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ABSTRACT 

This document is a supplement to the practical work 

undertaken by the candidate to demonstrate proficiency in 

technical direction and sound design for the theatre. 

William Wycherley's The lain Dealer, directed by Professor 

Paula Sperdakos and designed by Mr. Warren Carrie, was the 

assigned production for technical direction. This play was 

performed February 19-22 and February 26 - March 1, 1986 in 

the University Theatre at The University of Calgary. The 

sound design was for.Rolf Hochhuth's The Deputy, directed 

by Professor Philip McCoy, with set and costumes designed 

by Professor Douglas McCullough, and the lighting designed 

by Professor J. James Andrews. This production was 

presented in the Reeve Theatre at The University of Calgary 

from March 19-23, March 26-29, April 2-5, and April 9-12, 

1986. 

This paper is designed to support the two assigned 

thesis productions. Each play is handled separately. The 

information includes the following: 1. A brief description 

of the roles of a technical director and sound designer; 

2. A brief study of the play; 3. The production and design 

concepts; 4. The execution of the process and evaluation of 

the results; 5. The bibliography; and 6. Miscellaneous 

related information found in the appendices. 
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CHAPTER ONE 

THE TECHNICAL DIRECTION OF THE PLAIN DEALER  

The Technical Director is responsible for supervising 

and co-ordinating all technical aspects of a production and 

for providing "a system of communication to effect accurate 

information" ( Scales 

and their production 

problem- solver whose 

39) between 

staff. The 

designers 

Technical 

solutions depend upon 

and directors 

Director is a 

ingenuity and 

creativity rather than upon more time and more money. Any 

approach to problem- solving must consider the resources on 

hand, i.e., time, money, and people. 

The Technical Director and the production staff are 

integral parts of any theatre organization and, as such, 

...should support one another, each providing 

good service to the show, designers, and 

directors, and should work toward a common goal 

of a show produced as well as possible with the 

resources available and to provide specialness of 

caring, making sure the work is done and done 

well. ( Scales 40) 
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It is necessary for all members of a production team to 

focus on the task at hand, to 'think carefully through 

procedures, to develop a concern for the show and the 

people assigned to work on it, and to communicate with 

other members of the team any concerns, problems, and/or 

solutions. A Technical Director must stay " tuned- in" to 

the production in order to avoid potential problems and/or 

to resolve problematic situations. 

In my role as Technical Director for The Plain Dealer, 

I assumed the following responsibilities: establishing the 

Technical Schedule ( see Appendix 1); maintaining and 

supervising the production's lights, sound, set, 

properties, rigging, special effects, and safety, and 

seeing that these technical aspects were carried out 

effectively,' safely, economically, and on schedule; 

scheduling the time required for the construction of the 

set in consultation with the Master Carpenter; analyzing 

the Designer's drawings in order to- estimate costs; 

consulting with the Production Manager, the Drama-

Department's Technical Director, the Master Carpenter, and 

the Designer regarding costs; supervising the set-up and 

technical rehearsals; organizing and supervising the 

running crew in conjunction with the Stage Manager; 

training crew members for their specific tasks; 
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supervising, in conjunction with the Lighting Designer, the 

hanging, plugging, and gelling of the lights; and, chairing 

the weekly production meetings. 

Within the existing University organization, it is the 

responsibility of Mr. Normand Bouchard, the Stage Manager 

for University Theatre Services, to order all necessary 

materials. As a result I assumed the responsibility of 

ordering only the following items: the plastic liner for 

the pool, the Spantex which was used to texture the surface 

of the flats, and the electrical requirements for the 

practical lanterns. As this production was presented in 

the University Theatre, Mr. Bouchard and Mr. Martin 

Herbert, the Assistant Carpenter, organized and ran the 

strike. My responsibility during strike was packing 

borrowed equipment for return to the owner. 

All productions have potential problems and the 

Technical Director must be aware of the possibility before 

work begins. Although the following indicates potential 

concerns, it should be noted that only a few proved 

problematic; they are examined, in detail, in Chapter 

Four, "The Evolution and Execution of the Design." The 

concerns included the pool, the ship, the swimming rat, the 

dock, the construction of, and safety on, the upper level, 

the scheduling of painting time, set-up, strike, the 
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hanging and focusing of the lights, the acquisition of the 

scrim, and the effect on the production, of the January, 

1986 change in Properties Masters. 
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CHAPTER TWO 

BACKGROUND TO THE PRODUCTION OF THE PLAIN DEALER 

In order to communicate effectively with both designers 

and directors, the Technical Director must do a certain 

amount of research into the literary, historical, and 

theatrical background of the play. This knowledge will 

lead to a better understanding of the production and design 

concepts, and will allow the Technical Director to become a 

resource person' for the production staff. 

The research undertaken for this production included a 

b3±i•ef study of the Restoration, Restoration theatre, 

including the buildings, the actors and actresses, the 

audience, and the Comedy of Manners ; the author and his 

other plays, and The Plain Dealer. This information is 

included in Appendix 3, with the exception of the study of 

the play, which follows. It is intended to indicate, not 

that I became a Restoration expert, but that the research 

was done in order to gain a better understanding of The 

Plain Dealer. The information I acquired facilitated my 

production discussions with both the Designer and the 

Director. 
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THE PLAIN DEALER. 

The Plain Dealer was first presented December 11, 1676, 

by the King's Men at Drury Lane Theatre. Audience members 

found the play puzzling and 

...its fate seemed uncertain until the balance 

was tilted in its favor by the enthusiastic 

applause of Buckingham and his friends. It soon 

became the most admired of Wycherley's work and 

earned him the nickname of "plain dealer" or 

"Manly" from the name of the principal character. 

(Vernon 9) 

The Plain Dealer has been called "a serious satiric 

play, which like all true satires, verges upon tragedy" ( J. 

Wilson 63); "an unequivocal damnation of Restoration 

society" ( Holland 96); and "a staggering performance, a 

work crammed with vigor and talent, harsh satire and savage 

bite" ( Kronenberger . 70). 

The following analysis of The Plain Dealer is based 

primarily upon Norman Holland's chapter on The Plain Dealer  

in his book First Modern Comedies. Both the Director and 

the Designer stated that his comments best described their 

concept of the play. 
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'The major themes of The Plain. Dealer are pretense, 

dishonesty, and hyprocrisy. Holland. claims that the play 

deals with the contrast 'between appearance and nature, and 

states that he uses the terms "appearance" and "nature" 

rather than " appearance" and "reality" because "reality" 

implies that " the appearance is in some sense not real" 

(5). He goes on to explain that appearance is " that part of 

reality which we perceive by our senses or that part of 

ourselves we let the world at large see" ( 5), while nature 

is "that partof reality that appears only to the 

understanding and in particular, the part of our lives we 

call personal" ( 5). Ht1land believes that these terms were 

used by seventeenth- century writers to describe the two 

kinds of reality: "To the Restoration writer appearance 

was very real, indeed a particularly important reality. It' 

included not only the manners ... but almost all of daily 

life as well" ( 5). The basic.theme of appearance versus 

nature is developed both by the dialogue and by what is 

seen on stage. 

In his analysis of The Plain Dealer, Holland feels that 

the term that best describes this play is "world": 

It is the word most repeated in the play. .. . There 

is... the land-world as opposed to the 
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sea-world .... There is the world of the play, and 

the world of the audience, set off from each 

other by the artificiality of Fidelia and the 

ending .... There is the world of talk and the 

world of action... in which people profess one 

thing. and immediately do its opposite. ( 110) 

There are two. threads of action in The Plain Dealer. 

The first revolves around Manly, a.sea captain of absolute 

moral standards, who has just returned to London after "an 

abortive attempt to quit the civilized world that disgusts 

him so much" ( Chadwick 135). Upon his return, he discovers 

that Olivia, the lady he loves and to whom he had entrusted 

half his fortune, is as corrupt as the society from which 

he wishes to flee. She has not only appropriated his 

money, but has also married Vernish, the man Manly 

considered his only true friend. Finding himself still 

attracted to Olivia, Manly has his midshipman, Fidelia (a 

girl in disguise who followed Manly to sea) woo her. 

Olivia still spurns Manly, but is attracted to Fidelia and 

tries to seduce her. Manly does finally manage to disgrace 

Olivia publicly in the final scene, during which he also 

discovers that Fidelia is a woman and, recognizing "her 

devotion, he transfers his affections to her" ( Chadwick 
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135). Secondary characters in this main plot are Eliza, 

Olivia's cousin, and the two fops, Novel and Lord 

Plausible. 

The second plot involves Freeman and his attempt to 

marry the Widow Blackacre so that she might settle his • 

debts. He tries cultivating Jerry, the Widow's son, by 

becoming his guardian; however,the Widow declares Jerry a 

bastard. This forces Freeman to use the Widow's own 

weapon, the law, to trap her. He eventually catches her 

"planning to commit perjury and -thereby manages to force 

her to pay his debts and settle an annuity on him" 

(Chadwick 136). 

Vernon states that The Plain Dealer, Wycherley's last 

comedy, has "a new earnestness: that unmistakable note of 

moral seriousness which critical theory insisted the best 

literature ought to have" ( 33). 
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CHAPTER THREE 

THE PRODUCTION AND DESIGN CONCEPTS OF THE PLAIN DEALER 

THE PRODUCTION CONCEPT 

During the first production meeting for The Plain 

Dealer, held November 1, 1985, Professor Paula Sperdakos, 

the Director, stated that the concept of this production 

involved integrating the notion of artificiality versus 

reality - appearance versus .nature - and that this idea 

must be evident in the design of both the set and the 

costumes. She felt strongly that the production should be a 

feast for the senses, and that it must be both meaningful 

to and fun for the audience. 

THE DESIGN CONCEPT  

Mr. Warren Carrie, the Designer for The Plain Dealer, 

stated at the first meeting that he felt the "major 

metaphor running visually through the set was the contrast 

between appearance and reality" ( Transcripts 01/11). He 

further stated that a sense of theatricality and a sense of 

the worlds of the land and the sea were important concerns 

for the Director. To meet these concerns, Mr. Carrie 

created an environment in which the theatrical elements of 

the set construction were part of the visual presentation, 
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and the worlds of both land and sea were present. ( See 

Appendix 4 for a "rendering" of the set and Appendix 5 for 

photographs.) 

Warren Carrie's design for The Plain Dealer met the 

Director's' concerns by, as he himself stated at a design 

meeting, "manifesting the verbalization of these concerns 

into thevisual elements of the set" ( Transcripts Ol/11). 

There was no attempt to disguise the fact that the play was 

being presented in a theatre. As one moved from the focal 

acting areas to the outer extremities, the underlying 

reality of the actual theatrical construction became 

visible. The set had both an upper and a lower level, each 

representing a level of society. The upper level, serving 

as Olivia's residence,, had a " floating" quality to it, 

appearing to belong to another world, but in reality it was 

the second floor of a dockside pub. The lower level had 

the pub, two alleyways of dirt, a dock, a two-masted ship 

serving as Manly's lodging, and a pool of water 

representing the Thames. This set produced the multiple 

scenes of a 17th Century, Restoration play through the use 

of 20th Century stage craft technology for a 20th Century 

audience. These various locations were revealed to the 

audience through the selective use of light. 
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CHAPTER FOUR 

THE EVOLUTION AND EXECUTION OF THE DESIGN 

FOR 

THE PLAIN DEALER  

From the first verbalization of a concept to its final 

realization, a design almost always undergoes a certain 

number of changes. This chapter will deal with any changes 

that occurred during the evolution and execution of the 

design, as well as with any problems that arose, expected 

or unexpected. 

THE SET 

The complexity of the production and design concepts 

had many implications for the Technical Director and the 

Production Staff. The detailing in the focal areas of the 

set had to be carefully and accurately executed, as did the 

construction techniques visible atthe set's extremities. 

As with any production, staying within budget 

guidelines was very important. ( The original cost 

estimates for The Plain Dealer, as well as the final 

figures, are found in Appendix 2.) The first major change 
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was a revision of the budget. Due to the success of 

another production, the set budget for The Plain Dealer was 

changed from $ 2400 to $ 3200. ( See Appendix 4 for a ground 

plan of the set for The Plain Dealer.) 

THE POOL 

One of the major concerns on this set was the pool of 

water occupying the downstage right third of the thrust. 

Originally this pool extended down the vomitorium and over 

to the stage left side of the thrust, covering 780 square 

feet. Two solutions to this problem were costed with the 

following results. The first solution involved building a 

plywood box to the right shape and having an outside firm 

fiberglass it on site. Two companies were approached for 

estimates. One company quoted $ 5.00 a square foot and the 

other $8.00 a square foot. When the costs of the plywood 

box were added to these figures, the cost for the pool 

ranged from $ 4600 to $ 6700. As the total budget was only 

$3200, this solution was not feasible. The second solution 

involved building the same plywood box ( approximate cost 

$700) and lining it with plastic. A 6m1 40' x 100' liner 

was located for $ 133.50. This solution still used over 

one-third of the budget. After determining these 

preliminary costs, it became obvious that this particular 
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element would absorb an enormous amount of the set budget, 

as well as a considerable amount of construction time. 

These facts were presented to the Designer. As this pool 

was less than one-eighth of the set, he felt that spending 

too much time, energy, and money would be detrimental of 

the rest of the design. As a result, the pool was cut back 

to almost one-third of its original size and was built of 

3/4" plywood and lined with the previously mentioned 

plastic folded four times. The decision was made not to 

build a separate floor unit for the pool as the hardwood 

stage floor was strong enough to hold the necessary eight 

inches of water. The 3/4" plywood was used at the edges of 

the dock, as well as around the outer edge of the thrust to 

provide a frame for the plastic. ( See the photographs in 

Appendix 5.) The plastic liner was secured in place under 

the dock by the beams built to form the outer edge of the 

dock. It was held in place at the outer edge of the thrust 

by tucking the plastic behind the plywood framing and using 

gafer's tape to secure it to the floor. Because the liner 

for this pool was plastic, certain restrictions were placed 

on the Director and the carpenters. No actors would be 

allowed in the pool and anything thrown into the water 

should float or be liquid. As a result, the original 

staging of the Act V sword fight which had ended in the 
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water had to be revised. Because certain set items had to 

touch the bottom of the pool, these items had to be covered 

to prevent 

the bottom 

the bottom 

any tearing of the plastic liner. For example, 

of the ship, and any. dock posts which touched 

were covered with pieces of carpet. It was 

decided, however,, that many of these posts could be placed 

just below the surface of the water and anchored to the 

dock. Before the pool was built, a section of flooring 

behind the edge of the dock and leading to the pit beneath 

the stage floor was pulled to check for leaks. A check was 

made every other day and no leaks were noticed. Once the 

pool was built and filled, two aquarium pumps were put in 

the water to create the effect of a current. These two 

pumps were then used to drain the pool. During strike, it 

was found that the pumps on their own would not drain the 

pool fast enough; therefore, the two wet/dry vacuums from 

both the University Theatre and the Reeve Theatre shops 

were used to suck up the water. When the water was finally 

drained, 

had been 

plastic, 

dry. 

and the plastic removed, it was noted that there 

some leakage between the first two layers of 

but that the floor beneath all four layers was 

It was the Designer's wish to have the water in the 

pool as murky as possible. It was originally decided that 

15 



food colouring would be used to try and create a tone to 

indicate depth. Because large bottles of food colouring 

are no longer available in grocery stores, arrangements 

were made to purchase this item from a bakery. In the end, 

the food coloring was not needed. When -Mr. Carrie was 

painting the dock pilings, he allowed paint to spill into 

the water and used the water in the pool to clean his 

brushes. As a result, it began to take on the effect the 

Designer wanted. Professor J. James Andrews ( the 

Production Manager for the Department of Drama and my 

supervisor) suggested he try pouring powdered coffee 

creamer into the water and thiscombination of paint and 

creamer created the desired effect. 

The change in pool size necessitated other changes. 

Originally, the Prologue was to be delivered from asmall 

skiff that would float up the vomitorium. Both the skiff 

and the Prologue were cut. The depth of the water was 

changed from 12 inches to 8 inches. The last change 

affected by the pool was the shape of the dock. It now 

came down in front of the vomitorium, which, in turn, 

affected the Director's blocking, as a third entrance onto 

the main level of the set was now more readily accessible. 
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THE DOCK  

The dock was 

old shed. As we 

to have the wood 

to be built from planks recovered from an 

tore this shed down and made arrangments 

delivered to the University Theatre shop, 

the total cost was only $ 47. The wood was very dry and 

brittle and could break under the weight of an actor, so, 

it was necessary to build a base out of 4x8 risers and fill 

in any spaces with a frame of new 2x4's. The risers were 

already in stock and did not increase the cost. The dock 

pieces were to be built and installed during set-up week. 

Due to the fact the Designer was going to try a new method 

in scene painting which necessitated having the dock pieces 

in place, he requested that these pieces be built earlier. 

We were able to meet this request, and the dock pieces were 

in place for painting by January 22. 

The Designer had also requested that the dock have a 

certain amount of give to it, so that when the actors moved 

across it there would be squeaking sounds. This was 

accomplished, but the thovement caused the nail heads to 

protrude. For safety reasons, a crewperson was required to 

check the dock nightly for any nails that had worked loose. 

There were places in the dock where the old wood was so 

rotten that pieces had to be built to replace them. These 

new pieces of wood were blended into the dock with skilful 

17 



scene painting by the Designer. Any holes in the dock, 

large enough for the heel of a shoe to catch on, were 

repaired. 

THE SHIP  

The construction of the ship was given to Mr. Martin 

Herbert, the Assistant Carpenter. As Mr. Herbert has built 

real boats, he had some difficulty coming to grips with the 

fact that this was a "show boat" and was not to be 

seaworthy. Once he had dealt with this mental block, the 

ship was built with relative ease. It was built in 

sections in order to move it' easily. The ribs, and framing 

were a combination of 3/4" plywood and 2x4's; the outer 

construction was of skin ply; and the deck was made of 

grooved 3/4" plywood. The masts were made from 

sono-tubing, and the wheel and ladder were pulled from 

existing stock. The ship's on-stage edge had to be strong 

enough to support the weight of an actor, and the poop deck 

strong enough to support two men during' the sword fight. 

