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 I’m Bob Bradley, THE 101, Introduction to Theater and Drama Arts.  My guest today is 

Roy Hamlin who is now an artistic associate at Theater Under the Stars at Houston, Texas.  

Welcome. 

B: Why don’t we start with, then, because it’s — actually it’s a very important 

organization and one that may become, in terms of musical theater, of a 

great deal of importance in this country, and that is what is Theater Under 

the Stars or, I guess, more fondly known as TUTS, T-U-T-S. 

H: I’m not sure the marketing people down there would like us to always use that acronym.  

Theater Under the Stars actually began as a volunteer sort of community organization 

in the late ‘60s.  In Houston.  There’s a longstanding arts organization, the Houston 

Grand Opera, and there were a few of those sort of stage managementship and 

chorister type people who wanted another venue in which to perform.  

And there was an outdoor amphitheater in Herman Park outside — in Houston, and 

so they decided that they would just all get together and do one night only a Broadway 

musical and they chose “Bells Are Ringing.”  And they performed this in their 

amphitheater on — actually not on the first night that it was supposed to be performed 

because it rained, but on the next night. 

B: Yeah, it’s a problem when you’re outdoors. 

H: Absolutely.  And the next night they performed “Bells Are Ringing” and they took their 

name from the fact that the theater had no roof.  It was actually under the stars.  From 

that time forward for about five seasons they produced in the summer only, always 
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outdoors, and about five years later they added an indoor winter season which was 

the first time that they actually charged admission.  And the theater just grew from sort 

of a community based volunteer organization into staff — a paid staff organization 

with volunteer performers, and then gradually started paying the performers and now 

it’s become a regional theater along the lines of its counterpoint in Houston, the Alley 

Theater, but with a mission of musical theater. 

B: Okay.  So it is now a regional theater which is a fully equity professional 

house? 

H: Right.  It has an equity contract ruled by the West Coast office of Equity as most things 

from Texas that way are.  It has a full-time staff but is still a nonprofit organization. 

B: Not for profit. 

H: Not for profit.  And as a result received, you know, various benefits and tax breaks 

therefore.  It also has become, thanks to the founder, Frank Young, one of the leading 

theaters which I think is starting a sort of reemergence of regional theater in terms of 

musicals.  There used to be sort of a circuit of some sort, a civic light opera program, 

primarily on the West Coast but there were some scattered across the country.  In 

Texas Frank was sort of mentored by a lot of those folks and he has tried to bring 

some of them back together into various organizations which have become — or at 

least are beginning to be part of the big picture of what shows might tour nationally or 

might have some kind of life in New York.  Sometimes revivals of classical musicals 

and sometimes brand new musicals. 

So two organizations which have sort of -- were springboarded out of TUTS.  One is 
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called the National Association of Musical Theater and these are primarily nonprofit 

producing organizations which are aspiring to the regional level.  And then a larger 

group, something called the Independent Presenters Network, which includes many 

members of the national alliance of musical theater but also companies or 

organizations which just present touring shows.  So therefore presenter as opposed 

to producer in the acronym of that place. 

And these things have become sort of a way for Heartland America, however you 

describe that, to be involved in the creation of touring attractions which might play 

some kind of circuit and then come into New York or, you know, develop a new 

musical that might go directly into New York in some circumstances. 

B: Of course the other funny thing is as of 2002, TUTS moved into its own 

brand new permanent,  100 million — is that right — 100 million dollar arts 

complex. 

H: Called the Hobby Center for the Performing Arts.  It’s in downtown Houston which 

actually has a feeder district unlike many metropolitan large cities in the country.  And 

the feeder district, Houston likes to boast, has the largest concentration of theater 

seats outside of Broadway in America which is a terrific kind of statistic. 

B: Are they counting Branson, Missouri, in this? 

