; Prodhcfion

Technlcal Dlrector

,/‘ A. They should have a knowledge of sign—language

L " theatre, but.need not know 91gn-1aaguaoe.’
B, If'designers'With this experience’ cannot be :
'found, it is amperatlve that the ones chose |
can and will adJust to the specmal rcqulrements
of a sign-language oroductlon, since vlsual//
.elements carry added significance in thls form,
of tnﬁatre. |
IV._Stage CrewD and House Personnel |
A, One member of each crew should have/a,%nowledge

/

of 51gns Yo ensure prec1¢e cue Qellvery.

r B. The house manager and. 1dealiy,,one usher for -
: Lo : . Lo ‘
each performance should be fluent in sign




CHAPTER 6
DESIGNING THE PRODUCTION

Designing a sign-language theatre production only
- differs from standard productions in the area of
emphasis: productions in sign language call for

technicel effects that emphasizc‘visual expressiveness,

. I, Settings | o ‘: L
: | . A. The stage should enhance the visibility of the |

signing. This implies a sghple.background, with_
Ian av01dance of colars or patterns that could
produce V1sual dlstractions.

B.,There is norobaectlon to an elaborate set if it

| does not dlstract from the signing. | |

C. If scene changes are to take place durlnula
blackout. 8pe01a1 attention should be glven to

speed, since a H-I person who is not used to the

theatre may become uncomfortable durlng an

-

- extended blackout when he is deprlved of his
sense of sight, ’ |
D. Incorporating a variety of levels in the set can
aid the V1Siolllty of 81gns, thereby allowing
more freedom in blocking.
II. Costumes. ' B ‘

A. As with settings; costumes- should enhance the




“visibility of the signs.
B. Details. particularly sleevels, should not
interfere with free signing.
1, Sleeves which are too full and tend to
balloon are very distréctiné. |
2. Sleeves which are too tight can hinder
| movement., |
e Slee%eless cbstuﬁes and‘plunging necklines
.can result in seeing skin against skin,
providing no contrast to ‘allow the hands to
| be.seen;. -
.C. Designs that offer simple lines and one=~-color
tope are most effective.~

D.’ Colors should not glare, but can be bright if
| they ﬁrévide ezntrast to the hands and face, and
are in harmony w1th each other and the set.

E. Hats, hcods, wigs, etc., must be watchea carefullJ
"to be sure they do not shadow or hlde facial
expressions, - | "

" F. Gloves can be usedftoAaid‘contrast) but obviously
| must it perfectly. .. | |
G. Special effects can be achieved through costuning.

1. Garbled speech can bz suggested by signing
‘with mittens or under capes.

2, Hoods and hats cen be pulled in front of the

eyes if one character does not wish to 'listen'




to another,
J. Use the imagination; the possibilities here

are endless,

III. Lighting
A.'Visibility should be the first eoncern.

B,

1, Dim lighting creates‘eyestrain for the H-I
audience and may ruin their enjoyment of a

production,

2.'Here, at all t}bes, communication must

override artistic concerns.
This does not imply that lighting'must be. flat
and untheatrical, but simply that everything must
easily be.seen‘- Having guaranteed visibility,
one is: free to add whatever artlstzc effects

he de51res.

1. Please see Chapter 1 for several uses of ’

lighting whlch are concerned with maklng

non-visual elements become V1sual. .

2, Light is alsc an invaluaole tool for shlftlng

attentlon.
a, This serves an even greater function <than

’ in'hearing~theatre. Here a spoken line

cannot be depended upon -to- attract attentlon..

The attentlon must shlft bcfore the line,

or the sizns will not be seen' and the 11ne,

JJ
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and many that follow, will be lost
completely.
b. In The Witch's Lullaby, a green glow

appeared at the fireplace before the
witches entered, Although no lines were
sald immediately, the impact of an important
moment in the drama would have been lost if
the first entrance had been miseed.
3. Lighting can be used to @stablish atmOSphere
which would normally be‘accompliShed through
.sound, ‘

a. The key to success in using atmospheric

- 1ighting is finding a compromise which
allows the Speeial lighting to be effective
while keeping the dialogue visible,

h. In The'Witeh's Lullebﬁ, whilé.one‘witch

was’conducting a spell, spooky music played
while.a red *special' made her glow eerily,
Thié is one:instance where the effect had
to succumb slightly to vibual requizements.
The general llghtlng could not be brough*
down as much as the lighting de51gner would
~ have wished because dialogue 1mmed1ately

followed the spell, ‘

4, Backlighting can add a great deal to sign- B

. language productions, . Again in TheIWitch'e'

15
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HLullab ,'two'witches chanted'from”a rocky
ledge:_"Fle on sister. fie on 51ster. You'll"
; dangle from a tree and d1e.} Tolachieve"a' |
.. diabolical effect the witches Qére behind-a”
screen, backlit red, s1gn1ng at the sides of

”their ‘bodies, so that arm and hand movements

- ,
P . T % . ~"

could be d1scerned o
'5'5. Blackllghts can be effectlve for limltlng
_ visibility to hands or Taces ‘alone,
y o _ .~ f‘ié. Strobe lights should be used with care to
) _avold eve‘strain. N
7¢ Multi-media technlques have been used
Q§}; o .' successfully. . o
| a. Slides can be used to establl;h a pre-show
-mood; childhood photographs have prov1ded
background.whlle actors related personal
'eXperiences in s1gn language.
b. Film can be used to convey infofmation
lthat mlght normally _come from a soundtrack.
ce The llmlileSSppOSSlbllltleS of«uS1ng such
effects are“only;suggested here to'provide
a challenge to the. lmaglnatlon and ingenuity‘
‘ 5 of the director and designers.,
lV. Make-up | |
A. Because faclal expreos1on is v1tally important 1ﬁg

7

understanding sign language, stage make-up for




sighing characters must higﬁlight features to

convey subtle as 'well as broad effects.-»

In the case of narrators who also appear on stage

" as apparently non—Speahlnb characters, make-up

f_must mlnlmize fa01al express:on. For example,

in The Witch's Lullaby, three narrators portrayed .

black cats. Black-face make-up extended over
their mouths, maklng the 11ps barely visible,
consequently lessendng the:distraction of seeiag
talking catss * .
Masks would logically-appear'to be a bad ehoice

for Sign-language theatre, Since'they result in

a total loss of facial express1on. Nonetheless,

masks and related LbVlceS have bnen used

effectlvely.