The ship was finished by December 18 and moved into the 

Reeve Theatre on December 19 so that the actors could use 

this piece of the set during their rehearsals. Once in 

rehearsal, it was discovered that the on-stage edge was not 

strong enough to support an actor. The Assistant Carpenter 
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was asked to brace this section. It was brought to my 

attention by the Designer, that a section had not been 

out of the upper deck to allow the ship to fit snugly 

against the proscenium arch. This was done when the ship 

was in place in the theatre. 

The final rigging of the ship was undertaken by Mr. 

Michael Taugher ( the Technical Director for the Department 

of Drama). The Assistant Carpenter built the "dead eyes" 

for the rigging and Mr. Taugher used these to attach the 

ropes from the mast to the outer side of the ship. A one 

inch diameter rope from stock was 

to one of the dock pilings. Rope 

mast had to be purchased. 

The Director wanted an actor to swing from the upper to 

the lower deck, on a rope attached to the mast, during the 

sword fight. As there was no feasible way to attach this 

rope safely to the ship, this business was cut. 

The one unexpected problem that arose with the ship 

showed up during 'a rehearsal, when a piece of the 

understructure of the ship was found floating in the pool. 

The next morning I met with the Assistant Carpenter to 

discuss this situation. The piece that had come loose was 

only cosmetic. It had been added to the hole in the side 

of the ship to create a sense of depth. Unfortunately the 

cut 
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glue used on the ship was water-soluble. During the length 

of the run, bits of wood from the ship were found floating 

in the pool. As they were all cosmetic, the ship remained 

structurally safe. 

THE PUB  

In the initial design the, pub had a small intimate 

section which was separated from the rest of the pub by a 

half wall, and a small fireplace in the downstage left 

corner. Both these elements were dropped from the design 

because they required too much space. 

Although the furniture used in this section was 

originally to be pulled from stock, it was decided to build 

it from scrap and re- sawn lumber. The three tables, nine 

stools, and the bar were built by props. It was decided 

that one of the hogsheads should be practical. A small 

sink was built into the back of the flat holding the 

hogsheads, and root beer was gravity-fed into the spigot by 

plastic tubing. The wooden spigot that was used on the 

hogshead cracked and broke during testing and was replaced 

with a metal one dressed to resemble wood. Every evening a 

crewperson was responsible for sterilizing the system by 

flushing it with a sterilant. In order to reproduce 

bitter's characteristic colour and foam, it was suggested 
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that root beer be used. Arrangements were made with A & W 

and all the needed root beer was donated. 

Chicken, which was eaten by the actors during one 

scene, was purchased, cooked, and then frozen. Every 

evening a crew person was responsible for heating the 

chicken in the microwave oven. The bones were thrown on 

the floor of the pub. The Designer wanted these bones to 

accumulate on the floor during the entire run of the show. 

After consulting with Mr. Taugher about the health hazard 

of this situation, 

cleaned up nightly. 

The placement of the 

it was decided that these would be 

furniture for the second act 

seemed to cause some difficulty for the Director. It was 

finally decided that she would place it exactly where she 

wanted it and that we would spike it by drawing lines with 

a black felt marker on the up- stage edge of the two tables. 

These small marks would not be observed by the audience. 

The floor of the pub was covered with sawdust 

accumulated in the shop and treated with a fire retardant. 

Once the sawdust was dry, Mr. Taugher and I ran a fire 

check to see that there was enough retardant to meet fire 

standards. The sawdust passed this required test. 
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THE MUD  

In the beginning, the alleyways on the set were to be 

very muddy. The Designer had asked that there be actual 

puddles. Due to many obvious concerns with having actual 

mud on the set, the Designer agreed that the alleyways 

would have dirt, which was sprayed daily to keep the dust 

down, but not mud. 

The dirt was acquired from the Grounds Department of 

the University. Unfortunately, the dirt was frozen and 

this made it very difficult to transfer it to the set. 

SURFACE TREATMENT OF THE FLATS 

The Designer first wanted the surface of the lower 

level flats treated with a combination of " spantex" and 

styrofoam. The styrofoam was to be obtained from Theatre 

Calgary's production of K2. As the .cost involved in using 

re- sawn lumber instead of the styrofoam was minimal, it was 

then decided to use the re- sawn lumber. The stucco effect 

was still accomplished with the use of " spantex." 

THE UPPER LEVEL 

The upstage wall of this part of the set was to have 

been scrim with two pictures hanging in front of it. The 

Designer decided that the scrim and pictures would be 
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replaced with a drape made from an old scrim. By the time 

the set was up, the drape was also cut. It is my 

understanding that this element was removed simply because 

the Designer ran out of time. 

There were stairs on either side of this level which 

went into the wings. The original design of the upper 

level did not have stairs coming directly onto the main 

level of the set, thus creating the impression that this 

level was a separate "world." The Director asked that the 

Designer make the stage right staircase come onto the lower 

level of the set as she wanted to use this area for 

• blocking the sword fight. The Designer, although not happy 

with this request, complied. Later he requested that this 

stage right stairpase not only turn the corner and come 

onto the lower level of the set, but that we retain the set 

of escape stairs leading into the wing. The Director 

tended to use the staircase going directly from the lower 

level of the set to the upper level in her blocking of 

scenes other than the fight scene. This use of this 

staircase joined the two levels of the set and defeated the 

Designer's purpose of a second floating level. It was not 

until the actors had the entire set for the first time, 

that the use of this staircase was observed by the 

Designer. He discussed his concerns about the use of this 
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staircase, which he felt was defeating the purpose of his 

design, with both Professor Andrews and me. During a 

meeting after rehearsal one evening, Professor Andrews 

suggested to the Director that it might be a wise 

directorial decision to ask that the staircase leading 

directly onto the set he struck and that all entrances and 

exits from the second level occur out of audience view in 

the wings, thus keeping the two levels of the set separate. 

After much discussion, the Director' finally agreed and 

asked me to have this element removed as soon as possible. 

To help eliminate sway, the second level was braced to 

the back and side walls of the theatre. Safety railings, 

hidden by the soft masking, were added to the stage left 

entrance, and the beams supporting this platform extended 

to the back wall of the lower sect-ion. Because the second 

level did not extend as far upstage as the lower level, 

there was a section at the upstage' edge of the platform 

open to the -lower level. After a surprise visit from the 

Safety Office, this open section was closed in with planks 

of 1 x 12's. 

For safety reasons, the front edge of the platform had 

to be marked so that the actors had a reference line behind 

which they had to stay. During a production meeting, the 

Designer stated that he wanted the leading edges ' of the 
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second level marked with a run of light emitting diodes - 

LED's. The Department's Technical Director asked the 

Designer if he would consider any other method. The 

Designer stated emphatically that no other method would be 

acceptable. It was suggested that I speak privately to the 

Designer about this. After meeting with the Designer and 

discussing the situation with him, I met with Professor 

Andrews and Mr. Taugher to explain that Mr. Carrie felt he 

was the victim of game-playing. Professor Andrews met with 

the Designer to discuss this. During the meeting with 

Professor Andrews and Mr. Taugher, I. explained that the 

Designer wanted to use LED's because the scenes preceding 

the use of the second level were so dim that the 

conventional method of using " glow tape" would not be 

possible. Mr. Taugher suggested that we should look into 

other electrical solutions to this problem. I checked into 

the cost of " acorn lighting" and "non-neon," both of which 

have small LED's mounted in plastic tubing. The cost of 

both these items was over $ 13 a foot. A string of red 

LED's was built and buried in a groove one foot from the 

leading edge of the platform. This string was wired into a 

non-dim and operated from the control booth. 
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THE SCRIM AND REAR PROJECTION SCREEN  

The Designer wanted to use a "filled" scrim backed by a 

rear projection screen to represent "Westminster Hall" and 

to provide the back wall of the upper level of the set. 

The rear screen was in stock, but the department does not 

own a scrim. Because the budget did not allow for the 

purchase of a scrim, the Designer suggested we use less 

expensive netting. It was discovered, however, that 

University Theatre Services had three old white scrims, and 

as they were going to be replaced, arrangements were made 

to use one of them. 

Both the scrim and the rear projection sceen were to 

hang from the grid at the fourth electrics and were to 

touch the floor, a height of 23 feet. When these two items 

were laid out, we discovered that the screen was 20 feet 

high and the scrim 18 feet. It was pointed out that, as 

Technical Director, I should have- ensured that these items 

were the height specified by the Designer. Unfortunately, 

because Mr. Carrie had not asked me for this information, I 

had incorrectly assumed that the Designer, himself, had 

checked the heights. When this problem was brought to the 

attention of the Designer, he stated that he did not care 

if the scrim ended at the second level, but that the rear 

projection screen had to go to the floor behind the set. 

26 



Professor Andrews, Mr. Taugher, and I met to discuss this 

problem. After many possible answers were discussed, it 

was decided that the excess material hanging below the 

second level would be rolled on a batten and secured to 

brackets attached to the back of the set. From the same 

point, the split rear projection screen made for The Three 

Penny Opera could be hung because the second level provided 

a natural break line and the change would not be evident. 

The rear screen from The Three Penny Opera had been made by 

taping strips of rear screen material together. When this 

screen was laid out in the shop, we had 9'-6" of solid 

screen before we reached the section where the slits were 

cut. Fortunately we needed only 9'-3" of solid screen. 

When these items were lit in place, the Designer felt that 

we would not be able to smooth out all the wrinkles from 

this screen. Even if this were possible, he also felt that 

he could not accept the taped splits in this rear screen. 

As a result, the screen was struck and in its place we hung 

soft black masking. 

A method suggested to the Designer for filling the 

scrim did not work. Arrangements were made to obtain a 

two-part rubber laytex from Joint Ventures ( a local 

production company) as time did not permit us to order the 

material directly from Toronto. 
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LIGHTING 

The Lighting Designer for The Plain Dealer was Mr. 

Warren Carrie. ( A copy of the light plot is found in 

Appendix 4). 

Mr. Carrie requested that the on-stage électrics be 

breasted up to the grid to give him maximum clearance over 

the second level. Because this was done the morning we 

moved into the theatre, the "hang" 'had to be carried over 

to the afternoon. 

The set design resulted in some challenging focusing. 

Any time the cherry picker had to be on the dock, a piece 

of plywood had to be put under it so that it would not 

break through. In order to reach the instruments on the 

stage right side of the first FOH ( front of house lLghting 

position), four people had to lift the cherry picker over 

the side of the, ship. Most of the instruments which hung 

over the second level could be reached by step- ladder. 

Focusing the lights was done in the evenings. Although 

we did accomplish almost half the focusing 

nights, there was a feeling of tens±on, in 

'fact that I did not adjust as quickly as I 

the style of the Designer. Mr. Carrie and 

in the first two 

part due to the 

should have to 

I had worked 
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together before and I assumed that these sessions would 

follow the same system as before. Unfortunately, this was 

not the case, and it took two evenings before I was 

comfortable with his new system. On previous occasions we 

had focused the lights the Designer requested. In this 

case, however, the Designer came into the theatre expecting 

the Technical Director to have chosen the lights to be 

focused and put them into the patch. Because of this 

unexpected change, the focusing was delayed for the 

patching. The next night, I chose the instruments to be 

focused and put them into the patch, but did not anticipate 

which lights, already focused, the Designer would wish to 

see again. Because these lights were often not in the 

patch, more delay resulted. By the third evening, these 

problems seemed to have been worked out and the basic 

focusing was finished by Thursday evening, leaving Friday 

evening for work on the small underhung instruments and the 

lights for the scrim and rear projection screen. 

During the focusing sessions, I spent most of my time 

reading the plot for the Designer. As I had done with my 

own plots and -with any plots on which I had been the 

Assistant Designer, all changes were noted on the plot on 

the light table. Later I discovered that the Designer had 

wanted all changes made on a copy of the plot, and not the 
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original. As a result, Mr. Carrie felt it was necessary to 

re-draft the light plot. 

Both of the above problems indicated that Mr. Carrie 

and I had a communication problem. Looking back over the 

situation, it is evident that strategy of the focusing 

sessions should have been discussed with the Designer ahead 

of time. 

Once the focusing was complete and the Designer had had 

a chance to look at the effect of his plot, it was 

discovered that extra lights would be needed on the second 

level. Arrangements were made to hang and focus these. The 

design called for the use of " scoops, " which were borrowed. 

Because the " scoop" is a floodlight, it has no built-in 

method for shaping the light beam. The Designer requested 

that we use "blackwrap," a black tin- foil type material 

which can be used to fashion "barn-doors. " The "blackwrap" 

was purchased and attached to the lights with gafer's tape. 

It was also used to baffle the backs of some of the CCT 

spotlights which had a tendency to spill light. Although 

the blackwrap worked very well, during the run of the show 

some dropped off the instruments and it was necessary for 

the Lighting Board Operator to check all relevant 

instruments and to re-fasten any loose pieces. 

Any time a set has •a second level it creates a lighting 
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problem for the Lighting Designer. It is very difficult to 

get light under an overhang. In this production, the 

Designer requested that as many small instruments as 

possible be hung in the spaces between the beams used to 

support the second level. He also made arrangments with 

Theatre Calgary to borrow a number of Great American 

"Stick-ups." These are 100-watt floodlights consisting of 

a reflector and a lamp holder, and are approximately three 

inches long and two inches wide. We had five small three 

inch Fresnels and made arrangements to borrow a sixth. 

University Theatre Services had a "nook light" which was 

also used. The latter caused some concern because the 

first time it was plugged in it scorched the wood on which 

it was mounted. Don Monty, University Theatre Services' 

Electrican, found an asbestos pad which he placed between 

the light and the wood. He also fashioned a screen over 

the front of the instrument to keep the gel from burning. 

Unfortunately, this screening was not effective and we 

could not gel the instrument. Otherwise, the combination 

of three inch Fresnels, " stick-ups," and the "nook light" 

placed under the upper level provided good visibility in 

the pub and down the alleyways. 

There were four electrically-wired practical light 

sources on the set. A large lantern was hung off the stern 
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of the ship and the pub had three lanterns mounted to its 

walls. Zip cord had been buried in one wall of the set to 

allow for the wiring of one of these lanterns; the rest 

were to have been mounted permanently on the tables. As 

this idea was not feasible, the remaining two lanterns were 

also mounted on the set. Because we had not buried enough 

zip cord, we had to run these wires on the outside of the 

set. The wires were tacked to a beam and run from the 

lantern to behind the main wall of the pub. 

The scrim and rear screen were to be lit with the "Cyc 

Boxes." When these were focused, however, the Designer 

decided that he did not like the results. It was 

impossible to move them far enough away from the scrim to 

eliminate the point source of light. As a result, these 

instruments were struck and we hung the strip lights 

instead. In order to obtain a more even wash, the Designer 

requested we borrow the footlights from Theatre Calgary. 

When these were placed on the first catwalk of the gantry, 

the combination of the strip lights and the footlights gave 

the desired even wash of colour. 

Normally an instrument schedule and a plugging and 

control chart accompany a light plot. The Designer, 

however, did not have either of these items available at 

the beginning of the focusing session. He stated that he 
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wanted to wait until cues were set and any additional 

instruments were in place. A week before opening night, I 

requested a plugging and control chart to enable the 

Lighting Board Operator to make a complete light check 

every evening. When this document had not been received 

the day before opening, Mr. Taugher and I asked the 

Designer to do one with us. At this point a number of 

errors were discovered, and we eventually had to take the 

plugging and control information directly off the patch 

panel. Once this was completed, it was discovered that two 

of the dimmers had been overloaded', and changes were made 

to prevent tripping the breakers. 

The Designer had requested that we have four effects 

projectors available for slides that would be projected 

onto the rear screen. The necessary arrangements were made 

to have these instruments available; however, these slides 

were never made and, as a result, the effects projectors 

were never used. 

On the Tech Schedule, time had been allotted to set 

cues on Sunday, February 9. A formal cue setting session 

never took place. There were very few cues in the show and 

the decision was made that the Designer would rough the 

cues in and the Director would look at them during a 

rehearsal. Minute adjustments were made as required. 
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SOUND  

The sound for this production was very straightforward. 

Music was used for preshow and during the intermissions. 

Other than having to add more music to the preshow cue, the 

only change that took place in sound involed the addition 

of transition music. One particular piece of music was cut 

from the intermission and was used to signal a change of 

scene. The need for transition music showed up when the 

light cues were put into the rehearsals. 

SPECIAL EFFECTS 

The show required few special effects. The only item 

that could qualify as a " special effect" was the rat, 

nicknamed "Esther," who had to swim from the dock across 

the pool and go into the hole in the side of the boat. 

Because Mr. Taugher was interested in solving this problem, 

I asked him to look after it. The rat was built by the 

Props Department, and the " submersible rat launcher," 

designed by Mr. Taugher, was built by Mr. Tim CLinton, the 

welder for Theatre Services. "Esther" was attached by a 

metal ring to the rat launcher and pulled across the water 
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with a fishing line operated from the Vomitorium by a crew 

member. The line was weighted and set through guides which 

sat on the bottom of the pool. Once "Esther" had been 

tried a number of times and experienced some difficulty in 

swimming into the hole, Mr. Taugher decided that he would 

build a guide'arm inside the hole of the ship to help guide 

"Esther" in. This idea worked very well. The only night 

"Esther" did not work was the day after opening when the 

line broke. 

SAFETY 

The production's main safety concern centered around 

the sword fight in the final act. The Fight Director had 

an actor jumping from the chaise to the small dressing 

stool to the dresser and finally on to the floor. All of 

this occurred on the second level, ten feet above the 

floor. The dressing table was only eighteen inches from the 

edge of the platform. Neither the stool nor the dressing 

table had been built to withstand this kind of punishment. 

After being told of this blocking by both the Designer and. 