H: No, they’re not counting Branson, Missouri.  But the theater district includes the Alley 

Theater, the new Hobby Center for the Performing Arts, the Wortham Opera House 

and Jones Hall, which is the home of the symphony and the ballet.  So these are all 
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within walking distance in downtown Houston with a lovely park in the center which the 

new Hobby Center overlooks from their lobby.  It’s a beautiful venue. 

For a long time on the very same site where the Hobby Center is there was a building 

that was known as the music hall which had been built basically as a roadhouse, and 

it also had things like wrestling and basketball and — you know, it was a sort of 

multi-purpose auditorium of some sort.  And from the ‘30s, a lovely art deco building. 

And finally really part of what happened so that the initiative to start the Hobby Center 

commenced was that TUTS had helped produced “Beauty and the Beast” for Disney 

Theatricals when Disney was just moving out of cartoons and beginning to think about 

Broadway style as opposed to theme park style, live entertainment.  And so they 

came to TUTS as a veteran musical theater producer and said, “We’d like to start this 

with you.  You’re nonprofit.  We’d like to see how it goes before it goes to New York.” 

Well, it went very well.  “Beauty and the Beast” is still on Broadway and still playing lo 

these many years later.  So when it came time for “Lion King,” Julius Haymore Antine 

came to see TUTS and said, “Terrific experience with ‘Beauty and the Beast.’  We’d 

like to do ‘Lion King’.”  So they looked at the music hall and decided demands of what 

they hoped to do physically with “The Lion King” would not fit.  They couldn’t tear out 

the stage.  And so as a result, Frank Young went to the city founders and Chamber of 

Commerce, and everywhere he could, and said, “Look.  We could’ve had ‘The Lion 

King.’  We lost it to Minneapolis.  And it’s because of our venue, and what do you think 

we should do about it?”  And so money started being raised and now we have a place 

in which we can host things like that.  So this was a new wave of live theatrical 
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productions. 

It also includes a smaller space.  It has a 2650 seat big house which is primarily 

designed specifically for musical theater and amplified musical theater which is what 

happens on the road these days.  You don’t see many shows without a [inaudible].  

And so the big house is built and acoustically designed for amplified musical theater.  

And it has a smaller venue, the 500 seat, also with an orchestra pit with a hydraulic so 

that you can do straight plays with the hydraulic pit up or you can do orchestra — you 

know, musicals with the band in the pit.  But that’s specifically designed for acoustic 

as opposed to amplified sound, and that will be a space where smaller arts 

organizations in Houston will have the ability to perform in these theater districts right 

downtown.   

So it’s a nice sort of meeting of the sort of big roadhouse venue and then the smaller 

sort of civic place to help develop emerging arts organizations in Houston.  Then for 

the first time in its history TUTS will also have on-site their rehearsal studios, 

administrative offices, the costume shops.  So it really is a complex that supports the 

production of theater. 

 And ironically, part of the design is a sort of a dome of the audience which has 

a fiberoptic star field and they chose it to be in the middle — it’s actually the summer 

solstice above Houston and it’s recreated there complete with shooting stars.  And so 

Theater Under the Stars will permanently be, even when we’re inside, living up to its 

name. 

B: So does that mean should you get bored with what’s on stage you can just 
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look up -- 

H: We’re hoping that’s gonna occur in the sort of pre-show — you know, while you’re 

waiting for the overture to begin you can count the stars. 

B: But during the performances — during the actual performance that won’t 

happen.  Well, what you have mentioned a number of times and that is that 

TUTS is the interest there and the focus is on producing musicals.  And so 

let’s talk more, then, specifically about the directing in general, but 

specifically directing musicals. 

So — okay.  Once you’ve chosen the script — we’ve always said that’s the 

starting point for the director.  Okay.  Now, as a director getting ready to 

work on a musical, where do you begin?  What do you do then?  Once you 

know that you have that — this is the product that I am going to work on -- 

H: And hopefully have some dates about when this will occur. 

B: Well, yeah. 