1. Full mask has be»a used for an an01ent Greek
'1 play, and, although no mask was changed,
.audlepce_members tpought the actors changed'
masks during the cqurse'ef.the.play,.fOrpthey
-‘fseemed to alter as the eharacters changed

.moods.

2. Stick puppets have been made to come alive

when actors 'stood behind them, allowing only

their arms to shoﬁ. Iﬂ‘this vay, human arms

'blended with puppet heads and bodlps, allow:ng

“the puppets’ to sign. . Although they ‘had to be

._.536
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D, No
'be
to

Sound

made painstaklngly clear. the signs were

eas1lj understood.

v.

make-up dev1ce ‘or technlque can be assumed to

imposs1b1° untll it has been tried and proved .
fallc |
Effects

- A..Every<sound effectfnust-be given a;visuaio

representation}(see'Chapter 1,'SectioanI);

'B.'Because signhianguage theatre'draws nixed

audlences of deaf. hard-of- hearing and hearlng ,

people, sound ef ects ‘must be planned and

executed as carefully as they would be for a

a

hearlng audlenceL

vl._

w

" of a s1gn-language productlon that many times

2,

So-much enphasis is put on the visual elements

the sound element is. neglected.. Do not make
this mistake!

Hearing'members of the audience must'be'

h,prov;ded the stlmulatlon of music and back-

““ground noxses. Furthermore. without sound

effects{ hard-of hearlng people w1ll feel

a that somethxng is. m1ss1ng. although they may

not be able to state-sPe01fica_ly what it is,

i N
i . e




' CHAPTER 7
AUDITIONS |

Thishchapter describes three asPecfs ef the aUdition;
processsi preparinb audltlon materlal developlng
specific éroeedures to organlze successful audltlons

" and suggestions. for evaluating the people who are:
auditiOning.:-It‘islimpertant to remember‘fhat the
foundatlon for a cooperatlve and harmonlous worklng

, relat;onshlp must be laid- before rehearsals begin, A
well organlzed aud1t10n period- w1ll be a deflnlte asset

e %o any productlon.

I.:Seheduling Auditions .
’ A.fSpaee ahd'equipment needs_must&be-eonside?ed.
| l.ﬁBecaﬁse'movement, ?antomime,ahd iﬁprovisations
T : s . play eniimPOrfeht role"ih-the audifion. B
| -procee@ihgs e séecious éudition.area is ..
necessity.n} ' . s TR \\;~
' 2 JSlnce hands must be free to S1gn during
audltlons, muS1c stands should be used te
hold the’scrlpts,
'B. Plan t6 have a.ser;es'6f'audit§qns”for cvery'

production., This is needed for the director to

[SEEN

' see as many combinations of signers ‘and narrators




- as possibie‘and to check the sigh-retehtion

-aoility,of-nonesighers. o ﬁﬁr b |

1. At least three 'ooen audltlons should,be
xscheduled. It is deslrable to have each

.audltloner attend more tnan one audltlon.

-

*

Schedullng less than three *open' audltlons
| wouldqnot ‘make &n allowance for the poss1b111ty
of "an audltlomez belng unable to attend one
udltlon seqsron.'
2." The number of 'eall- back* aﬁditione'varies
‘with eeon'broductlop. If many audifiohers .
:”jettehded all the 'open"éuditions, perhape_
'only one 'call back' audltlon wbuld be
ufflclent. If many audltlonera only att eﬁded

[}

one or two 'open' auditions, two 'call-back"'Jj

..I'

would be requwred.

decisions. .

Ii. Preparing for_Auditions
" A. Have an *audition oa-ket‘ available one week
~prior to audiﬁione. ;Thisupacket:shoula contain

a variety of material.

71 Include the portlonq of the script Whlch w1ll o

be used ior audlulon scenes, This allows

1 L -

NI
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\

pe0ple who "are able to do so to translate'

'_ auditlonq ' o : e

3.

materlaﬂ 1nto 81gn 1anguage before they must

iV

‘ Lo ' TN

‘Because on;y‘portions of the‘scribt afe .nade
\ .

'avallable, include. a brief plot synops1s.

Include information about the 31vn language

system whlch will be used in the productlon.'
-Many peopw have strong bellefs as to which
systems should or 5hould not be: uSed on stagef

_ Prior knowlddge of whlch sign system will be

used can avﬁld confllcts at audltions."

Clearly expl in audlulon procedures for both

s1gners and non~S1gners. _ -

=18 Regardless of the system belng used for
'performan~e. audltloning 51gners houlg
translate as much of the scrlpt as p0°s1b1e

into Whichever sign system uhey are most e

‘comfbrtab}e using, cencentrating on the

roles'the¢ mdst desire, :Since‘rehearsal

time is- allotted for caroful and. uniform

Y

translatlon, audltloners should be
- s ~ .

instructed uoﬂconcentrate Qnﬂgharacter U

develepmeﬁt,fndt;their_hands, durihg

‘additionsé -

 Da Whiie non#signe;s shoﬁld.be.eneouraged to

consider narrators' roles, they should also

o
C’j«

L ko



be encouraged to audltion s1gn1ng roles
through pantomlme.
5. Audltloners should ‘be Jnv1ted to come to as’
many audltions as poSS1ble. _ |
B. Prepare material to be used for: pantomime
1nprovisations-(see Il.B‘below). .
B Translate.scenes for non-signers (see IIlB below).
T D. Please see Appendlx for sample audltlon forms
-and 1nformatlon.'“ _ . o s
" III Audltlon Procedures - |
.‘kf As prev1ously dlSoussed allow people to use
"whlchever.s1gn system they feel most:comfortable
:?” . using, L Lo
| B, Do not linit auditions ﬁofﬁeoplevwho heve a
,nrevlouslknowledge of sign lanéﬁage; -
1 Use pantomime 1mprOV1s tlons to evaluate
the actors! phys1cal QQPabllltleS.for
:fcharacter portrayal. i
.2, Translate short sections of the scrlpt us1ng'
| ‘a few s1mple s1gnu, and teach tho e s1gns to
" each . audltloner who. knows no 91gns'.ass1stant
.directors na_é be helpful here,