Gerri Hemphill, the Department's Production Co-ordinator, I 

expressed my concerns to Professor Andrews and Mr. Taugher. 

It was decided that I would approach the Director and 
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explain that we wanted to look at this scene on the set 

before making any decisions, but that it was possible, if 

there were major safety problems, that some changes in 

blocking would have to be made. I explained that in order 

to prevent the furniture- from being knocked over or kicked 

out from under the actor's feet, we would attach the 

dressing table and the chaise permanently to the upper 

level. Beca-use the small stool had to be free to move 

during the first two acts, a metal x-brace would be put 

between its legs and it would be mounted to the deck with 

stage screws during the second intermission. It was 

determined, after a run-through of the scene, that if the 

furniture was strong enough to support the weight of the 

actor, the scene would remain as blocked. A discussion 

with the Assistant Carpenter indicated that the furniture 

pins put into the four legs of the dressing table were 

definitely strong enough to hold the actor. 

UNEXPECTED PROBLEMS 

Although most of the problems have already been 

discussed, a number of unusual problems arose unexpectedly 

during this production. 

One week before set-up was to begin, the Director 
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circulated the final rehearsal schedule. It was brought to 

my attention that a fight rehearsal with the Fight 

Director, who came from Edmonton, had been scheduled on the 

set, the Sunday morning of set-up. I met with the Director 

and pointed out that the set would be moving from the Reeve 

Theatre rehearsal space to the University Theatre that day 

and that it was, therefore, impossible for this rehearsal 

to take place. When questioned about this timetabling 

conflict between the Tech Schedule and the rehearsal 

schedule, the Director stated that she never read Tech 

Schedules, but depended on her Stage Manager to keep her 

informed of any conflicts. I then asked the Director if 

she realized that the week she had scheduled her first 

run-throughs was the week that the set was being put up in 

the theatre and lights were being focused, which would mean 

that she and her actors would again be working off a taped 

floor. This information greatly upset the Director who had 

not realized the implications of the Tech Schedule to her 

rehearsal schedule. Because it was impossible to reschedule 

the set-up to accommodate her fight rehearsal, the Director 

was forced to make alternative arrangements. Consequently, 

the Fight Director would come on Friday night and Saturday, 

and the actors would be given Sunday off. The Director 

then expressed the opinion that we should be able to set up 
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in a day and that she should beable to have the theatre by 

Tuesday. It was explained that the complexity of the set 

would require at least four days for set-up, and that the 

fifth day would be used for finishing details. As student 

crews were used to focus lights, focusing sessions had to 

be at night and were restricted to a maximum of three 

hours. I promised that we would attempt to make the 

theatre available by Sunday, instead of Monday as stated in 

the Tech Schedule. This was accomplished. 

During rehearsals there were a number of incidents 

which caused me some concern. The one involved an actor 

trying to pick up a. wig, which had fallen off during the 

fight scene, with the tip of his sword. 

realized that, theatrically, this was a 

was concerned about the wig, which cost 

Although I 

good reaction, I 

over $ 100. The 

actor had made three stabs at the wig with his sword and 

then dragged it across the ragged edges of the dock. When 

I approached the Director with this concern she became 

angry and stated that the wig would never fall off again 

and that there was no necessity for me to tell her how to 

do her job. 

The Director was asked to make some cuts to the show to 

try and keep the total time to less than four hours. The 

rehearsal where these cuts first occurred caused some 
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difficulty for the Stage Manager, as she was unclear as to 

exactly what the Director wanted. One cue was completely 

missed. The Stage Manager was aware that something was 

wrong, but was unclear as to what the problem was. As the 

Stage Manager was not in the house at time, but in the 

Stage Manager's booth, and had no direct contact with the 

Director, she asked that I check with the Director on 

exactly what was supposed to happen during this cue. When 

I tried to approach the Director with the Stage Manager's 

concern, I was accused of trying to take over all aspects 

of the show. 

For the most part, there was little difficulty with the 

crews. Because someone left a glue gun plugged in all 

night, I had to remind the Assistant Stage Manager in 

charge of Props to check the shop carefully for such 

possibilities. There was a personality clash between one of 

the Assistant Stage Managers and one of the crew members. I 

discussed this situation with the Stage Manager and 

suggested some possible solutions. This problem eventually 

solved itself. In addition, one of the Assistant Stage 

Managers had been appointed the unofficial fight director. 

Because of this responsibility he was always busy during 

the last hour before rehearsal. This in turn caused him to 

fall behind setting up props and preparing the stage left 
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wing for the performance. To aggravate the situation, he 

also had some difficulty 

I asked him to make sure 

before he supervised the 

in delegating jobs. One evening 

that certain tasks were finished 

fight rehearsal, or alternatively, 

that he appoint someone else do them during the rehearsal. 

He became offended and told me to "get off his case." As I 

could not allow this type of behavior to go unchecked, I 

spoke to him away from everyone else and made it very clear 

that, although I realized he was under a great deal of 

pressure with the two responsibilties, under no 

circumstances would I accept that type of behavior from him 

or anyone else on the crew. 

At the very beginning of this project, a problem 

occurred that I, personally, was unable to solve. During 

the first major production meeting, there seemed to be a 

great deal of negative reaction from props, costumes and 

the carpenters' shop. After the meeting, the Director and 

the Designer came to see P me to express their concerns about 

what they considered were very unprofessional attitudes on 

the part of the staff. They were letting me know that they 

were taking these concerns to Dr. James Dugan, the Head of 

the Drama Department. I suggested that perhaps the problem 

was not really with this production, but revolved around 

the fact that everyone was still working very hard on the 
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current production. They were very tired and had just 

learned the details for the biggest show of the year. 

Although I went to both Professor Andrews and Mr. Taugher 

with these concerns, they both were aware of the situation 

and had already decided to call a meeting to discuss this 

problem. To my knowledge, by the time the play was in the 

hands of the Production Team, the negative attitude had 

completely disappeared. 

The last and most unexpected problem occurred on closing 

night. Just before 7 p.m., the Stage Manager told me that 

a number of individuals involved with the play had decided 

to re-block the fight scene so that the fight would end 

with one of the actors in the water. When this plan had 

been first suggested, the Stage Manager asked the people 

involved if they had my permission to stage this move. She 

was told that, although no one had asked, they were sure I 

would approve. The Stage Manager felt that I should be 

told about this before the show. As I could not allow this 

to happen, I went directly to the actors who would be 

involved in the fight scene and explained that there would 

be no re-blocking of the scene. This move was very 

unprofessional and totally unacceptable. I further stated 

that there were other factors behind my decision. The 

floor of the pool was very slippery and an actor could fall 

41 



and seriously hurt himself; a leak in the pool could cause 

damage; the wig and the costume could be ruined; and 

finally, the illusion that this huge ship was floating in 

the Thames would be destroyed for the audience if an actor 

stepped into the pool. Both actors agreed that they would 

not change the blocking. Later each of the actors came to 

see me, on his own, and stated that he was glad I had 

stopped the change. 

MANAGEMENT STYLE 

Every Technical Director has his/her own management 

style. My basic belief is that effective management is 

based upon the principle of getting along with other 

people. As aresult, it was important for me to do 

everything I could to develop strong, friendly, honest, and 

trusting relationships with all the people involved in the 

production. I feel that managers have two basic 

responsibilities - to do the best possible job of all 

assigned work and to interact with all the people who work 

with them to the best of their ability. I also believe 

that a successful manager must provide opportunities for 

employees to satisfy their own creative needs and these 

opportunities should be built into the work environment. If 
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a manager expects employees to follow rules, policies, and 

have high standards in the performance of their duties, 

then the manager must do the same. Managers must listen to 

problems and supply as much information as they have to 

help people find their own solutions. A manager must keep 

people well informed of any faótors which affect their job. 

They should praise when jobs are well done and situations 

are handled effectively. When confronted with an employee 

who has made mistakes or who is performing poorly, managers 

must point out that these errors are costly to the 

production. They should try and encourage people to 

correct their own -mistakes. I feel that people need to 

feel accepted, valued and worthwhile, both to themselves 

and to others. Finally, it is my belief that managers must 

set high standards for themselves and for others. 

Self-fulfilling prophesies are a powerful management tool. 

Praising, encouraging, and expressing confidence that a job 

will be well done often produce that result. In my job as 

Technical Director for The Plain Dealer, I tried to follow 

this management style to the best of my ability. 
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CHAPTER FIVE 

EVALUATION 

THE PLAIN. DEALER 

From a technical point of view, I felt that this 

production went very well. It was not a complex technical 

show. 

I felt that I met the responsibilities as Technical 

Director and fit into the existing organization with .a 

minimum of difficulty. I experienced no difficutly in 

dealing with the permanent members of the University's 

Production Team. Once everyone adjusted to the fact that 

Mr. Taugher was still the Department's Technical Director 

but that I was the Technical Director for The Plain Dealer, 

I felt that there were minimal problems. 

It is my opinion that the solutions found for the pool 

and for spiking the upper level were the best possible. 

The most important thing that I learned from this 

experience is that there comes a time when you have to take 

a firm stand. I worked well as an intermediary between 

people. I did not always work well on a one-to-one basis. 

This was particularily true in the case of the 

relationships between myself and the Director and Designer. 
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There were times when I should have said ' No' instead of 

trying to compromise. Because I tend to be an 

over-accommodating person, I allowed myself to be taken 

advantage of. This attitude caused very little damage to 

the production as awhole but it was personally stressful. 
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CHAPTER SIX 

SOUND AND THE SOUND DESIGNER 

THE DEPUTY  

Theatre is a collaborative art. Each artist working on 

a production has the responsibility to create something in 

his/her discipline that will serve the production as a 

whole rather than create somethingwhich will stand on its 

own artistically. Sound is just one of the disciplines 

contributing to the final production. 

FOr the audience, the experience of a theatrical 

production has two basic components - what they see and 

what they hear. The auditory component is made up of many 

things - the actors' voices, the noise of their footsteps, 

the sound of moving scenery, music, and the natural and 

man-made sounds used to complete the dramatic environment. 

Sound provides a sensory link between the "virtual world of 

the theatre and its audience" ( Bellman 392). Artistry in 

sound concerns itself with the careful choice of exactly 

the right sound. The purpose of a sound design is to bring 

into the theatrical environment sounds that can be related 

to the real world but that have special significance to the 

production. Sound's major areas of concern are to heighten 
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the artistic expression of a production, to create 

theatrically effective sounds via electronic means, to 

ensure the intelligibilitr of the lines with sound 

reinforcement, if necessary, to document a production, and 

to feed audio information to the other technical areas. 

THE SOUND DESIGNER 

A major responsibility of the Sound Designer is to see 

that this design element fits the overall production 

concept. The Designer must have knowledge not only of the 

script, but must also have or acquire information 

concerning the period of the play. This background 

research is important so that any sound effects used are as 

authentic as necessary. This research can include such 

things as knowing the type of guns used in various 

historical periods, knowing how telephones ring in various 

countries, and knowing composers, musical style, and 

popular artists of the time. The Designer will have some 

responsibility for all aspects of a production's sound, 

although he/she may actually control only the music and 

environmental noises. The Sound Designer develops the 

sound plot from the script and from the Director's 

requirements. In consultation with theTechnical Director, 

the Designer plans the installation and operation of all 
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sound equipment for the production. In many theatres most 

of the overhead speakers and the equipment in the booth are 

already set up. However, a design may call for the 

placement of additional speakers, bell boxes, live 

microphones, etc., and these details will have to be 

planned in advance and worked 

Director. The Designer plans 

recordings, and, in addition, 

out with the Technical 

and directs the making of all 

may engineer very complex 

cues. Finally, the Designer is responsble for setting the 

cues and integrating them into the show. The Designer has 

to know before the cueing rehearsal exactly how he/she 

wants each cue to sound, its location, how it will be run, 

and, if there is more than one tape, on which tape each cue 

is located. This information will save a good deal of time 

and contribute to a smooth cue setting session. 

THE SOUND DESIGN 

Sound as a design element can be used in any or all of 

the following ways: to establish locale, timeof year, day 

or night, weather conditions; to evoke atmosphere; to link 

scenes; to provide an emotional stimulus; and to reproduce 

physical events, i.e., cars starting and driving off, 

babies crying, clocks striking, etc. 

Sound design begins with the script. The Designer 
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should read the script once through relatively quickly to 

familiarize him/herself with the story. During the second 

reading the Designer marks any sounds indicated in the 

script. There may be moments in the play which could be 

heightened by a sound. He/she may at this time begin to 

develop some idea of what, if any, music could be used for 

preshow, intermission, and postshow. He/she may feel that 

an environmental tape should be built to run under certain 

scenes at a low level. With a good understanding of the 

script, the Designer can now begin to develop a design 

concept or a sense of style. There are five very broad 

styles of theatrical sound "within which there are as many 

variations as there are sound Designers"' ( Waaser 66). 

According to Carol Waaser, these five styles are as 

follows: 

1. Realistic sound effects - using recordings of 

the real thing. 

2. Pseudorealistic sound effects - using other 

sources to create effects that sound real. 

3. Musique concrete - nonrealistic sounds 

created from a variety of sources, used in their 

natural state or electronically distorted. This 

montage of sound creates a musical type of sound 
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background. 

4. Electronic, synthesized sound effects, either 

realistic or nonrealistic. 

5. Live sound. ( 66) 

Once the Designer has become familiar with the script, 

has some sense of the design, and has some idea of the 

style or ' combination of styles that he/she feels will suit 

the production,it is time to meet with the Director. 

During this meeting the Director willgive an indication of 

his/her style, mood, and tempo for the show and will 

discuss the overall production concept,. This meeting 

should give the Designer 

preliminary sound design 

production concept. The 

an indication of whether his/her 

concept will fit the Director's 

Director 

differ completely frOm the script 

may have ideas which 

or from the Designer. As 

soon as an agreement has been reached on the direction the 

sound design will take, . work can begin. Further meetings 

with the Director will establish the specifics of'each cue, 

i.e., the direction of the sound, the movement of the 

sound, the length of individual cues, etc. It is necessary 

for the Sound Designer to meet with and stay in touch with 

the other Designers of the show. Often sound and lights 

will be integrated. •Discussing with the Lighting' Designer, 
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for example, how certain light cues will look will give an 

indication how sound cues running at the same time should 

sound. 

The interpretative role that sound plays in a 

production first exists as an abstract concept. Converting 

this idea from the abstract to the concrete is the starting 

point of the physical work of the design. Before actually 

beginning to create the sounds needed on tape, it is 

necessary to organizethe design on paper. These are the 

sound plot and-the-cue list. ( See Appendix 7.). During the 

rehearsal process, the Director may find that he/she wants 

to add, subtract, or change cues, and the Designer must be 

prepared to make these changes as they occur. 

The work on a design begins with an understanding of 

what sounds are required. It is necessary to search out 

many examples of possible sounds or create many samples of 

sound that could satisfy the artistic needs of the 

production. It is not necessary for the Designer to do all 

the physical work of tracking down the sounds. An 

assistant can be assigned the task of locating, for 

example, many different samples of a clock chiming. The 

Designer will then listen to the various examples and 

decide which is the best for the production. 

A production's sound requirements may include any or 
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all of the following types of sound: 1. Realistic sound 

effects as called for in the script or as required by the 

Director. 2. Voiceovers, which can include off-stage voices 

requiring amplification, machines that talk, apparitions, 

witches, etc. These can be done from live back stage 

microphones or can be recorded. 3. Punctuation effects. 

These are not necessarily called for in the script. They 

are used to accentuate an entrance or exit, a particular 

line in the script, or a particular action, and can be 

realistic, electronic, or abstract sounds or music. 

4. Underscoring for mood or character. Often underscoring 

for mood will require an environmental tape that will run 

under an entire scene at a low level. It can establish 

mood, place, and weather conditions. Underscoring for a 

character usually means that a particular sound is 

associated with a particular character. 5. Show 

atmosphere. A production may require a preshow, 

intermission, and p'ostshow sound to 'set and continue the 

atmosphere the Director has created. This sound can be 

music or some environmental tape that begins in the preshow 

and runs through the entire production, with other cues 

added as needed. 

Before the cueing session, it is advisable to run the 

final show tape in the theatre, because occasionally, cues 

52 



will sound garbled and unclear when run through the 

theatres equipment and will have to be re-worked. During 

the cueing session, the Designer and the Director will 

listen to each cue and determine the level at which it will 

run, the direction from which the sound will come, and the 

timing of each cue. 

Once the cues have been set, they will be integrated 

into rehearsals. This rehearsal time allows the board 

operator to become familiar with the cues for the show. It 

also enables the Designer and Director to evaluate the 

sound as part of the production. Actors also use this time 

to become accustomed to the sound cues. During this 

period, it may be necessary to change or alter certain 

cues. This may involve merely a change in the physical 

running of the cue or it may mean re-recording the entire 

cue. 

According to Bellman, 

Directors who are interested in the expressive 

value of designed sound often feel it is so 

closely related to the work of the actors that 

they must have sound from the earliest rehearsal. 

(421) 
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In this case, the Sound Designer will have to be prepared 

to make rehearsal tapes. Time may not permit the cues to 

be built as carefully as they will be for the final tape, 

but, nevertheless, the cues should be as close as possible 

to final sound. 

John Bracewell, in his article on sound, states that 

Sound design is an art, like the other design 

aspects that supply the dramatic environment, but 

sound is a much more subjective phenomenon than 

are the visual arts. We possess very few words 

to describe sound; the sound Designer's work is 

to a large degree intuitive, as is the 

comprehension of sound by the audience. 

Precisely because sound is largely subjective, 

its potential emotional impact is exceedingly 

large. 

Artistry in sound for the theatre is derived 

from a good sense of music, an understanding of 

the physical nature of sound and a thorough 

knowledge of the capabilities of musical, 

mechanical and electronic sound equipment. The 

sound Designer must also have a feeling for the 

theatrical - for the use of sound to enhance 
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dramatic impact - and a fine intuition of how 

humans respond to sound. (Bracewell 82). 
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CHAPTER SEVEN 

BACKGROUND TO THE PRODUCTION OF THE DEPUTY 

The Deputy (Der Stellvertreter), written by Rolf 

Hochhuth, opened February 20, 1964 at Freie Volksbuhne 

(Free People's Theatre)in West Berlinand was directed by 

Erwin Piscator. 