H: I think the most practical aspect, once you know what the script is and the venue and 

the dates, is you begin to gather what I call vital information in the sense of what is the 

team — not only the producing team and artistic designers, technical directors, 

lighting, all that sort of stuff going to be -- but where the cast is going to come from, will 

they be paid or will there be some mixture of paid staff and volunteer, or is it all 

volunteer.  Because these things begin to have ramifications about the schedule and 

the priorities of what it is that you wish to do. 



THE 101 Lecture 18 7 
 

And I also think it’s important to remember that the direction of the script 

sometimes — you know, sometimes you want to bring in, say, the person who first 

directed this on Broadway and their point is to recreate the direction.  But every time 

that this team gets reassembled, there’s going to be changes.  And so that gathering 

of information — a new casting or a new venue, or it’s going to be a different 

orchestration or there’s gonna be a new set of costumes, whatever this gathering 

information is — it’s like a domino effect.  Each of those small decisions is going to 

amplify into how the whole show comes together. 

And you never want to say, “Okay.  I’ve seen the script, I know the script, I know how 

this show should be.”  Because, as a result, you can end up with a lot of frustration both 

for yourself and for the various members of the team in finding that it can’t be that way 

this time.  And so as a result, you don’t want to put off decisions until it’s too late and 

have to make bad ones. 

B: You’ve got the script and as the director, then, at this point you begin 

looking at who — who will be the artistic team, what will be the venue that 

I’m going to produce this in, and — okay.  How does that then — does that -- 

let me turn this around.  Does this interfere with or encumber — does that in 

some way encumber your artistic thinking? 

H: Well, ideally it should not.  When I say “gathering information,”  that’s when you’re trying 

to — you’re in the phase of saying, “Okay.  Should this become a challenge, what are 

my options in solving this challenge?”  Because there’s always going to be things you 
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can’t plan for that develop as you rehearse a piece or as it moves into the venue.  And 

so you want to sort of save the energy that you have for those things that you can’t 

predict.  So if you can lay ahead sort of the groundwork and say, “Okay.” 

For instance, Theater Under the Stars was the first regional theater that was able to 

produce “Miss Saigon” after the national companies and after the Broadway 

production.  At that time -- 

B: So this was a local -- 

H: This was the first regional production of “Miss Saigon,” the first one that had been 

licensed.  It had been through Houston.  So at the time that they were licensed to do 

this, it also just so happened that the old musical hall was flat to the ground and a new 

musical hall was just beginning to be built.  So TUTS was sort of in this gypsy phase of 

producing: sometimes at the opera house, sometimes another location. 

Well, when the rights came through and when the agreements were all made, the 

gypsy space that they had was in the round at the arena.  “Miss Saigon” had never 

been produced in the round.  So, you know, that’s where you begin to think, “Do I want 

a director who’s based his lifetime achievement on a persenium version of “Miss 

Saigon,” someone who’s done this several times, or choose a director who is 

experienced in the round, who might be good at adapting what was normally a 

persenium based, sort of spectacle show and making it more intimate to fit into this 

very specific venue?” 

And so again, the gathering of that information.  Here’s how we’re going to do it.  And 

once those things begin to happen, then each of the team — the costume designer, 
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certainly the scenery designer in the round — would have to have some pretty clear 

communication between that person and sort of the leader of the team to find out — 

okay.  What are we gonna emphasize here?  We can’t erect a 40-foot statue of Ho Chi 

Min in the middle of Act 1, so how’re we gonna solve that particular sequence of how 

this show works?  Does it mean a different orchestration?  Does it mean we 

rearrange some elements? 

And so, to me, instead of the encumbering, I would find that part to be the challenging 

part.  Some people who came to directorship out of stage management, they say 

that’s the difference, you know.  A stage manager might have the prompt book from 

the original production and so you never want to stay directly with how they did it the 

first time.  There’s someone — and there are people out there who specialize in sort 

of keeping a show fresh, the way it was originally produced, by putting in new people 

and making sure that the product has quality. 

And so the step out of stage management into directing is saying, “Okay.  Now you 

can’t do it that way.  Here’s why.”  And artistically, how can you stay true to the inherent 

intent of the playwright and its musical composers and still make it work with these 

new challenges. 