- C. Ask non s1gnero to return to the next dudltlon

" gess ron to 11nd out how well they retaln the

/
/

.. = e . -

signs learned.- ' A -
- .,

Ly
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o . D. Do not limit narrators' auditions to the sex-of.

the ‘signer, - because of smail attendanee_ef

A-éuditions for The Witch's Lullabv, a'mah was

asked to read‘a witch's voice so t?ét;thefe.

WOuld be 2 narraior for the chafacter; He.did

such a flne Job he was. flnally cast as the most S

evil w;tch's narrator and did an eycellent gob.'
E,-Usually S1gners are limited to belng cast as

characters who correctly correSpond tvo the

aetor s.sex. udstlng s1gners in roles of the

opposite sex"requlres_a VERY skilled 81gner/§ctor..

The Witch's Lullaby had too few male auditioners;

52
~e

One female who audltloned had a *Peter Pan' =
“qva11+3, Whlch, in a hearlng proauctlon,'coula,
v : have allowed her to p1ay a younﬂ boy. dowever,
her s1gns clearly read 'Iemale° After eyperl—
-menting at audlt;ons it was determlned tbat it
was-iﬁpocﬂible for her to pass as a male. Thls'
may not alwayq be the case, but cautlon nust beﬁ
Q‘exer01ued /" | | o ) |
“thFg Let‘ﬁrosPeetive narrators know what igvexpecfed
.Of/fhem'BEFORE they accept pafts' | |
1, Belng a narrcator can be one of the most'"
dlfflcult and thanhless job° in a s1gn-:

\ L
.language product;on, \\;




IV. Casting

G.

e

2, A narratof'mu st . be able to “work hard, stay
in the background, and alwayq put the play
first. o \_['

3% If'narrators are bécoﬁing strange inanimate
obaects, such as clocks, statues or deer ~

: -heads, they must be able to ccapt these

;;;;;ai\zsﬁVéntlons’w1thout feeling silly and

- self-conscious on stage., s

Al

A narrator can be double cast if his characters

never need to talk with each other.

H.

I1f there is time for costume and make-up

changes, a versatile actor can be cast as a

O

.signer in one scene and a narrator in another,

o .
~

A.‘Evalaate auditicners on'overall'QUalities; not -

‘ . \ .
on sign selectlogs.

1. Thetbnly differencé between ,a hearing .

'production's casting requirements and thbsa
‘of a sign-language production is that in-the
latter'the'actors are more at the .mercy of

thelr phySlcal llmltatlons."

ae The shape of the hands has a graat deal tov'"

do with the effect ‘an 1nd1v1dual's 31gns
has’ on the audlence._ If a peruon_WLtn B

-

w3



very ﬁhort, broad fingers is auditloniyg _
for he part of a, witch. he simply will not

//be successful in the part. The fingers
[

which case the flngers can haveﬁ§ softer
appéaranCe.. | |
b. Because sign 1anguage ‘is very pnysical,
involv1ng a great deal of body 1anguage,
the actor must be’ physically exnre381ve
and f;exible. . o |
-Lé’ Scrutinize the style of signing. Each person
| w1ll immedlately exhlblt nis own style, even ,
when us1ng mlnlmal 81gn ing. |
a. Do NOT expect to change a ;;ersbn{s style
of signing. ' | o
'.’1; As a rule, only an'experienced actor-
»‘sigher‘dan chahgeihis'signing sfylé ’H
at will. ) | ' i ' - . | :"
2, A perSOﬁfpan be asked to chgnge his
“ stylé}:if hefcén immediately, it may be
'safe to cast him, bat i¢ he. cannot; do
| not plan to *‘work on 1t. | | '
b. Match stylo with~character.' For example;
an actor who has a smooth, délicate style

., of signing should not be cast ag a witch.

50
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' C. Changing=thé{siZe of signs can hsually be
| accomplished sﬁccessfully. E ¢
-~ Be Whén evaluating non-sigﬁérs look for speéd.and
ease iﬁ learninig the Signs. THe larger the part,
the more crucial this aspéct is,
C. Eye contact is 1mportant.‘
// . 1. If an actor has trouble susoalnlng eye coritact
SR with other actors. be- leery of cgstlng hin,
/o o 2, Signers who do not establlsg\éye contact on
stage appeaI to the audlence to lack concen-
tration, , : R |
3..Withouf eye contact, a signing aétor cannot
| take visual cu¢’ if.:.a the ofher signers,
L, Slgners muot keep eye contact w1th other».
| 'actors to kevp: alort for differing line
dellverles from one pcrformance to the next.
D. The 1mportance of Hariators must not be overloo ed.
fduring auditions, ° - g | ‘4
1. Slgnerseand narrators must successfully blend -
to,crgéte individual characterizations.
ql Tﬂe director strives to find a voice which
matche; theﬁqhqractér'ahd”the body-bf each
- signer so perfectly that a hearing audience
member‘who»docs not know -signs will éoén;
S l_ o o imagine thaf the signiné actor is speakihg‘

- and. will not be aware of a separation of.