The Deputy is written in "a stylized prose which gives 

the impression of poetry" ( Schwarz 216), "a modified blank 

verse form" ( Ward 27), which Hochhuth hoped 

would raise the work above the "Naturalistic" 

level and would suggest to the reader that the 

content, although it advanced an historical 

thesis, was not intended to be a reenactment of 

history. ( Ward 26/27) 

The thesis was not that if Puis XII had spoken 

out, extermination of the Jews would necessarily 

have been stopped outright by the Nazis, but 

rather that the Pope as leader of the Catholic 

Church, should at least have made an attempt to 

persuade Hitler - that it was his moral 
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obligation as "Vicar of Christ" to do so. ( Ward 

46) 

A young Jesuit priest, Riccardo Fontana, spurred on by 

the failure of an officer in the SS to convince the Papal 

Nuncio in Berlin to communicate with the Vatican and ask 

for an official protest from the Pope to stop the outright 

deportation and killing of the Jews, carries the cause of 

the Jews " all the way to the feet of Pope Pius XII, only to 

be told that neither the Church nor Western Civilization 

would be served by any formal condemnation of Hitler's 

death camps" ( Kerr 88). The refusal by the Pope to take a 

verbal stand to denounce Hitler- and Riccardo's decision to 

wear the yellow star of David and to accompany the Roman 

Jews "being deported to Auschwitz ( Act IV); his arrival 

there and his doubting of God's existence in the final 

confrontation with the devilish, sadistic, SS doctor, and 

with death itself ( Act V), constitute the main plot of the 

play" ( Ward 27). 

The characters in Hochhuth's play, who are both 

historical and fictional figures, fall into three 

classifications, the Christians, the Jews, and the Nazis. 

The majority of the Christians are represented by members 

of the Catholic Church, and, of these characters, the Papal 
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Nuncio in Berlin and the Pope are not fictional characters. 

The Protestants are represented by Gerstein, who was, in 

fact, an actual person, working as a "Spy for God" ( Bauer 

213) in the SS. This " SS lieutenant takes incredible risks 

with his own life in order to attempt the impossible for 

the Jews" ( Schwarz 222). Of the Nazis that are in the 

play, Eichmann, Professor Hirt, and Dr. Fritsche are actual 

persons. The play presents a wide -variety of Nazis: 

Subordinate torturers, influential organizers, 

catholicizing entrepreneurs, whose already large 

incomes are enhanced by the slave labor of the 

concentration camps, doctors whose job it is to 

separate ab1-bodied prisoners from those who are 

to be gassed immediately, scientists who collect 

skulls and skeletons in the name of Comparative 

Anthropology, chiefs-of-police, SS- soldiers, even 

a female camp secretary - everyone who had 

anything to do with the deportation and 

extermination of the Jews is accounted for. 

(Schwarz 222) 

The last group of individuals in the play are the Jews. 

Although mention is made of specific historic characters, 
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Dr. Edith Stein, for example, the Jews that we see on stage 

are fictional. According the Schwarz 

...the Jews make the best showing in the play. 

They are the victims and consequently have very 

limited decisions to make. The problems with 

which they are confronted require practical, not 

ethical solutions: should one flee or hide, 

should one remain true to one's Judaism or 

renounce it in the hope of gaining certain 

advantages. The various responses given to these 

problems make the Jewish figures " interesting," 

but unlike the other two groups, their decisions 

are capable of affecting only their own lives and 

not history. ( 223) 

There is an enormous amount of material available 

about World War II and about the Holocaust. When I first 

spoke to Professor Philip McCoy, the Director of this 

production of The Deputy, he.stated that .1 should not spend 

too much time researching the actual history of the 

Holocaust, but do only whatever background reading I felt 

was necessary in order to gain a working understanding of 

the play. ( Notes on the research I did for this play are 
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found in Appendix 8.) 
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CHAPTER EIGHT 

CONCEPT AND EXECUTION OF THE DEPUTY 

THE PRODUCTION CONCEPT 

On -May 2, 1985, Professor McCoy circulated a memo 

which set forth his production concept for The Deputy. The 

following excerpts are related to the sound design. 

Hochhuth is primarily interested in this play in 

the persons who perpetrated the horror, in the 

victims, and in members of the Catholic Church 

who somehow failed to take sufficient action 

against it. He does not concern himself very 

much with historical or even with -psychological 

causes of the holocaust. Nor does he bring into 

the play the mass of people, worldwide, who 

through silent acquiescence allowed it to happen. 

In that regard it seems to me that he allows the 

Catholic hierarchy to stand for the rest of the 

world who stood by while it happened. I hope to 

downplay, visually, the specific Catholic 

presence, allowing for an interpretation which, 

61 



in effect, indicts everyone who failed to take 

action. For this reason it is important that the 

doubling of parts recommended by Hochhuth be 

maintained: so that a person playing a Nazi in 

one scene may play a Catholic in another, and a 

Jew in another. And, over all, I would like a 

kind of interesting neutrality of visual approach 

which does not allow the audience too easy an 

"out" when it comes to assigning blame to any 

particular group....I have several impressions of 

the way the production should look and of the way 

the various aspects of the mise en scene should 

be treated: ... A sense of neutrality; a certain 

straight-forwardness of style which approaches 

the Brechtian; ... Notwithstanding the above, a 

certain incidental sense of theatricalism, 

perhaps expressed in the playing of certain 

scenes in heavily realistic style, or in the 

creation of a number of " coups de theatre" 

visually and aurally; ... A sense of 

"universality";.. . No 

"environmentalism";.. . Documentary period feeling 

should be treated with the utmost subtlety and 

discretion, not a recreation of Italy and Germany 

62 



in 1943. The only exception to this might be in 

the sound score, which could provide strong 

period support if necessary.... Generally the 

sound score can be amplified through ceiling 

speakers: I do not require that telephones ring 

at the site of the telephone instrument, but 

there should be 1 or 2 floor speakers near the 

acting areas for such cues. ( 1-4) 

THE DESIGN CONCEPT 

After reading the script a number of times, while 

keeping Professor McCoy's production concept in mind, I 

decided that the sound score for The Deputy should be 

clean, realistic, and -documentary in nature. I felt that 

there should be no electronic or synthesized sounds, nor 

should any sounds be distorted in any way. The following 

cues should be live - the telephones, the doorbells, the 

gun shots, and the announcement made during the Auschwitz 

scene. Any transition music used would be either popular 

music of the day, or music of German and Italian classical 

composers. My personal perference would be no pre- show, 

intermission or postshow music. 

When I met with Professor McCoy, he stated that he 
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wanted the sound to be as documentary and as "real" as 

possible. The "bridges" between scenes would be real 

sounds, for example, the bells or the sound of the train, 

but would not be music. Professor McCoy requested that all 

sounds be approved by him before being included in the 

sound tapes. He wanted the cues into rehearsal as soon as 

possible as he felt they would influence the actors and the 

blocking. There would be no preshow, intermission, or 

postshow music. He wanted the show to open with a Nazi 

military march creating the feeling of the Nazi rallies. 

EXECUTION OF THE DESIGN 

In describing the process by which the sound design was 

executed, I have decided to discuss each individual cue, 

rather than the show as a whole. ( The cue list is found in 

Appendix 9). The cues discussed are taken from the cue 

sheet issued by the Director, February 24, 1986. 

Before beginning the discussion of the cues, a 

description of the available sound system is necessary. 

The Reeve Theatre has six 

perimeter of'the theatre. 

space determined that two 

speakers placed around the 

The formation of the playing 

of these speakers were in the 

backstage area, two were on either side of the playing 
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space, and two were behind the audience. In addition to 

these speakers, a small speaker was mounted on the grid 

directly above the position of the baby's basket for Act 

III, i, one was placed off stage up right and one off stage 

up left. These last two speakers both ran a truck cue. A 

live microphone was placed in the scene painting shop for 

Night 2 only. A telephone bell box and a door buzzer were 

placed under the stage floor. ( A note concerning the 

telephone bell. I .was not very happy with the muffled 

sound of the bell, but felt at the time that the tech staff 

had enough to do without moving it, and, in addition, 

Professor McCoy seemed pleased with it. However, when both 

Professor Andrews and Mr. Taugher mentioned the phone and 

its muffled sound, I asked that it be moved. Originally we 

tried it to one side of the stage, but the sound was too 

directional. It was then moved so it hung under the grid, 

in the center of the triangle formed by all three phones.). 

The sound board in the Reeve- booth- is a Richmond board and 

has a tendency to leak sound. This means that if a sound 

is assigned to one speake, it is possible that in addition 

to the sound coming from the assigned speaker, it may also 

come from another speaker. In order to have some 

equalization on the microphone, it-was necessary to patch 

the microphone line into a separate sound board and then 
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repatch into the Richmond board, as this board does not 

have any equalization. 

Cue 1 - The Nazi Rally Music. This cue is not in the 

script nor was it in the original cue list from the 

Director. Professor McCoy decided that he wanted to create 

the impression of a Nazi rally at the opening of the show 

with the music of a German military band running at a very 

loud volume. Because- this sound would accompany a light 

cue, it was necessary to provide Professor Andrews with a 

copy of the music. While trying to locate the cabaret 

music for Cue 3, I located a shop called "Things Military." 

They had one cassette tape of SA bands and choirs made from 

an original 1942 recording. I bought this tape and from it 

Professor McCoy chose the tune "Die Fahne Hoch." Because 

this was a copy of an original recording, the sound was not 

very clear. The note I received from Professor McCoy 

stated that " if this is the best recording we have of this, 

then enhance it or clean it up as much as possible so it 

can be played at a big volume for room-filling sound" 

(Memo, 24/01/86). When I transferred this tune from the 

cassette to the reel-to-reel tape, I tried to clean it up, 

but I still felt it would need more work. Other than 

running it through a noise reduction unit, which tends to 
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flatten the sound, I was unsure how to tackle this problem. 

Mr. Taugher spent half an hour routing and re-routing this 

piece through the mixer, removing high frequencies at one 

point and adding them in at the next, until we had a fairly 

clean tape with most of the frequencies in place. We were 

now able to play this song at full volume with very little 

distortion. 

Cue 2 - The Radio Announcement. This is the first cue 

called for in the script. As written, it was to have a 

fanfare from Liszt's "Les Preludes", followed by the spoken 

announcement, and ending with the song "From Finland to the 

Black Sea." I checked the following sources for this piece 

of music: the University Library, the public library, 

Fidelio's record shop, and the CBC, all with no results. I 

then checked with Germanic Studies and was introduced to 

Dr. T. Steinfeld who stated that, although he did not know 

the piece, he felt sure that it was an indexed Nazi 

propaganda song. When I talked to Professor McCoy about 

this problem, he suggested that we end the announcement 

with a snare drum roll, as was done in the Broadway 

production. I built a rehearsal tape of this cue and used 

Mr. Brad Leavitt's voice for the announcement. Because 

Professor McCoy preferred one of the actors, I re-recorded 
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this cue with Mr. Mark Lawes. As the actor's inflection 

was not quite what was required for this cue, I had to 

record this cue again. .During a rehearsal, Professor 

McCoy noticed that Mr. Lawes said it was April and the 

scene in which this cue occurs takes place in August. The 

tape was corrected. Because the cue was to come from an 

old radio, I put the fanfare, announcement, and drum roll 

on one track of the 

a result, the level 

separately. During 

tape and radio static on the other. As 

of the static could be controlled 

the cue setting, Professor McCoy asked 

that I remove any sound from the static that was not 

straight crackle. During this cue, the fanfare ran at a 

low level and then the operator faded the level up for the 

announcement and back down again for the drum roll. This 

cue ran from the overhead stage right speaker. 

Cue 3 - Waltz Music. We had planned to use a German 

cabaret tune from the 1930's. I had a great deal of 

difficulty in locating a suitable piece. I tried my usual 

sources, the libraries and shops, without' success. I 

borrowed six records from the CBC, but none of tunes seemed 

quite right. Professor Horst Mastag from the' Department of 

Germanic Studies brought a number of records from home, but 

after listening to them, I felt they were too modern. I 
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then began to talk to people I knew hoping that someone 

would have records of this type of music. Two students, 

Leo Wiser and Canine Sorge, brought old German records 

from home which had a number of waltzes on them.. Mr. Mike 

MacPhee of MacPhon Industries had an album of music of 

Berlin in the 1920's, but my concern was that this was a 

new recording. I checked with a friend in the German 

Canadian Club to see if she could locate some music for me. 

Mr. George Vassilou, who was assigned as my assistant, 

tried to reach Mr. Vic La Vica who had a radio show called 

"Cafe Continental." Unfortunately he was out of town until 

February 5th. I did make a tape for Professor McCoy of 

four of the German songs from -the various sources I had 

located. I sent a note with the tape indicating that I 

felt the last tune was too modern and that I still had 

other sources to check out. When Professor McCoy listened 

to them, he agreed that the last one -was definitely 

post-war and that the others were for " concert singing and 

the tempos are not regular nor fast enough for dancing" 

(Memo, 29/01/86). ProfessorMcCoy went on to state that he 

had "... decided that it will be better to use a song with 

English words since a song with German words only points up 

the incongruity of the cast speaking English without 

foreign accent, rather than German or Italian" ( Memo, 
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29/01/86). He picked a song called "Just Another Dream" by 

Russ Colombo and gave me the tape. Because this song is 

played on an old phonograph in the production, I used 

equalization when recording this song to give it a slightly 

hollow sound. This cue was played quite loudly through all 

six overhead speakers. 

Cue 4 - Air Raid Sirens. I made a loop, of this sound: and 

recorded a total of 10 minutes. Originally, this cue was 

to run out of the backstage right speaker, however, when we 

set the cue, I had Mr. Taugher try it out of the speaker in 

the scene shop. Professor-McCoy preferred that direction. 

This cue was to fade in slowly to a medium level and then 

fade away. Because its running level was already so low, 

it was very difficult for the operator to fade smoothly, so 

the cue was put on the timed fader built into the board. 

On the fade down, the operator reduced the sound to its 

lowest audible level, left it there for 10 seconds, and 

faded it ' completely. 

Cue 5 - Bombs and Bombers. Using the Lancaster bombers 

found on the BBC sound effects records, I made a loop and 

then recorded this loop onto track one of the tape. I then 

tried to make a loop consisting of various bomb sounds, but 
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when I mixed them together, they did not sound right. I 

next listened to an air raid attack on the BBC sound 

effects records, and one on a Major sound effects record. 

I decided to try a random mixing of the air raid attacks, 

cutting the one soundtrack into the other in the middle of 

large explosions. I made a five minute cut of this effect 

and laid it on one track of tape. I then added 

anti-aircraft guns sporadically onto the other track of 

this tape, mixed these two sounds together, and laid them 

on the second track of the tape that had the bombers. When 

I ran the finished tape, I was pleased with the effect. 

During the show, this sound faded onto the upstage 

speakers, and, on a call from the Stage Manager, the sound 

was added to the middle speakers and the volume increased 

slightly. Finally, this sound was added to the last 

speakers and the volume brought up very loud. This cue 

ended w1tha quick fade under Cue 6. 

Cue 6 - Aerial Bomb. This sound was recorded off a Major 

sound effects record and ran a very high level over Cue 5. 

Cue 7 - Hitler Youth Song. The script included the words 

that the children were singing. When 'I checked with Dr. 

Steinfeld in Germanic Studies, he translated them for me, 
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but said, that although he did not recognize the tune, he 

felt that this song would probably be indexed. On the tape 

of the SA bands was one cut of school children singing "Die 

Jugend Marschiert," and Professor McCoy decided it would be 

appropriate for this cue. During rehearsals, however, it 

became obvious that we did not have quite enough music and 

that this cue would have to be lengthened. I gave this 

assignment to Mr. Vassilou who did an excellent job of 

extending the cue. When we transferred this longer version 

to the show tape, I used the method Mr. Taugher had shown 

me when cleaning up "Die Fahne Hoch" to improve this cut. 

When we set the cue, we started it at a low level in the 

speaker behind the audience's left, and then faded it up to 

simulate the band's coming closer. At its maximum level, 

we then crossfaded from the left speaker to the right and 

then faded the sound away as' if the band had continued 

marching down the street. When this cue ran during 

rehearsals, we had to re- set it a number of times in order 

to synchronize the music with the dialogue. The final fade 

dropped to the lowest level of audibility and stayed there 

for a 20 count at which point the operator slowly faded the 

sound completely. During a meeting with Professor McCoy, we 

discussed the possibility of including marching feet to 

this cue. Although I thought we had decided that this 
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addition would not be necessary, Professor McCoy mentioned 

that he was disappointed that I had not added this sound to 

the final show tape. Because there was time between cue 

setting and the evening rehearsal, I did as he requested. 

The available sound of soldiers' marching was not in time 

with the music. As a result, I used the pitch control on 

the record player to speed the marching up, and then 

boosted the top end to make it sound more like childrens' 

and less like adults'. I made a loop of this sound and 

transferred it to one track of tape. I then transferred 

the music to the other track, so that we could control the 

level of each sound separately. 

Cue 8 - The Bells of St. Peter's. This cue ran through the 

scene change and under the first six pages of dialogue. 

It faded up and down with the opening and closing of the 

door, stopped on a snap and finally came in at the very 

end of the scene for another 20 seconds until it faded with 

the lights. I had difficulty in achieving a clean splice 

when making the loop. There were three different tracks of 

bells, all of which had been mixed together, and it was 

impossible to find a moment of complete silence. Even 

though I worked on this cue on three separate occasions, I 

could never improve this splice. As a result, because I 
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could hear the slide at the splice, I was never pleased 

with this sound at its loudest level. Fortunately, this 

slide was not noticeable at the extended low level. 

Cue 9 - Baby Crying. The speaker for this sound was placed 

on the grid directly above the baby's basket. Professor 

McCoy's only requirement was that, after fifteen seconds 

there be no loud cries, only- whimpers and hiccups. 

Cue 10 - Truck. This'cue ran froma' speaker in the props 

storage area. Mr. Vassilou built this cue for me which 

involved a truck's starting and driving off. 

Cue 11 - Baby Crying. This was not the same sound as Cue 

9, because this baby cried more frantically. It started 

while Cue 10 was still running. buring the first three 

nights of Part 1, the baby would only cry faintly for a few 

seconds and then we would hear 'nothing. When both Mr. 

Taugher and Mr. Stefansson checked this cue before each' 

evening's production, it ran fine, but it would not run 

during the show itself. Mr. Taugher thought because the 

cue's level "so low and the 'length of speaker line so long, 

we were perhaps getting a lot of resistance on the line and 
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explain why we would hear the first cries and then nothing. 

Mr. Taugher finally decided the operator must have been 

setting this cue up on one pre-set and running it on 

another. Because the level was so low and because this 

board has a tendency to leak sound, the cue ran, but very 

faintly. We corrected this situation by resetting the 

level. 

Cue 12 - Clock Striking. For this cue, I used the sound of 

a grandfather clock. It had to strike 10 o'clock, and ran 

out of the upstage right and left speakers. It began in 

the blackout before the scene and ended just as the lights 

were established. 

Cue 13 - Gestapo Truck. This cue included the sounds of 

trucks arriving, stopping, and unloading people, and needed 

shouted commands, dogs, etc. During the show, it was 

overlaid by actors shouting and crying. Both the speaker 

and the actors were in the scene shop. Because Mr. 

Vassilou wanted to build this cue, I explained to him what 

I wanted and gave him a tape with the sounds of people 

being unloaded from trains, which I had lifted from the 

movie " Inside the Third Reich." This tape had shouted 

commands, dogs, shuffling feet, but no cries of the people. 
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We decided that the shouting from the actors would suffice 

and we would concentra€e on the sounds of the trucks 

arriving and the people being unloaded.' The only thing I 

had to add to Mr. Vassilou's cue was a concluding fade 

which would occur so that the sound faded as the actors 

took over. The biggest difficulty we had with this cue was 

teaching the actors to reduce their shouting and crying 

gradually, instead of ending abruptly. Mr. Taughe.r 

suggested that we try slamming the scene shop's garage door 

to indicate that all the people had been unloaded and shut 

away. Although we followed his suggestion, the actors 

still had a tendency to stop before the door slammed. 

Cue 14 - Interior of a Freight Train. Mr. Vassilou built a 

loop of this sound and we transferred minutes to tape. 

Originally, this cue was to start in the blackout after the 

Pope had finished the prayer. It was re- set, however, to 

fade in under the prayer,- and ran through the scene change. 

It faded under each monologue and rose between each one. 

After the last speech, this sound continued to increase in 

volume and ended on a snap. 

Cue 15 - Train Doors. This cue included three doors, each 

of which ran with a light cue which brought up a beam 
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projector focused on the audience. It, therefore, had to 

be frightening and as big as the lights. I tried a number 

of different sound combinations. Finally, I built the cue 

using a combination of a garage door, which included a 

chain going through a pulley, and the slam of a metal jail 

door. I boosted the top end slightly and recorded it at a 

relatively high volume. This sound was perfect for the cue 

and worked extremely well with the lights. Although there 

were three doors, I built this as one cue with two seconds 

of timed leader between each sound. The lights were then 

timed to the doors. This combination of lights and sound 

produced an emotionally powerful effect. 

Cue 16 - "Die Fahne Hoch." ( This cue was a repeat of Cue 

Cue 17 - Factory Whistle. This cue, which was three blasts 

of a factory whistle, ran from the upstage right speaker. 

Because the script indicates that the " factory" is two 

kilometers away from the guard house, I tried to build this 

whistle as if it were coming from some distance. 

Cue 18 - Factory Sounds. Instead of this cue, the script 

actually called for the sound of a cement mixer and a power 
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saw to punctuate certain lines and actions. At the time I 

read the script, however, I was unable to coordinate these 

isolated sounds, but had no other ideas at the time. 

Although the power saw was not hard to find, the cement 

mixer proved far more difficult. There was a cut of a 

small cement mixer on a Major sound effects record, which 

had the sound of the sand and gravel scraping against the 

side of the drum. Because it was very difficult to 

recognize the sound, I added a motor, but, a.s Professor 

McCoy said, it sounded more like an oil well than a cement 

mixer. I then added the sound of someone shovelling gravel 

and scraping at sand, but the result was still not really 

identifiable. Before I had this -problem completely solved, 

Professor McCoy decided that these individual sounds would 

not work and that he preferred the sound of a factory with 

a mixture of different noises. He wanted the power saw to 

come in sporadically over the factory sound, which included 

metal scraping against metal, the sound of chains moving in 

pulleys, and a variety of machinery and equipment. I built 

a loop of these sounds and transferred them to one track of 

the tape. I then added the sound of the power saw to the 

other track at random intervals and random levels for a 

length of fifteen minutes. There was a two count pause 

from the end of the factory whistles and then this cue came 
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in on all speakers, and faded out with a call from the 

Stage Manager. This sound then faded in and out two more 

times during this scene, and at the end of the scene, it 

faded in at a higher volume and ran under the last three 

minutes into the blackout and through the scene change. 

Cue 19 - .Factory Whistles. ( This cue was a repeat of Cue 

17.) 

Cue 20 - Announcement. This cue required the operator to 

turn on the microphone pre-set in the scene shop and to 

turn it off at the end .of the announcement. We found that 

the most effective way to run this cue was to have the 

actor stand about four feet from the microphone and to use 

his hands as a megaphone. 

Live Cues. There were a number of cues which involved the 

operation of a door buzzer, and a telephone..'As previously 

discussed, the telephone bell was moved under the grid. The 

door buzzer was set under the floor upstage left. We ran 

the wires from these locations to the "bell box" which was 

in the control booth. The telephone and door buzzer cues 

were operated by, the Stage Manager. 
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CHAPTER NINE 

EVALUATION 

THE DEPUTY 

The sound design for The' Deputy was a very interesting 

challenge. From the beginning, it had been made clear that 

our production of this play would depend heavily on both 

lights and sound. I feel that I met the challenge of the 

design very well. 

In retrospect, I should have spoken to Professor McCoy 

earlier about my concerns regardi.ng the individual sounds 

in Act V and made arrangements to attend the first 

rehearsal where these sounds were used to evaluate their 

effectiveness. These factory sounds were far more chilling 

and set the atmosphere for the camp much better than the 

individual sounds could have done. 

I should not have waited for Professor Andrews and Mr. 

Taugher to mention the telephone bell placement. When I 

found this sound so muffled, I should have immediately 

mentioned it to Mr. Taugher and asked for the box to be 

changed. 

I feel that the best evaluation for the design of The 

Deputy came from Professor McCoy who said in a letter to 
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me: 

Your work on this show has been splendid. The 

sound score you have created enhances the 

production in ways that I hardly thought possible 

and you have shown great skill and imagination 

throughout .... Also your example as a technician 

in always meeting deadlines and al.ways giving 

100% is a model for all of us. ( Letter, 19/03/86) 
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APPENDIX 1 

PRODUCTION AND TECHNICAL SCHEDULES 

THE PLAN DEALER  
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PRODUCTION SCHEDULE 

SET: 

PROPS: 

COSTUMES: 

MAKE-UP: 

LIGHTING: 

SOUND: 

MISC: 

OPENING NIGHT - 

STRIKE - 

- THE PLAIN DEALER - 28/10/85 

Wednesday, February 19, 1986 
Saturday, March 1, 1986 

Design Approval 
Design Drawings 
Shop Drawings 
Construction ( 6 weeks) 
Painting ( 2 weeks) 
Set-up ( 5 days) 
Actors on set 
Set completed by 

Set Props Design Approval 
Preliminary Props List ( Dir/Des) 
Set Props Shop Drawings 
Sketches needed from Prelim. List 
Rehearsal Needs ( not later than) 
Final Props List ( Drawings needed) 
CUT OFF - NO MORE ADDITIONS 
Props Due On Stage 

Design Approval ( roughs) 
Shop Drawings 
Cast to shop no later than 
Rehearsal needs ( not later that) 
Construction ( 7 to 8 weeks) 
Costumes on Stage 

Consultation and Design 
Make-up on Stage 

Plot Due 
Hang ( morning) 
Focus ( evenings) 
Cueing Complete For 

Preliminary List 
Final List/Design 
Cueing Complete For 

Rehearsal Schedule to Tech Staff 
Rehearsal ( in the Reeve) 
"Tech Week" 
CUE TO CUE TECH REHEARSAL IF NEEDED 
Tech and Dress Rehearsals 
DARK (No Tech) 
Preview 

86 

28/10 
12/11 
25/11 
25/11-19/01 
20/01-01/02 
02/02-07/02 
09/02 

13/02 

28/10 
12/11 
25/11 
25/11 
16/12 
03/02 
03/02 
13/02 

28/10 
18/11 
25/11 
16/12 
25/11'-03/01 
13/02 

27/01-13/02 
14/02 

29/01 
02/02 
02/02-07/02 

12/02 

06/01 
27/01 
12/02 

06/01 
06/01-08/02 
10/02-13/02 
12/02 
14,16,17/02 
15/02 
18/02 



TECH SCHEDULE - THE PLAIN DEALER 

-Mon 
Tue 
Wed 
Fri 
Sat 

Mon 
Wed 
Sun 

Jan 
Jan 
Jan 
Jan 
Jan 

Jan 
Jan 
Feb 

13 
14 
15 
17 
20 

27 
29 
02 

Mon Feb 03 

Tue Feb 04 

Wed Feb 05 

Thr Feb 06 

Fri Feb 07 

Sat 
Sun 
Mon 

Feb 
Feb 
Feb 

08 
09 
10 

Tue Feb 11 

Wed Feb, 12 

Thr Feb 13 

'Fri Feb 14 

Sat Feb 15 
Sun Feb 16 

Mon Feb 17 

Tue 
Wed 
Thr 
Sun 
Wed 
Sat 

Feb 
Feb 
Feb 
Feb 
Feb 
Mar 

18 
19 
20 
23 
26 
01 

Begin set-up in the Reeve 
Continue with' set-up 
Set-up as needed 
Painting - evening 
Painting - day ( Until Feb 01 painting can be 
done during the day) 
Final Sound List due 
Light Plot due 
Morning - "hang" 
Afternoon - Set-up - Move set from Reeve 
Day - Set-up 
Eve - Focus 
Day - Set-up 
Eve - Focus 
Day - Set-up 
Eve- Focus 
Day - Set-up 
Eve - Focus 
Day - Set-up 
Eve - Focus 
DARK 
Possible cue setting 
Day - as needed 
Eve - Actors on stage 

SOUND TAPES COMPLETED 
Day - as needed 
Eve - Rehearsal INTEGRATE 
Day - .s needed 
Eve - Rehearsal LIGHTS & 
Day - as needed 
Eve - Rehearsal SOUND 

PROPS AND COSTUMES ON STAGE 
Day - as needed 
Eve - TECH RUN 

MAKE-UP ON STAGE 
DARK 
Noon - Press & Photo Call 
2PM - TECH DRESS - archival photos during run 
Day - as needed 
8PM - DRESS REHEARSAL 
8PM - PREVEIW 
8PM - OPENING NIGHT 

- Sat Feb 22 - 8PM - PERFORMANCES 
- Tue Feb 25 - DARK 
- Fri Feb 29 - 8PM - PERFORMANCES 

8PM - PERFORMANCE FOLLOWED BY STRIKE 
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APPENDIX 2 

BUDGET 

THE PLAIN DEALER  
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SET COST ESTIMATES - THE PLAIN DEALER - November 26, 1985 

UNIT MATERIALS QUAN COST TOTAL STOCK COST TOTAL 

FLATS 1X6 750 0.45 337.50 750 0.00 0.00 
2X4 800 0.20 160.00 0 0.00 160.00 
SKINPLY 19 11.00 218.00 4 46.00 172.50 
1X2 200 0.15 30.00 200 30.00 0.00 
1X8 60 0.60 36.00 0 0.00 36.00 
1X10 8 0.60 4.80 0 0.00 4.80 

SUB-TOTAL 373.30 

WINDOWS 1X2 200 0.15 3000 0 0.00 30.00 
STYRENE 2 14.00 28.00 0 0.00 28.00 

SUB-TOTAL 58.00 

DOORS 1/4MASON 4 8.30 33.20 4 33.20 0.00 
2X4 80 0.20 16.00 0 0.00 16.00 
HARWARE 1 20.00 20.00 0 0.00 20.00 

SUB-TOTAL 36.00 

HEADERS 1" STYRO 1 6.30 6.30 0 0.00 6.30 

SHIP 3/4 PLY 12 22.15 265.80., 0 0.00 265.80 
SKINPLY 6 11.50 69.00 0 0.00 69.00 
2X4 60 0.20 12.00 0 0.00 12.00 
1X3 120 0.25 30.00 120 30.00 0.00 
1/4 MASON 1 8.30 8.30 0 0.00 8.30 
1X2 50 0.15 7.50 0 0.00 7.50 

SUB-TOTAL 362.60 

PLATFORM 3/4 PLY 
1/2 PLY 
1x10 

ARCHES 3/4 PLY 
1/2 PLY 
1X3 

5 22.15 110.75 0 0.00 110.75 
5 10.45 52.25 0 0.00 52.25 

125 0.60 75.00 0 0.00 75.00 

SUB-TOTAL 238.00 

1 22.15 22.15 0 0.00 22.15 
1 10.45 10.45 0 0.00 10.45 

200 0.25 50.00 0 0.00 50.00 

SUB-TOTAL 82.60 

BEAMS 1X10 300 0.60 180.00 0 0.00 180.00 

SUB-TOTAL 180.00 
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DOCK 1X6 800 0.45 360.00 800 360.00 0.00 
2X4 700 0.20 140.00 0 0.00 140.00 
1X4 220 0.35 77.00 0 0.00 77.00 
POSTS 30 2.15 64.50 0 0.00 64.50 

SUB-TOTAL 281.50 

POOL LINER 1 133.50 133.50 0 0.00 133.50 
1/4 MASON 6 8.30 49.80 0 0.00 49.80 
3/4 PLY 5 22.15 110.75 0 0.00 110.75 
SILICON 15 6.00 90.00 0 0.00 90.00 

SUB-TOTAL 384.05 

OTHER PAINT 8 40.00 320.00 0 0.00 320.00 
SPANTEX 4 9.00 36.00 0 0.00 36.00 
STYRO 6 6.30 37.80 0 0.00 37.80 
SCRIM(NET) 31 2.49 77.19 0 0.00 77.19 
RISERS ALL 0.00 0.00 
STAIRS ALL 0.00 0.00 

SUB-TOTAL 470.99 

(TOTAL ESTIMATE NEW 3,364.04) TOTAL(WITH STOCK) 2,473.34 
HARDWARE 247.33 

TOTAL ESTIMATE 2,720.67 
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THE PLAIN DEALER  

PRODUCTION COSTS - FINAL FINANCIAL STATEMENT ( 04/01/86) 

CATEGORY ALLOCATION SPENT BALANCE 

SET 3,200.00 2,498.00 702.00 
PROPS 800.00 571.00 229.00 
COSTUMES 3,600.00 2,795.00 805.00 
MAKE-UP 300.00 595.00 -295.00 
TECH 150.00 104.00 46.00 
DESIGN 50.00 54.00 -4.00 
SCRIPTS 200.00 128.00 72.00 
ROYALTIES 0.00 0.00 0.00 
STAGE MAN. 30.00 25.00 5.00 
MISC. 20.00 0.00 20.00 
XEROX 150.00 205.00 -55.00 

TOTALS 8,500.00 6,975.00 1,525.00 
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APPENDIX' 3 

BACKGROUND TO THE PLAIN DEALER 
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BACKGROUND TO THE PRODUCTION 

OF 

THE PLAIN DEALER  

Historians have designated 1660 to 1702 as the 

Restoration. This period marked the reinstatement of King, 

Parliament, the hereditary upper classes, and the Anglican 

Church, and "marked the end of Puritan Laws against 

holidays, plays, music, dancing, outdoor games, and such 

indoor sports as dice, cards, and wenching" ( J. Wilson 2). 

The Restoration was, however, an age of conflict and 

contradiction. Reasonableness was marred by ignorance, 

brutality, and blind hatred. An improvement in 

civilization and culture, the establishment of the Habeas 

Corpus Act, prosperity for merchants and landowners, and 

refinement and luxury for the upper classes were some of 

the positive aspects of this period. The negative side 

included whipping prostitutes, hanging criminals, burning 

women at the stake, and supressing unlicensed books. This 

age was plagued by poverty, beggars, thieves, and 

highwaymen. The cities were filthy, rat- infested, and 

diseased. Peter Arnott states that 

-we are prone to think of Restoration England as a 
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time of wit, grace, and dalliance; it is as well 

to remember the savagery with which the new reign 

began and the financial stringency under which it 

had to operate. The period had its squalid side, 

which appears between the lines of the plays. 

(252) 

No historical period exists in a vacuum; there are 

always connections, however tentative, with the past. What 

has already happened influences what is happening. It 

would, therefore, seemnecessary to look briefly at the 

years preceding the Restoration. 

Prior to the return of Charles II, theatrical activity 

in England was extremely limited. The Puritans sought to 

stamp out all theatrical activity by closing public 

theatres "to appease and avert the wrath of God" ( J. Wilson 

8). In 1642, Parliament passed a law suspending 

performances for five years. In 1644, the Globe Theatre 

was pulled down and in 1649, the interiors of the Fortune, 

Cockpit, and Salisbury Court Theatres were demolished and 

Parliament passed a new law "that all actors be apprehended 

as rogues" ( Brockett, History 271). Even though acting had 

been driven underground, it never really stopped. 