-
e

o




‘ tbody and voice.' )

b. ‘The- volume, quality, and timbre of the . &
voice must seem logical for each character.
1). Do not cast a light voice with a heavy

body, etc, )
2) It does not matter what the Signer s
| own voice sounds lihe.‘ DO NOT listen
- to his .yoice and cast the closest match
-as his narracor, Since the audience Wlll
 mnever hear the Signer’s owvn VOice. Match
a voice that seems most logically to fit
~the sjigner's body and character. |
2, Signer and narrator must be able to agrec on
characterization.

a. If they see the charac»er going in opp051te
directlons and .are hot flexible in their
feelings, they must 1ot be cast together;‘

' b. Since signer and narrator nust’work very
closely toﬁether,,two people who exhibit
a personality conflict should not be- cast
in the same reley ---
3. If the. narrators are to be incorporated into
the action on stage, their phySical traits
must be. observed.

la. They must be able to limit phySical



oy
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characterizatlon. A o
De If‘theyigxe,to beeomeﬂobjeets or peoﬁle on -
, étage, they hgst be ﬁhysieallifsuited to |
thoSe“foles.,' | . : |

i, If they are to becone black cats, they |

_ cannot be too large and should be able
. to move well, for instance, \

2, If-ﬁé;ratbrs'are_to‘beceqe inanimate -
objecfs,'the‘decision gsbfo'Whatvkind‘of
‘object each harratdp-shoeld become would
be inlluencedoby'the fhysicel stature of

- eachlherrator. For example, a grand-
father cleck’shoula be taller than a

floor lamp.

[93
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_CHAPTER 8 '
REHEARSAL SCHEDULE |

8
o~

Vo

An eight-week rehearsal scnedule should follow the’
) pattern set forth below.

TRANSIATING
2 weeks
NAR/SICG . _ |
‘ Y it et R A
o : : 1 week| . - .
4 " FLEXIBLE
. 11 weekl
GENERAL BLOCKING SPECIFIC BLOCKING
s [T . _ : 1 week 2.weéks
. S S " RUN-THROUGH
- : -, N . 1Week_':_ "‘.J
KEYs ~.+Major Emphasis _',‘ e - -
.f;ﬁ“: 'Secon?ary ;mphaglﬁi‘.” - TECHNICAL
I S ' iweek

Following are gui dellnemlmlng and conducting
the seven phas:.s of the rehearsal processy

<«




A.

Ce

T Translatlon Rehearsals

Translatlng the scrlpt must be the flrst order
of business,
Both signers and narrators must be present during

translatlon.

\Have an 1n1t1a1 cast meeting where complete

scripts are distributed. Leave time - between
this cast meeting and the first translatlon

rehearsal for people” who know s1gns to develop

~ ideas for‘translation.

D,

E.

F,

G.

Translations MUST be written in'pencil to allow

-for changes as. rehearsals progress.

It may prove beneflclal to prOV1de edfh acfor : ;//

with a second scrlpt for recordlnﬁ flnallzed
translatlons.,

Althoush everyone in the cast may contrlbaue to

‘all character translatlonr the director nust

maihtain:finalrauthority:omer.éllitrahSlation
decisions. | o
Trenslation rehearsals must be closed, This is
a time when fhe actors are developing their
characters and are nct yet at ease’ with them-

selve s their parts or each other. Outside

© obs ervers may inhibit the actors. from argu nb '

over tran 1at10n ch01ces, hinderlng valuabre

character analyS1s process ;nherent.lnssign— _

20



language.theatre;' oo ﬂ . \

1,

‘.81gns from whlch to choose, and rehearsal time

2,

Transliterating into signed English is not as )

time consumlng as translatlng into Ameslan,

However, there will. stlll be a varievwy of

must be allowed to develop. those ch01ces. o
Transllteratlng may not include as complete
a character analysls as does translatlng into

Ameslan. Thus addltlonaL time may be reQulred
\

. . for more extens1ve charaCVer analysls.

Althouﬁh character analys1s obv1ously contlnuos

throoghout_rehearsals.;or any'product;on, a

special period of time rarely noéﬁsﬁto‘be

: . . ] ; N .
‘allotted in.an Ameslan production because of

the study and analysis that occors_during the

translation process, -

The goal ofimranslating a script should be to

&S

1,

- 03

“allow the H-I audience theISame theatre experience

the hearing: audlence. , s

In Ameslan productlons portlons of the orlglnal

\

' Scrlpu often serm to 'lose somethlng in the

translatlon. ‘No director should feel that

. Y
these must always be cuti; raubegb they should

~.

 be translated as clearly as pos31ble.a'

~In o+her cases an added dimension’ in the s1vns

R e

'mskes a,llne more effective than it was in the

50



orlginal English, Do not feel that a

-4¢ranslation must not be used because it adds’ a

dimension which is not found in the English.

There will .also be- dimens1ons in the Enﬂligh'

\v-

' ‘which will not be translatable into s;gn

laﬁguage. These instances should average

"each other out in the end.

‘J, Writing a tranolaflor is dlfflcult.

10

-

.3.

There is no agreed-upon method for taking T
signs Irom the air and pla01nﬂ‘them on papcr

Althouvh most people cannot understand another

. perqon's wrltuen explanablon, a few methods

which have proved-helpfulkarg l;sted belo&.

Underline any werd vhich is. signred the'saie‘aé

‘it is seen on’ the paper? *Oh no we wouldn't,?

Use parenthesésfwith nothing written below if
there is %o be nothing signed for a. words

*(0h) no we wouldn't." Do not cross out the*

" word, since 1t may ‘be. 1mportant to know the

| exact En”llSh at a later date.

If a group of words is to be tranclafed
together, use parentheseq and write the

translatlon below: "Oh) no (we quldﬁ't)
‘refuca .

ThlS sent“nce would be 51gnedx 'No, re;use.