Productions were presented at the Red Bull which had 

managed to escape demolition. The usual form of this 
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entertainment was the "droll," "' cuttings' of familiar 

Elizabethan plays" ( Downer 190). Two significant 

theatrical conventions began during these private 

performances - the use of women actresses and the use of 

"Italianate scenery," which consisted of a proscenium stage 

fitted with sliding wings and backdrops. 

With the return of Charles II, the theatre once again 

became a vital factor of English life: 

The king... loved the playhouse, the crowds, the 

spectacles, the wit; he loved the actors, and 

freely gave them his robes to adorn their 

favorite roles; and most of all, he loved the 

actresses. ( Downer 192) 

He issued two patents, one to William Davenant, who headed 

the company called the Duke's Men, and one to Thomas 

Killigrew, who headed the King's Men, thus "allowing them 

the exclusive monopoly of public theatrical entertainment 

in the capital" ( Downer 192). In 1671, the Duke's Men 

moved into Dorset Garden Theatre, and in 1674, the King's 

Men moved into the new Drury Lane Theatre. 

Drury Lane and Dorset Garden were the most important 

theatres in London from 1660 to 1700. Although they 
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differed in size, Dorset Garden measuring 148' by 57' and 

Drury Lane measuring 113' by 48', they had the following 

similarities: 1. The auditorium was divided into the pit, 

the boxes, and the galleries. 2. The. pit was raked to 

improve the sightlines and was equipped with backless 

benches. 3. They had three galleries. The first was 

partitioned into boxes, the middle was partially devoted to 

boxes, and the rest to benches. The uppermost gallery was 

undivided .and equipped exclusively with benches. 4. The 

floor of the stage sloped upward from the front of the 

apron to the back wall of the stage house. 5. On either 

side of the apron were either two or three sets of doors 

known as "Doors of Entrance" enabling the actors to make 

entrances and exits without going behind the arch. 

6. Behind the proscenium arch were grooves for wings and 

shutters as well as trap doors and flying machinery for 

special effects. 

.The following description by Alan Downer is perhaps the 

best and most concise one of what these new theatres were 

like. 

.scenery was extremely primitive at first, 

consisting of a painted backdrop or shutter and a 

series of wings arranged in rows or grooves from 
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the back of the stage to the front curtain. The 

curtain itself was an innovation; it seems to 

have been raised at the beginning of the 

performance and lowered only at the conclusion, 

scene changes being made in full view of the 

audience. The frequent stage direction, " the 

scene shuts," or "opens, "  refers to this method 

of changing by simply pushing together a pair of 

wings to make a new background for the action. 

Although the playhouse was roofed over and 

employed painted scenery set inside a proscenium 

frame, as in the modern theatre, the old 

Elizabethan intimacy between actor and audience 

was maintained by the apron, or forestage, which 

projected in front of the proscenium as much as 

seventeen feet into the auditorium. The "front" 

curtain, in fact, seems to have divided the 

playing area into the equivalent of the older 

main stage and inner stage. On two sides of the 

apron were the stage boxes separated from the 

actors only by a narrow rail of wainscot. In a 

modern comedy it must have been difficult 

sometimes to distinguish the player from the 

playgoer. Here was the mirror held up to nature 
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with a vengance. ( 196) 

In 1610, London was supporting six theatres, but during 

the Restoration, therewere "never more than two, and 

sometimes only one [ theatre], despite the enormous increase 

of population" ( Muir 10). During the interregnum, the 

general populace had lost the habit of going to plays, and 

it is presumed that Puritan propaganda against playgoing 

permanently deterred some of people from ever attending. 

As a result, Restoration audiences were drawn mainly from 

the upper classes and the plays naturally reflected their 

tastes and attitudes. This "coterie" was basically a 

closed circle of aristocrats and such a small group that 

everyone would have seen a new play within the first three 

or four days it was offered. Downer states that 

...a novelty at one theater would frequently 

leave the other with too few spectators to 

warrant performance of the announced bill, and 

even a novelty might attract a discouragingly 

small house. ( 192) 

Actors and actresses learned their profession, not by 

attending school, but rather from their own experience and 
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from the more experienced members of the company. Often 

the training would be specific to a particular role. 

Members of the company tended to possess parts, that is, 

once they were given a specific role, they kept it until 

leaving the company. 

The Restoration is known for two types of play - the 

heroic tragedy and the comedy of manners. As The Plain 

Dealer falls into the category of comedy, only this form 

will be discussed. 

According to Scarlyn Wilson, Restoration comedy was 

"purely realistic, because it devoted itself to studying 

and portraying contempory society" ( 115). 

The stage always reflects -the society for which 

it caters; and playgoers in the reign of Charles 

II followed the king himself in seizing on a 

sexual freedom which would have been unthinkable 

during the interregnum... . This licentiousness was 

bound to be reflected in the comedies of the 

period. ( Muir 11) 

Downer claims the humour was cruel and the jokes 

practical because this reflected the attitude of the 

audience ( 196). The effect of the limited audience was 
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evident in the structure of the plays. The scene was often 

London, and the streets and houses reproduced locations 

frequented by the audience. 

[The plots] were based on tricks and intrigues 

in which these wits might well have been and 

sometimes were actually involved. The characters 

on the stage had their counterparts in the pit 

and the galleries. ( Millet 102) 

The typical comedy represented a very narrow range of 

society. In the background, one might find the common 

citizen, aldermen, soldiers, and clergymen. In the 

foreground are the 

beaux and fops and rakes, flirtatious, giddy 

girls, naughty married ladies just getting their 

second wind, testy old husbands, as jealous as 

they are impotent .... The story is slight, but 

often complicated - seductions, lost reputations, 

a duel, a disguise, some knockout. ( Cunningham 

36) 
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WILLIAM WYCHERLEY 

William Wycherley, the author' of The Plain Dealer, was 

born in 1640. As a youth, his father sent him to France. 

Upon his return, he entered Oxford, and left there without 

a degree. He became involved with the Duchess of, 

Cleveland, one of Charles II's better known mistresses. 

Charles II intended Wycherley to tutor his son, but he fell 

out of favour with the Court by secretly marrying the 

Countess of Drogheda. She died in 1681 leaving Wycherley 

debt-ridden. These debts, a law-suit, and a series of other 

disasters broke his health, his spirit, and his fortune. 

Wycherley spent seven years in Fleet Prison, the debtors' 

prison. Interestingly, his comedies were still played 

during his imprisonment, and "drew great audiences" ( Ward 

xxxv) 

After viewing a performance of The Plain Dealer, James 

II, now on the throne, paid Wycherley's debts and settled 

on him a pension of 200 pounds a year. Although Wycherley 

lived until 1717, he did not have a happy life. An illness 

had left him with a faulty memory. In 1704, he published a 

portfolio of miscellaneous verses, but this was received 

with a great deal of criticism. 

In his life, he produced only four plays - Love in a  
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Wood ( 1671), The Gentleman Dancing Master ( 1672), The 

Country Wife ( 1675) and The Plain Dealer ( 1676) His fame 

as a playwright " rests wholly on his comedies" ( Ward 

xliii). 

These comedies dealt with specific social problems and 

were meant to reveal some basic principles of human nature 

as Wycherley sought to preserve traditional ideals in a 

changing society. He was concerned about " .. .the effect of 

mercenary competition on friendship and sexual relations" 

(Vernon 14), and took for granted that " the highest 

function of comedy was to instruct" ( Vernon 12). 

Wycherley's style " is the harsh syle of the satirist; 

his wit is the biting cruel wit of a Juvenal. It is used 

to strip the painted structure of false convention, to flay 

the pious face of the hypocrite" ( Zimbardo 17). 

Most sources seem to agree that Wycherley borrowed the 

rough outlines of some of his plots from other writers. 

However, Vernon states that although Wycherley " borrowed 

the rough outlines of nearly all his plots from other 

writers, one of his chief excellences lay in his ability to 

construct a plot in which even the smallest detail has some 

significance" ( Vernon 14). 
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PHOTOGRAPHS OF SET-UP FOR THE PLAIN DEALER 

SUNDAY MORNING 

SUNDAY EVENING 

112 







THE POOL UNDER CONSTRUCTION 

THE FINISHED POOL ON THE SET 
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FINISHED SET - LOWER LEVEL 

FINISHED SET - UPPER LEVEL 
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F8 CALGARY HERALD Fri., Feb. 21, 1986 

Long, drawn-out comedy 
By Kate Zimmerman 
(Herald staff writer) 

First produced in 1674, Wil-
liam Wycherley's The Plain 
Dealer won critical favor but 
took some time catching on with 
audiences. 

Seeing the University of Cal-
gary's production, one under-
stands why. It may be a comedy, 
but it's not exactly a barrel of 
laughs. The play is slow going, 
even with an hour's worth of 
sub-plot cut from the text. 

Wycherley spiced up his mor-
alistic story by satirizing the 
manners of the day, which fol-
lowed an era of repression with 

THE PLAIN DEALER by 
William Wycherley. University 
of Calgary drama department 
presentation at University 
Theatre. Directed by Paula 
Sperdakos. Performances to-
night and Saturday, and Feb 
26-Mar. 1. 

an era of rampant decadence 
But the lead character is so stern 
it's hard to side with him, and 
the other characters need win-
ning performances to compen-
sate for Wycherley's restraint in 
defining them. 
The young cast in this produc-

tion has other problems working 

against it - the Restoration 
language, Wycherley's verbose 
and formal speeches and the dif-
ficulty involved in grasping the 
period's mannerisms. In fact, 
they do quite a good job, but 
this long, drawn-out play re-
quires extremely good acting if it 
is to be truly entertaining. 
Timothy Mahoney has been 

saddled with the demanding role 
of Captain Manly, a surly fellow 
who abhors hypocrisy and prides 
himself on being brutally honest. 
Mahoney's performance great-

ly improved over the course of 
opening night, but at first he 
rushed through his lengthy 
speeches as if by rote. As a re-

is not -a barrel of laughs 
suit, he had no time to react to 
what the others were saying. As 
the Captain's would-be friend 
Lieutenant Freeman, Mark N. 
Bellamy spoke in a stiff and 
curiously emphatic manner. 
Many of the actors had a rea-

sonable command of the Resto-
ration style, but not surprisingly, 
the most natural-sounding was 
the one professional, Barbara 
Campbell-Brown, playing the 
Widow Blackacre. 
Manly's obsession with hones-

ty sets the story in motion. The 
trusting fellow leaves his life 
savings with his lady love Olivia 
(Chantelle Jenkins) when he 
goes off to sea, and entrusts her 

to the watchful eye of his best 
friend Vernish (Trevor Lawrence 
Young). 

Upon his return he discovers 
that she has deceived him in 
several ways. Enraged, he vows 
to take revenge through his page 
(Veronica Stewart-Burgoyne), 
who unbeknownst to Manly is a 
young woman in boys' clothing. 
The moral of the tale is that 

some deceptions are not as bad 
as others, a message which is 
applicable to any society. But 
it's difficult for the audience to 
get the message when the actors 
don't seem to understand what 
they are saying. 
Only the die-hard theatre fan, 

the tremendously curious, or the 
Restoration comedy aficionado is 
likely to sit through this taxing 
four-hour show. 

But everyone should be able 
to appreciate Warren Carrie's 
dramatic light design and mar-
vellous two-storey set with its 
realistic ship and tavern on the 
lower level and impressionistic 
lady's chambers above. The 
multi-colored and many-textured 
Restoration costumes, designed 
by Catherine Cowan-Phillips, are 
just as impressive, reflecting the 
different characters of the people 
wearing them, whether fop or 
plain-dealer, or somewhere in 
between. 
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Scene from Plain Dealer, Note the costumes - not plain at all, The set is superior as well. Mfor 
the play, well.., photo by Ty Reynolds 

Dealer empties parking lot 
The Plain Dealer 
directed by Paula Sperdakos 
University Theatre 
reviewed by Karin Kla.s'sen 

If the success ofap1av can bo 
gauged by the amount of activ-
ity the nearby parking lot sees 
durine the intermission, and in 

Ithis case I think it can, the 
%, . Plain Dealer, written by 
William Wycherley and per-
formed by the Department of 
Drama, will not be a success. 

In 1676, a bitterly condemn. 
ing Wycherly wrote this restor-
ation comedy about Manly, a 
sea captain at odds with the 
hypocritical and dishonest 
society he lived in. disill' 
tnioned at finding himself so 
easily deceived by his 'friends" 
and lovers, Manly is forced to 
re-evaluate his ideas about 
truth, honesty, friendship and 
love. 

That this play is a dud seems 
in no part due to the U of C 
students whose earnest efforts 
are possibly the only qualitites 
that make the play even 
tolerable. 

Particularly outstanding is 

the set design by Warren Car-
rie, which includes a ship dock-
ed at a real slough that, incred-
ibly, sits right in the middle of 
the University Theatre. 
Catherine Cowan-Phillips des-
erves a mention for her authen-
tic costume designs, which are 
colorful and lively enough to 
make even Prince's outfits look 
dowdy. The contrast between 
the realistic lower half of the 
setting and the theatricality of 
the upper stage and bright 
costume design is interesting 
enough to look at in itself. 
Timothy Mahoney, who did 

such a good job of Cloton in 
Cymbeline, presents a feisty 
first-rate performance of the 
leading role, Manly. His side-
kick, Lieutenant Freeman, is 
brought to life just as credibly 
by experienced actor Mark N. 
Bellamy. 
Other solid performances by 

Chantelle Jenkins, Donna Lax. 
sun and Barbara Campbell-
Brown should have been en-
ough to pull this play off the 
ground, and they do ... but just 
bra while. 
The play is weighted down 

by its rc:petitive rhetoric. What 
starts out as clever lively, witty 

verbal fencing becomes tedious 
and boring Like watching a 
tennis ball go back and forth, 
one wishes the ball would fin-
ally stop so the game can go on. 
The Plain Dealer bounces in-
suits about like a tennis ball 
long after the point has been 
made. Frankly, its 
monotonous. 

The play starts at 8:00 p.m. 
and by 11:00 p.m., before the 
third act' had even started, 
most of the people had left and 
the parking lot was empty ex-
cept for a few unfortunate 
cars, like mine, of those people 
who were for some reason ob-
liged to stay. 

Whoever chose to punish the 
talented Department of Drama 
students by forcing them to 
perform this labourjou.s play I 
think must apt the blame. 
Some plays are better left to be 
read over several evenings, and 
The Plain Dealer, 1'm sure, 
must be one of them. 

Th Plain Dealer runs to 
March 1 in the University 
Theatre. Tickets are $4 for 
students, 38 for that other c!ass 
of citizens, erroneously labdi-
edadultf. 
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17th C play- parody of 
today's 20th-C society 
by Jay Bala) 

There is nothing plain about Ti 
of C's new play, The Plain Dealer, 
which opened February 19at the 
University Theatre. 
But the audience who had to 

pay $6 to see the play, probably 
left half-way through. 

The Plain. Dealer was Written 
by William Wycherley in 1676, 
and is considered to be a Restora-
tion play. According to the dircc-
torPaul.a Sperdakos, "in the Plain 
Dealer, Wycherley wrote his most 
withering condemnation of Res-
toraton society, which he believed 
robe hypocritical, double-dealing, 
%ridously acquisitive and corrupt." 
our modern society can be 

blamed similarly to Wychericy's 
16th century society doing exactly 
the same things. But whether our 
20th century audience would sit 
four hours to understand Man-
ly's (the lead character played by 
Timothy Mahoney) 16th century 
tormented experience of the world 
gone mad, is doubtful. 

The social critic Manly, is a 
blunt, honest sea captain. He is a 
total misfit in a society he de-
spises. He considers himself above 
the hypocrisy and pretense of the 
times. He believes that he cannot 
be deceived, thus exposing the 
chink in his armour. His enemies 
and even his friends find it easy to 
deceive him. This forces Manly 
to re-evaluate his ideas about 
truth, honesty,' friendship and 
love. 

The play is a mixture of part 
satire, part romance, part melo-
drama and part comic romp. 
According to the director it is a 
'theatre feast' but it ends being a 
stew. 

Barbara Campbell Brown, in 
the role of a petulant, letigious 
widow is far superior in her act-
ing abilities compared to her other 
co-horts. They seem to be fum-
bling in front of her. Only Major 
Old Fox (Patrick Doyle) and 
Brown were decently effective in 
keeping the left-over audience in 
their seats. 

The costumes, so pam.stakingly 
designed by Catherine Cowan-
Phillips, are very bright, flashy 
and gaudy. They may represent 
the authenciry of the 16th cen-
tury but the bright yellow stock-
ings with green shoes were hard 
on the 2Oth century contacrlenses. 
They forced me to doze off for 
awhile. Yes! I am guilty of that. 

Set and lighting by Warren 
Carrie are definitely immprcssivc. 
The big ship and pool of water on 
down stage right demanded con-
scious attention. But this pushed 
most of the action of the play 
halfway upstage. The players 
looked too far from the audience. 
Thus the interaction between the 
actors and the audience was 
missing. 