~
N




[

5} If it takéé more than oné word. to describe a
sign, use hyphens to connect the words; thus
it is clear that one¢81gn is being used rather
than many : '(If) (you're) (not out of my)

you~two not-yet .
(Qay),a.' ) |
gone

6. If a.sign is to be repeated,'ﬁsé a. coefficient

| to show how many times to repeat it:

'Three (of them),!
witch3

7o If a sign must be done Spe01flcally w1th the
right or Weft hand use an R or L coefflclentz

v'ThreeL (of themr ), The sentence, 'Three of
wrtch3R T
. them,! would then be 81gnedx thie number three

with the left hand and w1tch three times with
the rlght hand,

8).0ften there lS no sign for what is being done._u
The best thing in that case is to put the
whole_sentence,1n-garen$h¢§es and write the
clearest possible description'underneath;

A Sometimes simpiy"the word 'mime; can'indécate_'

°p- « that the Engllsh is belng pantom1m§§
| | K. Dd not ;orgct the effectiveness of pantohlme » In

The W1tch°s Lullaby, one line for the;Constable'

L~

is “Burn her at the stake most'likcly." "In‘place

.
(AN




of simply signing the line Which would have been

rather blasé, the‘actor pantomlned tying the witch

(who was sténding next”to him) to a stakg, plllng
weed at her feet, striking a match, and. then he
signed flre all around her, The narrator did not
say the Engllsh words, but s1mnly gave an eV1l
laugh which built to ‘a cllmax as the Constable
signed 'fire,® This proved mueh'mere effective
lthahnSigning.the ‘English ﬁords. Keep an open .
mind to ways whlch nay be better for communlcatlng
ideas ;han signing.
| IIZ'Signer?Nérrator Rehearsalé
| A, It is 1mportant to allow narrators and ulgnere an
e opportunlty -to -rehearse W1thou+ their tother
halves. Let narrators rehearse as though it -
‘were a.hearlng productlon, and 51gneromrehearg
as though'there were no narrators, 'This allowg
each per°on to become comfortable w1th his llneo‘
before 1mp051ng the outolde restrlctlon of tlmlng
hlmself to his 'other half.l
B. Extensive rehearsal tlme rust then\be.deveted
i'to aliewing eech nerrator/éigner character ,
.eembinatioh te accomplish'preeise synchronizat‘en
in the dellverv of the 51multaﬂeouuly spoken and
signed llnes. | | |

o .

Ce Speephline rehearsals can be helpful “to reinferce

RO
o

.
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'memorlzatlon. _
‘1 Flrst let narrators and uigners sepa*ate and
work at thelr own speed.,
2. Then put them togsther, for01ng the narratoru
to follow thelr s1gners"speeded-up signs.
'.D;‘From thé beglnnlng of rehparsals it muot be made
| clear that.the narrators are respons1blp for
Lfollow1ng the 81éners' tlmlng, no: vice versa,
1. Obv1ously, a H-1 actor cannot follow his
| narrator, since he cannot hear hlm._f
2, A hearlng signer should S+ere to turn of¥f hlS
;arinﬂ ‘while he is on stage. "
&, This is esne01ally 1mportant in an Amesxﬁn
productlon, uhere the word o”der is
- , '; completely chaﬁwed and where at tlmes not
‘one of the Engllsh words. is 1n"orborated
into the‘s+gn§.' If an acto” were to
‘co?centréte on his narratornwhlle signing
a part, he would beébme'terribly confused.
Copsequently; the narrator must follow
his signer, o |
p, FearingvsignnrQ'must work diligeﬁtly“at'
'taklng thelr cues from ?ellow slgners, NCT N
from narrator )
' E; A narrator shouldfsyart Spéakingla; his signexr

starts signing and»étoﬁ:when he étops,.but the



dinterlor timing need not nre01sely coln01de. of
’ course, it 1s best 1f it can be exactly the same,
but it is not always posolble.
FP. A narrator, egpe01ally 1f he is not fluent in "
> 8len language, may find it helpful to mark
certaln vords and signs which should colncide
for the t1m1ncr to work out norrectly. The sign
.'need not be the translatlon for the word tlmlng
is the only 1mportant questlon here, For example:

Wy e

ENGLISHi (Nor man nor ‘beast nor any splrits )
AMESLANs - Scotlard ‘man.. pipes-mime

(ghosts, monster s OT w1tches ‘in the air can)
mean man, animal -devil ghgst vempire = 5

(touch a Highland man when he's got his piﬁeq)
w1tch no- matter they—all look atdme

(and can skirl terror into then).
zoom )

Obviously, theée;eigns have very little relation-

ship. to-the English, - Thus, the only. way to get A e

Cary

- correct: “timing is to repeat the sequence over and
over to dlscover xhlch-s1gns naturally occur v1th

whlch hnglleh \orde and use them as che"klng

”

_ p01nt° “to make sure olgner and narzator will end

together.




G, Signers must not be permitted to speak their

memorizing. It will become a hard habit to

¢

signs during translation rehearsals, or vhile,

'break.

III, 'Flexlble' Week

A.

ThlS is a bullt—ln safe~guaxrd, It is very
difficult for anyone, even an echrlenced

s1gn—1anvuage theatre director,. to estinate

‘ precisely the time it will take to translate

a scr1pt. «Allow1nv one week of rehearsal’where'"'

"ﬁnothlng is planned 1n advance allows for the

- possibility that the translatlon and’ narratox/

51gner coordlnatlon processes may take longer

_than antlclpated._'

If:translatlon and narrator/signer coordination
are on, scheculc, thlu week can be used to start

g1v1ng very genoral blocking patterns.

1, There -are always'SignS'which must be . -

2., The sooner tre acLors can start menorlzlng

dlrectlonal tnat 1%, the derColon in wh*ch

the sign moves" dllfcr . dependlng upon where
the actors are standing’ in relation to-each

other and the: qet, and towhom the 1nd1V1dual ’ S

Speech is adderSCd

_”the ‘Bigns 1n the propergdlrectlons,;the betier.

S
N



C,
\

D.

O
“ o
. //
I4

7

The author used the idea of a 'flexible' week

\

for the first time in The Witch's Lullaby, and it

worked very well being used for general blocking - .

'pattefns before rehearsals were able to move into

the actual theatre to be used,
A director may decide to eliminate this week
completely or use it for entirely different

reasons than are suggested here, Stay'flexiblé!
. , : ‘

" . IV, Blocking Rehearsals -

A

B.

c.