Veronica Stewart-Burgoyne in 
the role of Fidelia, who is in love 
with Manly and follows him to 
sea in a man's clothes, has com-
manding possibilities as a student 
actor. She can be a second mate 
on my ship, anytime. 
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PLAY The 1)puty - Night I 

SOUND PLOT 
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i'i.AY The Deputy - Night 1 
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DIRECTOR Philip koy 
SOUND DESIGNER P. Christensen 
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SOUND PLOT 

DIRECTOR Phillpivtcoy 
SOIJNDDFSI(.NFR P. Christensen 

Palle 14! 
144 165 

TAPF I 

right 

left 

Act III II 

Clock . 01 

ChImingl tO 

Act Ill III 
Trucks, dogs 
sho ting  

188 

TA Pr 2 

right 

left 

l.iye Sound Act II! Ii 
Telephone 

I -1-4t ill Ill I 

I 
Act Ill III 

live voices 
ITelephone  

page 224 225 226 227 

TAPE I 

right 

left 

Train 

232 

Act V II 

- 

Die ne Fap 

Hoch 'IT 

right 

TAPE 2 

Act V I 

3 - T r 

left 

Act V ii 

Factory --

Act V ii 

Powers 

Factory 
Noises 

I iv,: S,ti,1 



The Deputy 
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DIREC1OR Philip Moy SOH ND D1SIC'.N[f P. Christensen 
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I LY The fputy 

SOUND PLOT 

DIRECTOR Philip lvtoy 
DESIG-WR P. Christensen 
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right 
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258 
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-cw:  The Deputy 
&1I'D GE LIST 

DIRECItR:  Phlliptvtcoy  11DriSIc?ER:  P. Christensen 

Page Cue Description Deck Track Speaker Source 

15 Nazi Rally M.islc - "Die Fahne 
Hoch" 

"D S 

1 L & R 1,2,34 
5,6 

Cassette tape - 

"The Third Reich 
In Sound" 

18 2 Radio Announcement - Fanfare, 
announcer's voice, snare drui 
roil. Static under entire cue, 

crii 

2 L - music, 
voice, 
drun roil 
R - static 

M.isic - last 20 sec. 
of Lizst's Les Pre-
ludes. Voice - tvrk 
Laws, Drun roll - 

Carpact Disc Sound 
Effects library. 
Static - CaTpact 
Disc Library 

34 3 Waltz niislc - "Just Mother Dream" 

cr iii 
L & R 1,2,3,4, 

5,6, 
Cassette tape supplied 
by Phil of Russ 
Colarbo. 

58 4 Air Raid Sirens - 5 minutes 
PCFI ii 

2 L & R 9 BBC Sound Effects 
Library 

61 5 Air raid - Lancasters barbers, 
anti-aircraft guns, barbs. - 5 
minutes 

icr iii 

2 L - Bathers 
R - Barbs 
and anti-
aircraft 
guns 

1 & 2 Barbers - B13C Library 
Baths, anti-aircraft 
guns - BBC Library 
and tvjor Sound 
Effects Library 



-V:  The Deputy 

Page 

62 

Cue 

5a 

Description 

Sam as cue 5 

siro CLE LIST  

DiRECrQ:  Philip NtCoy  

Deck Track 

1NDc€SIQ,ER:  P. Christensen 

Speaker 

add 3 & 
4 

Source 

63 5b Sam as cue 5 
add 5 & 
6 

64 

65 

6 

7 

7a 

Aerial Barb 

Hitler Youth Band - "Die Jugend 
Mrschiert 

cri iii 

Fade up 7 on a 10 count 

7b 
Cross lade fran speaker 5 to 6 
fade down, hold, then out on 20 

L & R 

L - N'rch-
ing feet 
R - Misic 

1,2,3,4, 
5,6. 

5 

M3Jor Sound 
Effects Library 

Cassette tape - 

"The Third Reich 
in Sound" 

6 
92 8 The Bells's of St. Peter's 

20 minutes 
crii 

2 L & R 

8a This cue involved the operator 
fading the sound up and down with 
the opening and closing of the 
door. 

5&6 Mijor Sound 
Effects Library 



Sl-av:  The Deputy 
311\D G.E LIST  

DIRECItR:  PhilipNI:Q y SOLIZEESICNER:  P. Christensen 

Page Cue Description Eck Track Speaker Source 

98 8b Snap out of the bells 2 L & R 5 & 6 

124 8c Restore bells - hard start 2 L & R 5 & 6 

8d Fade bells up with baickout and 
down and out with the house 
lights up 

126 9 Baby 2 L & R 10 BB Sound Effects 
Library 

139 10 Truck 1 L & R 11 NJor Sound 
Effects Library 

139 11 Baby - this cue begins Yfille cue 
10 is still running" 

criii i 

2 L & R 10 IX Sound Effects 
Library 



S-QY:  The Deputy 

Page 

141 

165 

Cue 

12 

'3 

Descr iption 

5u'D CLF. LIST 

DIRECQ  Phiiip?vtCoy 9JJ'O1sIcNR:  P. Christensen 

Clock chiming 10 

18cr 11111 

Truck driving up, stopping. unr 
loading people, shouting, dogs. 
Added to this cue are the voices 
of the actors backstage 

cr iii iii 

Eck Track 

L & R 

L & R 

Speaker 

1 & 2 

9 

Source 

E3C Sound Effects 
Library 

Truck - vjor 
Sound Effects 
Unloading and 
shouting - from 
inside the Third 
Reich" 

224 14 Train - this cue fades In with 
the light cue and then fades out 
for 1st monologue. It fades up 
between nnoiogues I and 2, 
fades out for rrrDnoiogue 2, fades 
up between 2 and 3, out for 3 
and fades in and continues to 
gain in voIun 

IC,, V I 

L & R 1,2,3,4, 
5,6, 

SK Sound Effects 
Library 

227 14a Snap out on trains 

227 Is Train doors - there are 3 door 
sounds each seaparted with 
2 seconds of leader. The cue 
runs straight through the 
leader tape.  

2 L & R 1,2,3,4, 
5,6. 

This sound was 
built using a 
cathinat ion of a 
garage door and jail 
door - Ccn-pact Disc 



-i3V:  The Deputy 
91N) (16 LIST  

D1RECTtR:  Philip MCöy MAD DESIGNER:  P. Christensen 

Page Cue Description Deck Track Speaker Source 

232 16 "Die Fahne Hoch" 

icry ii 
L & R 1,2,3,4 

5,6. 
"The Third Reich 
in Sound" 

232 17 Factory whistle - there are 3 
blasts 

ACT v II 
2 L & R. I & 2 ?vhjor Sound Effects 

232 18 Factory atmosphere - a combination 
of fatory noises and rnachines 
and a powersaw 

ACT V ii 

2 L. Factory 
t'blses 

R- Power-
saw 

10203,4, 
5,6. 

The factory background 
cam from the B 
records and the power 
saw from the Cdrpact 
disc library 

18a Fade factory out 

234 18b Fade factory in 

18C Fade factory out 

244 18d Fade factory in 

Be Fade factory out 



S-DY: The Deputy 

Page Cue 

256 18f 

256 19 

259 20 

SaM CLE LIST 

DIRrQ:  Philip MCoy  

Description Eck Track 

Fade factory in 

Factory Yhlti - a repeat of 
Cue 17 

tcry iii 

Liven the microphone in the 
scene shop 

cr v iii 

91N IG:pChristensen 

Speaker Source 
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BACKGROUND TO THE PRODUCTION 

OF 

THE DEPUTY.  

In researching The Deputy, I felt that a more thorough 

knowledge of the three groups of people about whom The 

Deputy concerned itself would be the most beneficial 

background research to supplement any specific research 

done on the sounds used for the production. 

THE CATHOLIC CHURCH 

Cardinal Pacelli was elected to the, papacy, and 

assumed the name Pius XII in the spring o'f 1939. According 

to Levy, the elevation of this man to the Papacy, "brought 

to the chair of St. Peter a man noted for his pro-German 

sentiments and diplomatic skill." ( 297) Hochhuth 

describes Pius as having a " smiling, aristocratic coldness" 

(195) together with an " icy glint" ( 195) in his eyes. This 

description may be somewhat stylized, however "biographers 

agree that Puis XII .. was unemotional and dispassionate 

as well as a master in the language of diplomatic immunity" 

(Levy 297). Purdy states that Cardinal Tardini described 

Puis XII as a man "not born with the temper of a 

fighter .... The same tendency which led him to prefer 
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solitude and quiet disposed him rather to avoid than to 

confront the battles of life" ( 21). 

In the decade preceding the outbreak of World War II, 

Pacelli was the Papal Sceretary of State. The concordat 

signed with the Third'Reich on July 20, 1933 was the 

culmination of efforts Pacelli had begun long before with 

the Weimar Republic. The purpose of a concordat " is to 

secure the essential basis for Catholic life and action." 

The Church believed that its preservation 

was a supreme commandment of God and thus Church 

leaders were inclined to preach moderation and 

submission rather that endanger its existence. 

The concordat guaranteed the freedom of 

Catholicism. In return Catholics, in effect, 

abondoned political activity in Germany and 

dissolved their political organizations. ( Bauer 

133.) 

This concordat with Hitler excluded the clergy from 

politics, allowed the Catholics the freedom to join or not 

join National Socialist formations, and "obligated the 

Papacy to remain neutral in temperol disputes between 

nations" ( Levy 242). 

Believing he was bound by the concordat, the Pope 
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maintained a position of silence during the mass 

deportations and murder of the Jews. Levy states that high 

placed Curia Officials offered as other reasons for the 

Pope's silence during the "Final Solution": 

1. A desire to maintain absolute neutrality. 

2. A desire to avoid causing a conflict of 

conscience for German Catholics serving in the 

German armies. 

3. A desire to preserve the Church's good name 

with the Germans. The Pope did not want to incur 

the reproach of the German people that the 

Catholic Church had contributed to their defeat. 

4. A desire not to undermine Germany's struggle 

against Russia. 

5. A desire that Papal prouncments would stand 

the test of time, which was difficult to achieve 

in the heat of the passions of war and the errors 

resulting therefrom. 

6. A fear that any clearly pointed protest would 

worsen the situation of Catholics in Nazi 

occupied countries. ( 299) 

Levy expands upon the above reasons: 
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...one is inclined to conclude that the Pope and 

his advisors - influenced by the long tradition 

of moderate anti-semitism so widely accepted in 

Vatican circles - did not view the plight of the 

Jews with a real sense of urgency and moral 

outrage. ( 305) 

THE NAZIS AND THE JEWS  

The Nazi organization, headed by Adolph Hitler, had, 

as one of its main beliefs, a perverted 

view of the world that differentiated between 

superior and inferior people according to their 

racial stock, and demanded the elimination of 

those considered an impediment to racial purity 

and national greatness. ( Levy 268) 

The race of people that suffered the most dire. 

consequences as a result of this belief, were the. Jews. The 

Nazis viewed the Jews 

....as a kind of anti-race, a nomadic mongrel 

group.... In elaborating their concept of the Jews 
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as nonhumans, the Nazis described them as 

parasites, creatures from the animal, and insect 

world ( rats, cockroaches). As a parasitic force, 

the Jews corroded and would ultimately destroy 

the cultures of their host. nations. ( Bauer 5) 

Hitler, himself believed that the Jews 

were the source of all evil, misfortune and 

tragedy, the single factor that, like some 

inexorable law of ' nature explained the workings 

of the universe. The irregularities of war and 

famine, finanical distress and sudden death, 

defeat, and sinfulness - all could be explained 

by the presence of that single factor in the 

universe, a miscreation that disturbed the 

world's steady ascent toward well-being, 

affluence, success, victory. A savior was needed 

to come forth and slay the loathsome monster. In 

Hilter's obsessed mind ... the Jews were the 

demonic hosts whom he had been given a divine 

mission to destroy. ( Davidowicz 27-28) 

These beliefs formed the core of National Socialist 
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doctrine. "They determined the anti-Jewish policies of the 

German dictatorship from- 1933- to 1945, and furnished the 

authority for the murder of the Jews in Europe during World 

War II" ( Davidowicz 5). 

Weinstein, in Dynamics of Nazism, points out that 

No one anticipated the extraordinary consequences 

of Nazi activities because no one imagined the 

possibility of racially animated,, systematic', 

technologically proficient mass murder of 

defenseless people in violation of'every commonly 

held cognitive and moral, standard. ( xiv) 

Some of the significant dates documenting Nazi 

treatment of the Jews include: 

March 11, 1933 - Goering gave official sanction 

to violence against the Jews when he ordered the 

police not to come to the aid of any Jew or 

Jewish business under attack. 

March 20, 1933 - .Plans were announced for the 

first concentration camp near Dachau. 

March 21, 1933 - The first persons were brought 

by the SA to Oranienburg. 
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March 31, 1933 - There were some 15,000 persons 

in "protective custody" 

September 1, 1941 - All Jews over 6 were to wear 

a yellow star over their hearts with the word 

JUDE printed in black. They could not leave their 

districts without special permission. 

September 19, 1941 - A curfew was announced for 

the Jews. 

October 15, 1941 - Mass deportation of German 

Jews began. 

December, 1941 - The first death camps began 

operation near Lodz. 

January, 1942 - Jews were ordered to surrender 

their winter coats, warm clothing, and blankets. 

Jewish households were now marked with a star of 

David. Jews were forbidden access to any streets 

where government buildings were located, they 

could not use public transportation, public 

telephones, or public washrooms, and they were 

banned from the parks. 

May 15, 1942 - The Jews had to surrender their 

pets, give up all electric appliances, bicycles, 

typewriters, radios, etc. All Jewish schools were 

closed. The Jews were not allowed to purchase 
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tobacco, milk, eggs, fish, smoked meats, cheese, 

alcohol, or white bread. 

During 1942, Sobibor, Treblinka and Auschwitz came into 

operation. By the end of 1942, Jews were only allowed to 

shop from 4 to 5 P.M. and could only buy potatoes, coarse 

black bread, cabbage, and beets; more than 100,000 German 

Jews had been sent to their deaths in the east and the 

vague rumors about their fate had been replaced now by hard 

and persistent reports that included details of the'mass 

gassings. 

In August [ 1.942] Kurt Gerstein, who joined the SS 

to investigate the stories of exterminations for 

himself, tried to tell the Papal Nuncio in Berlin 

about a gassing he had witnessed near Lublin. 

When Monsignor Orsenigo' refused to receive him, 

he told his story to Dr. Alinter, the legal 

advisor of Bishop Preysing of Berlin, and to 

numbers of other persons. He also requested that 

the report be forwarded to the Holy See. ( Levy 

288) 
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ROLF HOCHHUTH 

Rolf Hochhuth was born in Eschwege ( now in West 

Germany) in 1931. During World War II he was a member of 

"Deutsches Jungvolk", the, junior branch of the Hilter 

Youth. After the war Hochhuth became aware of the full 

horror of the concentration camps. He began "his own 

personal search for the truth and for a way to deal with 

the problem of guilt" ( Ward 16). He began to write during 

the mid 1950's. Hochhuth felt strongly " that... it is left 

to the writer to articulate the bad conscience of his 

country and of the world, because those govern who have 

such a good one" ( Ward 24). With the writing of The 

Deputy, Hochhuth "began his mission to reveal to the world 

the truth of history, as he saw it, through the medium of 

drama" ( Ward 24). Margaret Ward, in her book, Rolf 

Hochhuth, states that 

The Deputy immediately established Hochhuth's 

world reputation. It had seventy-five different 

productions in twenty-seven countries and was 

translated into seventeen languages. ( 9) 

Rolf Hochhuth's second play Soldaten: Nekrolog Auf 

Genf, has been translated into ten languages, including 
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English. Ward notes, in the Preface of her book, that 

Although Hochhuth has continued to write 

prolifically, little else is available to 

speakers of English who are interested in his 

controversial contribution to the political and 

literary discussions of the last decade in 

Germany. Translations of his essays are entirely 

lacking, and his four major plays since 1968: 

Guerillas, Die Hebamme, Lysistrate und die Nato 

and Tod eines Jagers have not been rendered into 

English, despite the fact that the first has the 

United States as its setting and the last deals 

with the American author Ernest Hemingway. ( 9) 
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THE DEPUTY - SPEAKER PLACEMENT 
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THE DEPUTY - JACK FIELD CHART 

'4N 
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Description 

TAPE CWK I 

"Die Fahne Hoch" 

_ai Description 
TAPE "• S 2 

Section A 

L 

level 

7.5 

assgn 

I 

R 

level 

7.5 

assgn 

2 

Tim Section 

L 

level 

R 
I clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F F F F F F 
level 

assgn assgn 

20rnn 1 23456789 10 11 12 13 14 15 16 

Lev FF'FFFP' 

3 clan 12 345 6789 10 11 12 13 14 15 16 

Lev 

4 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

5 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

Radio Announcarnt 

Voice, etc. on L 
Static on R 

Fade L & R to 2 on 
2 count - on voice 

Fade L only to 4.5 
Fade back to 2 on 
drum roll 

Section 

L R 

level 

2 

level 

2 

assgn 

3 

as sgn 

4 

T1rr Section 

L 

level 

R  

level 

1 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

2 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

3 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 

assgn assgn 

4 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 

5 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

60ian 1 23456789 10 11 12 13 14 15 16 

Lev 



3 Description  Section A Time Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
TAPEi I 

Waltz music 

Starts hard at 5 

L R L  R Lev FFFFFF 
level 

5 

level 

5 

level le'v' el 2an 1 23456789 10 11 12 13 1415 16 

Lev F F F F F F 

3Qan 1 234567891011 1213 1415 16 

Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

1 

assgn 

2 

assgn assgn Lev. 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 
4 jscr1pt1on Section B Tirne Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

TAPE E(2 

Sirens - fade up to 
1.5 on 6 count - on 
call frcrn S\4 down to 
I on 3 count, wait 3 
3 and fade out on 4 

L R L  R Lev 

level 

1.5 

level 

1.5 

level level 2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 Chan 12 345678910111213141516 
assgn assgn assgn assgn Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 



5 Description Section B Tim ii Section B 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
TAPE DECK 2 

Baribers and baths 

Hard start at 1.5 

5a cross fade on 
tinier to 3 & 4 
at 2.25 

L R L R LevFF 
level 

1.5 

level 

1.5 

level 

2.25 

level 

2.25 

2 an 1 2345 6789 10 11 12 13 14 15 16 

Lev F F 

3 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F F F F 

4 Chan 1 2 3 4 5 6 7 8 9 1011 12 13 14 15 16 
assgn 

1 

assgn 

2 

assgn 

3 

assgn Lev F F F F 

5 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 than 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
Lev 

5bJscr1ption Section B Tim Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
TAPE DECK 2 

Cross fade on tinier 
to 5 & 6 at 5.5 

L R L R Lev 

level 

5.5 

level 

5.5 

level level 2 than 1 2345 6789 10 11 12 13 14 15 16 

Lev 

3 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 than 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgri 

5 

assgn 

6 

assgn assgn Lev 

5 than 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F F F F F F 

6Qan 1 23456789 10 11 12 13 14 15 16 

Lev F F F F F F 



Description  Section A Time Section 1 Chan 1 2345 6 7 8 9 10 11 12 13 14 15 16 
TAPE 0$ J 

Aerial J34 

- Start hard fade 
section B on 
explosion 

L R L R Lev 
level 

75 

level 

75 

level leVel 2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
Lev 

3 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4an 1 23456789 10 11 12 13 14 15 16 
assgn 

5 

assgn 

6 

assgn assgn Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
Lev FFFFFF 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev FFFFFF 
7scrIptIon  Section A Time 6 Section A 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

TAPE E3Ki 

Hitler Youth 
L - feet 
R - mUSIC 

Fade up to2on2 

7a - fade to 7 on 10 

7b - cross fade on 
tir to 7 
fade from 7 to 
3on4Hold 
for 3- fade to 
2 on 4 Hold for 
20- fade on 12 

L R L  R Lev F 

level 

2 

level 

2 

level 

7 

level 

7 

2 Chan 1 23456 789 10 11 12 13 14 15 16 

Lev F 

3 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

1 

assgn 

1 

assgn 

2 

assgn 

2 

Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6chan 1 23456789 10 11 12 13 14 15 16 

Lev 



8 Description 

TAPE E€tK 2 

Bells of St. Peter's 

Fade up to 4 on 5 
On call fran SA fade 
to 1.1 
Fade up to 1.5 with 
window opening and 
down to 1.1 with 
window closing, on 
Svl call. 