‘Sometimes during blocking rehearsals, when the

Special attentiOn'must be paid to sight lines,

-s8ince signs must be visible from all audience

vantage points.,

Shifts of focus must come before lines are signed,
or the first part of the. sentence will nct be .
seen, - | |

"
/

D

 actors are on their feet and working in relatiof

D.

to;each other, .a 'bit‘ wiil become nbvious., Dg
hot be afraid to throw out the translation and
replace it @ith an action or pantomime; it/@ill
usuallyvprobg more successfgl. | S
Piacemenf.of narrators poseé a challeng;ﬁg

‘blocking problem.

1, It is usually desirable to have Ghe narrator.

for each character,



@

2, Narrators can simply be seated in the froht
row of the audlence,
a. This makes it very éasy”for the narrators
- to see thelr signers, which aids in
corréct timing.
b. This placéﬁent causes the voicéé to seem
déta@hed'from the signers and may also
. :cause projeétion proélems. '
‘3. Narrators can be placed as a panel at the side
_ of the stage. - |
a. This allows the voices to-be hecard ébming,
from the stage. | : |
- b Although this may be the casiest solutnon :
to the problem of where to place narrato“s,
it is not very 1mag1nauva. |

4 Narrators can be 1n e*raﬁed on stQﬁe in dlverse

ways whlch can add to the effentlveness of

-the prodgctlon as a whole,

é. They-can become'attendant", bystandéfs or -
perhapo jury members in trial scenes,
whlch allows them freedom to move on stage

-and to be positioned at dlfferent'places,
whérever.their‘signers can most eaSiiy
be séeh. | |

>b..They.can become inanimate objéé%s.

1. This can be especially effective in -
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non-realistic plays. Narrators can

‘become grandfather clocks, floor 1amps}

pictures, or anything the director can

- successfully integrate into his

pfoduction.
This puts an added strain on blocking,

for the narrators cannot move and must

" be placed in the best possible position

to see their signers,. 'Further, signers’
movements must always take their
narrators' positioning into considera~

'tion.

Co They can become anlmals.

1.

In The Wltch's Lullabx;the three wltchns'

‘ narrators were black cats., This was a

1oglca1 choice, for it is acceptable toh

see eacn witch followed by black’ Cat.

It also allowed free movement of the

narrators, and, better yet, solved a

vwryvdifficﬁlt problem. The Witches"
brooms_playéd aﬁ”importanf réle_in the
play, and the WitbheS‘werewrequired to

have_them'witnwthem at all times, It is u

_difficul-t to sign while holding a broom.

Each black cat was a signed the boei%ion

of 'guardlan of his w1tch's brocm' which

L
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essily alleviated the problem, <

2, In You're A Good lan, Charlie Brovm the
narrators each'portrayed a 'Woodstock!
chéracter who’ocpasionaily joined the
signers on stage for a song. At such
timeé they‘remained '*Woodstocks!
physically while continuing to match
.their signerS’vocally.‘ This technique

. can add interestiﬁg elements to a
production,'such.as when the-'woodétccks'
became theA'othqr' baseballiteam during

| ‘the song "T—E;A-M“.
5 It will be well worth the extra work to
- develop.an ingenious use of your narratdré.
They'are often the hit of the production..
E; Usﬁally narrators are forced to be pcsitioned
_ 5eﬁindtthe'signers so as.to not block the‘signers‘
_from'theﬂaudiencé. | |
.1..Narrators must become used to catching only
an occasional signAanp still reméin synchro-
nized with their signers. .Get them into these
positions as quickly as possiﬁle. ‘.
.2. Often a narratof can only_éee when his signer
starts and stops signingf Properxtiming'can .'
only occur with suificient practice in such a

situction,

k] £
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F, If it is possible to elcvate the narrators it
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can help them see their S1gners. - |
1. Pictures over a flrep ace cun easily/p//;,—///§\\

rationalp for elevation, but such devices
require the narrators fo remain 'deadpan®

while their voices continue to be expressive.

2,.In You're A Good lan, Chorlie Brown, the
narrators, who were all 'Woodstocks,' were

I

3 placed on rear.piatforms c'ervin,g as a tree, .

Gs If narrators become animals or other characters,
they must develop spllt personalltles. Their
voices must match their signers! characters while
their bodies maintain the illusion of their ovmn.
characteré‘(cats, on-lookers,"Woodgtecks', etc.).

H. Try to make use 6f hény.different levels While
blocking to allow for varlety in movement while
still permlttlng the signs to be seen.,

I. Do not let the action become stagnant or

.  repetitious.'\ T

) ”i.‘Keep actors méving as much as éossible.' The
more interesting the visuai'pattérns dh stage,
the easiér it is to- keep “the audience's

attention., .

.

2, Do interesting things with the signs, For

insfance._have‘a character sign while lying

&
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down or ﬁanging upsiﬁe down for brief moments
and when the dialogue is not of crucial
importance to understandlng the action of the
L drama.. Sparing use of such do;ices can be
effective and amusing.
Y. Run-Through Rehearsals .

I Al Run~-through rehearsals are important for
polishihg the performance, for developing
contlnulty and—rhythm and for getting the cast
accustqmed to propertles and other theutrlcal
devices prior ‘to technical rechearsals.

B, Properties pose special pfoblems in signrlanguage

" theatre.,

1. It has already becen meptioned that it is
difficult for people to sign while holding a
Prope : - | -

2, Signing one-handed wiile holdlng a prop can bs'
}interesting at times. Sometimes tranglatlons
may need to be changed to include mpre one-
handed signs., |

B | 3. Eating scenes can become awkward and the

o)
director may be wise %o eliminate the eating,

<

~  if possible, -
; | L, Despite obvious pgoblems, thé ése 6prfops
can take oh»gfcat ixﬁpurfance in enhancing
~ aspects of a Sigp-languﬁge'produttion.
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6.

.to stay Wlth the 1n1t1al translatlon. If the=
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a. An entire“line may hegconveyed by setting
a,sbecific use of a prop. | '

b. An angry retort conveyed by an angry flip
of a clgarette or a pull on a hat often
communlcates more clearly than the useé of
a sign. |

Get. rehearsal props into the actors' hands as

qulckly as . possable, and replace them with the

nactual performance pr0ps as soon as they are
availabie, Actors should have at least one
full week'to adjust to handllng performance

props. R

Develop',.s1gn dellvery&whlch is slower than

\everyday usage. It is usually more ef ectlve”

to ask actors to sign larg r, not slower,

Asking them to slow down tends to lower the

energy level and slow down cue plck-ups.

It is’ only oes1rable to slow 1nternal pa01ng

of ‘speeches, not cue. pick-ups. ' R o

As:ae%ors"characters develop, let their . /‘

signe aevelop w1tn them. Do not force actors: 7

character analyses were éorrect at the uiye-v‘

translation rehearsals. the changes w111/n6t

l

be radical. This cevelopment and enrlchment
/ .

is healthy because 1t shows the’ acwors’are

/
/

/

oy .’/iw. o v

(‘JI . ) el L, . /] e



awith their characters.
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bl

more clearly understanding and 1dent1fy1ng

VIi;-Technical Rehearsals

A. The director ‘may wish to have ten days'er two

weeks of. technlcal rehearsal to ensure that all

' visual elements work effectlvely.

41.

2,
3,

b,

-

Light levels must be set and refined.
Final props must be checked for workability.

Colors of costumes and‘set-muSt,be_checked for .
sign visibility. ’

Time must be allowed~for'1ast’minute:changes.

. 'B. Costumes and make-up-may'affect the style of -

L signing.

1,

People ﬁho are not used to signing with suﬁﬁ 3
things as glasses, hats, ;alse nalls or noses,
etc. must be glven plenty of time to adJust.

Remember that capes, coats hatsy etc., not

only affect the person s1gning. but also

affect how many of h1s 8igns can be seen by

his narrator.

Make~-up and costumes which Severely alter any,
signing area should be worked with as soon as

lines zre merrorlaeda

C. Do not immedlately assume“a.sPccial effect is

-impossible to handle,

7 U 4 »
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1 W1tches in The Witch's Lullaby were requlred

(X

to have claws. False nalls were pollshed

l unusual colors and gave an eery apoearance to .
the hands, Althoqgh they made_slgnlng
difficﬁlt. tﬁey were introdaoed during
narrator/swgner rehearsals, and werer'second

nature' by openln

2, Again in The Witch's Lullaby a backlit screen
| was ocoasioﬁallyﬂused fornsnadow effects. I%
.was foﬁnd that.signs were'discerhable-in
:completessilhouette if they were executed
towards the side of the body . |
VlII General Notes on Rehearsal°
A, Elght weeks of rehearsal is a long tlm If the A
~actors start getting. bored glve tnem an '°xogger-
' atlon' run-throudh. | i
1. This ie »ts them do whatever they want to with
the lines. They can exangerate the prope
.readlncs to melodramatlc proportlons, or they
can glve sad readlngs where they should be -
happy; they_can do John Wayne 1mpres. NS
2._Narrators-can sometlmes mau01 t“elr s1gne Sy ;.
i T :sometimes, 1gnore them, but they must start
| and stop lines at the sane time, o .

3. The goal of such rehearsals is to restore




joy and 5pontaneity.' Further, Some Of”the

revelations about line readings which result

from such a rehearsal can be refreshing and

positive,

B, Narrators.often develop the feeling of. being .

'secoﬁd-CIass citizons' in-a production because

of the atte**‘on whlch must be glven to the

o

clarlty of 51gn dellvery, blocknng, etc. The

. dlrector should go out of ‘his way to give them.

66 -

4added attentlon which w1ll 1mprove th ir morale

and-relnforce anlattltude of cooperatlon within

the-compahy.




CHAPTER 9
. PUBLICITY «

Publlclty is bas1cally the same as for a standard

which' should.he remembered,

I. Spe01al Poster Informatlon

A. Posters should des1gnate whlch sign system the

. producilon is using.

°i“ | - B. It should be clearly stated that the p1ay will be.
' | .spoken as well as slgned- o -

_ II. Informlng the Publlc ' | .

s A Publicity must be sent out early. The H-I

8001ety is a very ClOSe-knlu, act1v1tf-centered

-’7“—“soclety. ‘People must be. 1nformed_of an act1v1ty

L s it

.. early to allow plans to become Solldlfled
B. Inform spe01flc H-I groups; do not depend on
general publlclty to reach the H I populatlon.

C. If d01ng a: play for chlldren, send enough fliers .

————

~ TN oo .

is dlfflcult to organize bus transportatron for '

chlldren as a group unless the play can be
offered durlnn school hours. The burden then
falls on the parent if the productlon cannot be_

presented durinf schoor hours. . The only'oure

.t . S .

Py . . . . -

“to ¢ each school\for each 1ndLV1dual H I Chlldo Iﬁf;v
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JAl

way to _nform parents 1s by providlng each . Chlld

with 1nformatlon whlch can be taken to hlS home.

Ly

oy
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. NOTES -

P - .
“Dorothy S. Miles, and Louie J. Fant, Jr.,

s

Sign-Language Theatre and Deaf Theatres: New Défihhtions.“

énd Directions (Northridge: Center on Deafnesgl
Publication Series, 1976), pp. L4=5,

o

2Eugehe D, Mindel and McCay VYernon, Thex Grow

in Silence {Maryland: National Assoc. of the Deaf,
1971), p. 59,

3Lawrence Je Solow,'"Americén Sign Language';nd
Re]ated Slgn oystems for the Deaf," Callfornla State
Univer81ty, Northrldge 1973, p. 2.

| hlqb. éiﬁ._
5ibid. p. 5.
6loc. cit.
?ivid. ». 5.