8b - Snap out 

_-_j Description 

Section A 

L 

level 

assgn 

5 

Tine Section 

R 

level 

assgn 

6 

L 

level 

assgn 

R 
1 aian 1 2 3 4 5 6 7 8 9 loll 12 13 14 15 16 

Lev 

level 2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

assgn 

Lev 

3 aian 1 2 3 4 5 6 7 8 9 loll 12 1314 15 16 

Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

5 Qian 1 2 3 4 5 6 7 8 9 loll 12 13 1415 16 

Lev F 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 
Section Time Section 

TAPE C(IK 2 

Fade to 4 on 1 with 
lights - runs thru. 
blackout - fade out 
on 5 with house 
lights caning up. 

L R 

level level 

assgn 

5 

assgn 

6 

L 

level 

R  

level 

1 Qian 1 2 3 4 5 6 7 8 9 loll 12 13 14 15 16 

Lev 

20iän 1 23456789 1011 1213 14 15 16 

Lev 

3 Oan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

assgn assgn 

4 Qian 1 2 3 4 5 6 7 8 9 loll 12 13 14 15 16 

Lev 

SOian 1 23456789 1011 12 1314 15 16 

Lev F 

6Gian 12345678910111213141516 

Lev F 



20 Descr iption 

LIVE MIQO+U\E 

•-._-,.-•J Description 

Section C 

L 

level 

6 

assgn 

5 

R 

level 

assgn 

T!n' Section 

L 

level 

assgn 

R 
I Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 
level 

assgn 

2 Qian 1 2 3 4 5 6 7 8 9 loll 12 13 1415 16 

Ley 

3 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

5 Oia 1 2 3 4 5 6 7 8 9 loll 12 13 14 15 16 

Lev F 

6 Chan 1 2 3 4 5,6 7 8 9 10 11 12 13 14 15 16 

Lev 
Section 

L 

level 

assgn 

R 

T1n' Section 

level 

assgn 

L R 

1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

level level 2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

3 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

assgn assgn 

4 Oian 1 2 3 4 5 6 7 8 9 loll 12 13 14 15 16 

Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 



9 Description. Section A Time Section 1 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
- 

TAPE D-4 2 

Baby crying 

Fades -out on 5 with 
Svlcall, 

L R L R Lev 
level 

4 

level 

4 

level, level 2 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

3 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

5 

assgn 

6 

assgn assgn Lev 

5 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 

6 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 
jpJEscriptIon Section B TinE Section 1 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

TAPE'Sl 

Trucks 

L R L R .Lev F 

level 

2 

level 

2 

level level 2 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 

3 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

1 

assgn 

2 

assgn assgn Lev 

5 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6-Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 



11 Jption  
14 15 16 

Section A Tinle Section lChanI 2345 6789 loll 12 13 
TAPE DECK 2 

Baby crying 

D OF N IGV 1 

L R L  R Lev 
level 

4 

assgn 

5 

level 

4 

level level 
2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
Lev 

3 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
Lev 

4 Oian 1 2 3 4 5 6 7 8 9 loll 12 13 14 15 16 assgn 

6 

assgn assgn Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
Lev F 

16 
scrIpt!on  Section Tirm 'Section 1 Chan 1 2 34 5 6 7 8 9 10 11 12 13 14 15 

TAPE IE2 

Clock ching 10 

L R L R Lev  

level 

4 

level 

4 

level level 2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
Lev F 

3 Chan 1 23456789 10 11 12 13 14 15 16 
Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

1 

assgn 

2 

assgn assgn Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
Lev 

GQan 1 23456789 10 11 12 13 14 15 16 

Lev 



3 Description 
- Section A Tim Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

TAPEDRX 1 

Trucks & voices 

Starts hard 

L R L  R Lev F 
level 

1.5 

level 

1.5 

level leVel 2 Chan 1 2345 789 10 11 12 13 14 15 16 

Lev F 

3 Qian 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

1 

assgn 

2 

assgn assgn Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 
14 Description  Section A Tim Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
TAPE DE (K 1 

Trains 
Fade in as lights go 
out on 5 
Fade up and down 
between monolgues 
on SM call on 5 

L R L R Lev F F F 

level 

5.5 

level 

5.5 

level level 2Qian 1234567891011 12 13 14 15 16 
Lev F F F 

3 Qian 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
14a - continue to 
gain volume until 
call from SM then 
Snap fade out 

assgn 

1 

assgn 

2 

assgn assgn Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 



15 j 

Train 

scriptIon Section B Tim Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
TAPE DECK 2 

Doors - Hard 
Start 

L R L R Lev 
level 

5.5 

level 

5.5 

level level 2 Chan 1 23456789 10 11 12 13 14 15 16 

Lev 

3 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F  F  F  

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

3 . 4 

assgn assgn assgn Lev F F F F F F 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 
_L6jEscr1ption Section A Tim Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

TAPE DECK i 

"Die Fahne Hoch" 

COUNT 3 then 
run cue 17 

L R L R Lev F F F F F F 

level 

7.5 

level 

7.5 

level level 20ian 1 23456789 1011 12 1314 15 16 

Lev F F F F F F 

3chan 1 2 3 4 5 6 7 8 9 10 11 .12 13 14 15 16 

Lev 

4 Chan 12 3 4 5 6 7 8 9  10 11 12 13 14 15 16 

assgri 

1 

assgn 

2 

assgn assgn Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 



17 

- 

Factory 

Hard 

COUNT 
run 

Description Section 

L 

B 

R 

Tim Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
TAPE DECK 2 

Whistles 
start 

3 then 
cue 18 

L  R Lev 
level 

4 

level 

4 

level level 2Qian 123456789 10 11 12 13 14 15 16 

Lev 

3 Chan 1 2 34 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

3 

assgn 

4 

assgn assgn Lev F 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

6 Chan 1 2 3 4 5 6 78 9 10 11 12 13 14 15 16 

Lev 

jJscrlption 

Factory 
up 
Factory 
Saws 

18a 

Section A Tln Section 1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

TAPE DECK 2 

noise - fade 
on 5 count 

on left 
on right 

fade out on 8 

L R L R Lev 

level 

4 

level 

4. 25 

level level 2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

3 Qin 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
assgn 

5 

assgn 

6 

assgn assgn Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F F F F F F 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F F F F F F 



18b Description 

TAPE U3K 2 
Factory noises 
Fade in on 8 

18c Fade out on 8 

18d Description 

TAPE •-S 2 

Factory Noise 
Fade in on 8 

18 e Fade Out on 8 

Section A 

L 

level 

4 

assgn 

5 

R 

level 

4.25 

assgn 

6 

Section A 

L 

level 

4.5 

assgn 

5 

R 

level 

4.75 

assgn 

6 

Time 

Time 

Section 

L 

level 

assgn 

Section 

L R Lev 

level level 2 Chan 1 23456789 10 11 12 13 14 15 16 

Lev 

assgn 

1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 
R Lev 

level 2 Chan 123 

Le v 

3 Olan 1 2 3 4 5 6 7 8 910 1112 1314 15 16 
Lev 

4 Olan1234 5 6 7 89 10 11 12 13 14 15 16 

assgn Lev 

SOlan 1 2 3 4 56 7 8 9 10 11 12 13 14 15 16 

Ley F F F F F F 

Lev F F F F F F 

1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

3 Olan 1 2 3 4 5 6 7 8 9 10 1112 13 14 15 16 
Lev 

4Olan 1 2 345 6 7 89 10 11 1213 14 15 16 
assgn Lev 

SOlan 1 23456789 loll 12 1314 15 16 
Lev F F F F F F 

6 Chan 1 2 3 4 5 6 7 8 9 10 Il 12 13 14 15 16 

Lev F F F F F F 



_-iL Description 

TAPE EEIK 2 
Factory noises 
Fade in on 8 

18g Fade out on 6 

jJEscription B 

TAPE DECK 1 

Factory whistles 
Hard start 

Section A 

L R 

level 

4.5 

assgn 

5 

Time Section 1 Qian 1 2 3 4 5 6 7 8 9 loll 12 13 14 15 16 

level 

4.75 

assgn 

6 

L 

level 

R Lev 

assgn 

level 

assgn 

2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

3 Qian 1 2 3 4 5 6 7 8 9 loll 12 13 14 15 16 

Lev 

4 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

5 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F F F F F F 

6 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F F F F F F 
Section 

L R 

level 

4 

level 

4 

assgn 

3 

assgn 

4 

Tim Section 

L R 

1 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

level level 2 Chan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 

3 Oiari 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev F 

assgn assgn 

40ian 1 23456789 10 11 12 13 14 15 16 

Lev F 

5aian 1 23456789 1011 12 13 14 15 16 

Lev 

6 clan 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Lev 
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Play requires 
rapt attention 

of audience 
:By Kate Zimmerman 
(Herald stall writer) 

The U of Cs North American 
premiere of Rolf Hochhuth's 
controversial six-hour epic The 
Deputy - in its entirety - is an 
extremely risky enterprise. 
The show is presented in two 

parts, but even so it's a 
demanding, talky work which 
asks its audience to pay strict 
attention to lengthy arguments, 
and to sympathize with charac-
ters because of their moral out-

.look rather than their personal 
appeal. 

Hochhuth's play examinet the 
attitude of the Catholic Church, 
and more specifically Pope Pius 
XII, toward the systematic de-
portation and "liquidation" of 
the Jews by the Nazis during the 
Second World War, 
The playwright contends that 

Pius might have saved countless 
Jews and Catholics (including 
priests) by publicly speaking 
against Adolf Hitler's Final Solu-
tion. Numerous essays support-
ing and declaiming Hochhuth's 
thesis have been published, but 
one fact remains - Pius never 
made a strong, clear statement 
to the Germans that the Catho-
lic Church would not tolerate the 
persecution of the Jews. 

Whether or not he could have 
done so has been the subject of 
great debate, because many have 
chosen to interpret Hochhuth's 
point literally, seeing it as a 
'condemnation of the Pope. 

This is not a particularly use-
fu1 attitude. Hochhuth did be-

THE DEPUTY, by Rolf Hoch. 
huth, directed by Philip 
McCoy, presented by the Uni-
versity of Calgary's Depart-
ment of Drama in the Reeve 
Theatre, Show runs in two 
parts on consecutive nights 
March 19.22, 26-29, April 2.5 
and 9-12. Both parts may be 
seen March 23. 

lieve that the Pope's silence 
made him guilty of collaboration 
with the Nazis, but he also 
meant Pius to be a symbol of all 
religious leaders and of all men 
who were passive in the face of 
the Holocaust. The play's judg-
ment is much more comprehen-
sive than a criticism of one 
famous man; it asks 'hy so 
many remained silent. 

To tell this story, Hochhuth 
uses a cast of 45 characters, 
some real and some fictional. 
Two of the most important are 
Kurt Gerstein (played here by G. 
Douglas Fletcher), the real SS 
man who risked everything to 
help the Jews from inside the 
system, and the diabolical Doc-
tor (Paul M. Malone), a fictional 
character based on Josef Men. 
gele, the Nazi Angel of Death. 

Two other key figures are 
Father Riccardo Fontana, a 
Jesuit priest (the character was 
based on the "acts and aims" of 
Provost Bernhard Lichtenberg) 
who finally decides to go to 
Auschwitz to give succor to the 
prisoners; and God's deputy, 
Pope Pius XII. 

____  

The Deput' bravely tackles the issue 'of 

This production generally has 
been well-cast. Each of the ac-
tors plays his (or her) several 
roles adroitly. But according the 
part of the play's hero, Fontana, 
to petite actress Catherine Myles 
was a serious misjudgment on 
the part of director Philip 
McCoy. 
Surrounded at almost all times 

by large men in grand army or 
clerical uniforms, Myles both 
looks and sounds insignificant. 
Fontàna is meant to be uncer-
tain, an ambitious but moral 
priest whose growing horror at 
the Pope's passivity spurs him to 
martyr himself. 

Despite her acting skill, Myles 
appears fragile and incapable of 
this kind of heroism; it's impossi-
ble to believe that anyone would 
be threatened by this priest. 

The other casting error was 
Hilda Dogherty as the Pope. 
This is not as glaring a problem 
as casting Myles as Fontana 

David Lazarow'ych, Calgary Here' 

Pope Pius's attitude toward the Nazi Final Solution 

(because the Pope only appears 
once), but Dogherty doesn't have 
the presence to play the part of 
the icy Pope Pius. The character 
should strike fascinating fear 
into our hearts, making us recog-
nise his awesome power in his 
climactic scene with Fontana. 
Dogherty might be reasonably 
believable as a cleric, but not as 
the head of a Church which at 
the time had 400 million follow-
ers. 

The Deputy intersperses the 
dispassionate discussions of chur. 
•chmen with scenes of the Nazis 
in action, arresting families, in. 
terrogating prisoners and so on. 

The production's most power-
ful scenes concentrate on the 
human, rather than the political, 
aspects of the story. Stephen 
Buoninsegni is riveting as Jacob-
son, the Jew living with Ger. 
stein, when he learns that his 
parents have been deported. 
The hysteria of Catherine 

Fitch's Carlotta, reacting to the 
news of the death of her entire 
family, is gut-wrenching. 
Also highly illuminating is the 

scene in the Jaegerkeiler, a bar 
and bowling alley which is a 
gathering place for SS officers. 
Beautifully yellow-lit, full of men 
(in striking, authentic uniforms) 
lolling . about quaffing beer like 
any group of colleagues talking 
camp "shop," this part of the 
play shows how extermination 
became just another job to the 
Nazis. 

Still, less costuming in the 
penultimate scene, a surrealistic 
representation of the gassing of 
the Auschwitz victims, might 
really bring the monstrosity of 
the Holocaust home to us. 

The horror of that scene 
might have been heightened had 
the prisoners appeared more 
vulnerable and exposed (maybe 
by having them shivering in old. 
fashioned underclothes), instead 

of weighted down by coas.s an, 
hats as they headed toward in 
cinerstion. 

The setting and costumes In; 
The Deputy have been designee 
with great skill by Douglas T 
McCullough. A five.panelle' 
abstract mural with symbols u 
the Nazis, the papacy and th, 
Jews scattered about, is rear 
ranged throughout the play, wit: 
furniture added and subtractec 
to represent different locations. 

The starkness adds to eb, 
pared. down feeling of the play 
which may be verbose but doe 
concentrate on the most basic o 
confrontations, between man anc 
authority (the highest authori. 
tyil, and life and death. 

Patricia Christensen's soun,' 
design is remarkably good, wit 

the horrific, factory-like noises o 
the Auschwitz scenes particular):. 
powerful. 



A GRIPPING tale of church involvement in Nazi crime slowly unfolds in The Deputy. 

Nazi tale chilli.ng -
By LOUIS B. 'HOBSON 

Staff Writer 
The University's six-hour production of 

The Deputy, Rolf Hochhuth's controversial 
theatrical treatise, is a monumental 
achievement. 

It's an event which demands to be seen 
by anyone seriously interested in theatre. 
Directed by Philip McCoy, The Deputy is 
simultaneously a disturbing reminder of 
some of the darkest years in man's history 
and a riveting piece of theatre. 

It assaults the senses and sensibilities on 
all levels. 
For m&'e than 40 years, writers have 

been mesmerized by the inconceivable 
atrocities Hitler and his Nazis perpetrated 
on mankind. 
They've tried to explain, soothe and lay 

blame for an event which can never be 
forgotten. 

Throughout The Deputy, 
Hochhuth points an accusing 
finger at the Catholic hierar-
chy for refusing to speak out 
against extermination of the 
Jews. 

In the play's chilling cen-
tral theme, Pope Pius XXII 
explains that his diplomacy 
is necessary to protect 
Italy's industry and banking 
concerns. 

Douglas McCullough's set and costumes 
ensure the production's authenticity, visual 
effect and smooth flow. 
James Andrews' lighting and Patricia 

Christensen's music and sound effects sus-
tain the chilling atmosphere and merciless 
tension. 
Stephen Buoninsegni's portrayal of a 

young Jewish boy hiding in an 58 officer's 
home is chilling, as are Tony Munch's Chief 
of Rome Gestapo, Catherine Fitch's hys-
terical Auschwitz inmate and Chester 
Lorincz's Cardinal and Brian Jensen's dia-
bolic university professor. 
Even over the two nights, Douglas 

Fletcher and Catherine Myles never falter 
as the play's two pivotal characters. 
The play runs in two parts on alternate 

nights until April 12 in the University's 
Reeve Theatre. 
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