8ivida, p. 12,
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APPENDIX : . ' ' ’ ' S

'AUDITION NOTICE

SIGN-LANGUAGE TﬂFA”RE-“-f--A PLAY FOR CHILDREN
NO SIGN lANGUA GE EXPLRIENCE N“CESSARY

- WEDNESDAY, FEBRUARY .9 ~-- 7 P.M. SD 111
THURSDAY, FEBRUARY 10 --- 7 P.H. SD. 111

'FRIDAY,  FEBRUARY 11 w-- 7 P.Mi SD 1131 . -
Rl ' :  (The more times you can come, the befﬁér)

TEN SIGNERS, TEN NARRATORS NEEDED
6 FEMALE ROLES |
L MALE  ROIES

. AUDITION MATERIAL SHOULD BE GOTTEN AT THE THEATRE
IE PARTMENT'S MAIN OFFICE T0 HELP YOU BRhPARE EEFORE
COMING TO AUDITIONS

" THE_WITCH®S LULLABY perfo:ﬁance'dates:-April 14 - 24

PRCDUCTION WILL BL PERFOR“LD IN ANLSLAh'

B Dlrected by Darlene Allcn

e




1.

.3.

If you know éign lahguage and want to audition for a
signing parts translate the parts you want to.
audition for 1nto Ameslan, 1f possible, If you
can't, signed English is 0.K. You will be judged

on expreséion,-eharacterizatioh: and sign clarity,

not on your knowledge of Ameslan;

if_you know NO sign‘languagei think about a
narrator 's part. If yoﬁ want to audition for a
signlng part. think about how you can pantomlme the :
part you want'and be prepared to learn some signs

at audltlons." | ‘

If you know sign ;anguage and want to audition for

a narrater‘s_paftz "try.te bQEome well enough
acquainted with the lines sovthat you can Qatch the

persoﬁ who is signing your part while you are |

"narrating,

OnLy one evening of auditions is reguired, but the-

more often you can come the better, because matching

"narrators to signers is a difficult task -- the only

' way is to see then together. If two people are

never at audl*lons the same- evenlng, ii's almost

impossible to match them up. You are only INCREASING

your chance of being caot by ShONLnf up more than

one evenlng.

7T T S
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" NAME____ S M P
ADDRESS L ’ ~__PHONE

Auditioning.fors7(l for 1st choice, 2 for 2nd, étc.
. 0 if you would not accept a part)

. Signer Narrator - ' Signer Narrator
" JEAN 3 __ MALCOLM o
MRS. MACBETH k MR. MACBETH C
GERTRUDE ' ] ' SHERIFF ,
 GORINA  JUDGE E .
G' THA | | o _—

' MRS. McTAVISH

Interested in working on a crew? (Use 1,2, etc: as above)

LIGHTS ' COSTULES PROPS - lAKE-UP .

BRIEFLY, what is your sign language experience?

BRIEFLY, what is youf sign-languégﬁ theatre experience?

BRIEFLY, what is ypdr'hearingfthgétre experience?

o

HEIGHT __ 'WEIGHT. _  AGE © HAIR - EYES

.On the back ofuthis page, please tell me the times you are
free to rehearse---evenings and weekends are important.

PLEASE DO NOT WRITE BELOW THIS LINE .

N .
e e et e G pmmt e e 0 G A G AT eme G et e e e e S e e g s S gure  mevs  ame v

(Use this space for .casting notes about
each auditioner) v

iy
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The Witch's Lullaby
. PLOT SYNOPSIS.

.CAST

Gertrude, G'Tha & Gorina --- The last three witches in

oco+land
. Malcolm Macbeth'----f ------- ‘A young Scottish nghland lad
Jean ;_;___:_;,_-f-;_----l-_ Malcolm's younger sister ,
Mre & Mrs, Macbeth ----=--e- Malcolm's parents

A constable

A judge

_Mrs, McTavish

~ACT T - THE KITCI“N IN THL MACBETH COTT&"V IN S"OTLAND

The three w1tches enter the Maobeth household looalng

for necessary ingredients for a sp°ll, Iu is established

- that Gcrtrude no 1onger w ts to . be a w1tch; buﬁ has ycty

little_hope of becoming dewitcﬁed beéause "It takes a

4plain ordinary evéryda& mortal to db a good'deéd for you,'" .
Each good deed removes one witch qual Ty, and poor

» Gertrude has mlny whlch need removing

The Macbeth famlly return home 1n the evening and
MaJcolm is told he must leave to llve with his uncle to

learn tozbecome a shephcrd. ‘The.famlly is "poor, cannot

~afford: to send him to school, and his uncle will pay for

’MaICOlm's.work. Malcolm hates the- idea, bat has no cho1ce.¢

The famlly goes ru bed and the three witches rcrurn

&

o
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to put a spell on ithe bagpipes; for if the bagpipes are
played they will have to l€ave their home. Gertrude is
leftpto”Stop the pipes from piayinv but cannot gb through

with it, leaving without flnlshlng the spell, ‘ . -

ACT II - A ROCKY LEDGEdiN FRONT OF THE WITCH'S CAVE

. Malcolm welks by the. witch's cave playing%the bag-
pipes and Gertrude s s1aters become angry w1th her because
she dld not finish the spell., Malcolm neets Gertrude,
which starts a series of good deeds. which begin to dewitch
Gertrude. Gertrude is so grateful that she begins a Qearch
for the thlngs she neeao tc cast a spell allow:ng her to
get-money:whlch she and ner sisters had put away to pay
bail if any of them wasleve} arrested;_ It seems that‘if a :
witch is separated from her broom she would have no pOhGr‘
to get outupf jail on he} owWn. Certrude & search feor the

'proper ingredients leads us to Act III.

ACT III. - A VILLAGE STREET
h Geftrude i‘-slow;y gatherlng the needed 1ngrcd1erts
vith Malcolm s help when Gertrude's sisters steal her.

-

broom, After much ado, Gertrudc is caught by tne conutable"
and Mrs., McTavish and brouvht to trial. for being a thch.
Malcolm_come to the rescue and does such a eood job
pleading.her case that Gertrude is set free. &ertrude

then gets the moncj for Malcolm 1nd shc flnaIWy becomes

R

completely dewitched, - .