And I also think theater — and particularly musical theater — because of the 

collaborative nature of what happens, that’s what it’s made to do.  You know, in the 

opera world, to use analogies, you know, the score is there and the score is pretty 

constant.  And the conductor has a score reference that he’s using all the time.  

Now, sometimes the score is adapted, certainly.  But there are sequences in musical 
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theater sometimes where it’s a little more fluid than that.  The music might stop 

completely.  There might not be underscoring and there’s scene changes and all 

these things which begin to happen.  And it takes a sort of — someone ready to listen 

to everyone, what I would call everybody’s agenda, all the different collaborators and 

the particular project and make sure they’re balanced.  And make sure that it comes 

together in a way that the audience can understand objectively. 

And dance, you know — for instance, many choreographers are used to going into the 

studio with a company and they create the dance as they go.  And that’s fantastic if you 

can afford to pay your dancers long enough for that to happen.  In a regional theater 

situation or in many academic theaters or community theaters you have, you know, six 

weeks to rehearse it or four weeks to rehearse it or two weeks to rehearse it, and the 

director has to be pretty much prepared. 

And you choreographer might need come creative time where she’s just looking or 

he’s just looking at the dancers.  And so you might need to factor that in and say, “Okay.  

That means my scene work has got to clip along if I’m gonna leave rehearsal time for 

the dances to develop or for the score to be taught,” or whatever the — because that’s 

the other thing.  As much as we depend on the stage manager to kind of keep 

rehearsal at a productive level, the director is really the person who’s saying, “Okay.  

This takes this much time” or “I’m gonna prioritize this today.  We need to finish these 

big production numbers within the first week and then we can step back and work on 

the solos and the duets.”  That sort of idea. 

But there’s so many aspects that are going on in musical theater.  And ideally, none of 
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those aspects take sort of focus from any of the others — unlike the opera or unlike 

dance where you say, “Okay.  The connect movement in dance is why we’re doing it” 

or “The vocal quality in opera is why we’re doing it.”  In musical theater, everything 

ideally is sort of equal and integrated to tell the story, and so the acting has to have its 

focus and the movement has to have its focus and the vocal expression, the music, 

has to have its focus.  And so does the scenery and the costumes, and all those 

supporting areas.  So it’s a big task. 

B: Well, okay.  Let’s back up for a moment.  Let’s go all the way back to 

where — where do you — where do you start and what do you take as a 

starting point for your own personal work? 

H: I like to start with what the intention was.  I like to see, instead of what’s codified sort of 

in the script or in a production that you’ve seen or the videotape of a production that 

you weren’t able to see if that’s available — I like to see what they were trying to get at 

as opposed as where they got. 

B: Okay.  How do you do that? 

H: Well, it’s a combination.  I tend to -- as a director and somebody who has a fairly 

strong academic background,  I tend to really go with the creators and sort of look at 

where they were.  I try to do as much research as I can about where they were in their 

particular field at that time, what project they were coming off of, what they were 

hoping to do.  So sometimes that’s reading biographies, sometimes 

autobiographies. 
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Sometimes you can get ahold of people who were in the original company and they’ll 

have one — you know, one published interview about the process of what it was like to 

work on the show.  And you might want to read that interview and find out what was 

important to the director who was helping that person shape that performance and 

what the performer brought to it at the same time, and see what it was that they were 

trying to get at. 

Because usually what happens is you want to take the original intention of what’s 

happening and the people that you have to work with now and make those two things 

kind of meet in the middle.  So that it has that immediacy, that conviction and 

connection, for the performer and what is happening on stage.  That they’re not simply 

recreating something that happened before. 

 Now, of course, it’s particularly interesting in new pieces and new musicals 

where you are the one — you and the performer and the playwright are getting 

together — and the composer — to make the new gesture, to create the new moment.  

And, as a result, you need to — it’s always — again, I would go back to nothing can be 

taken for granted.  You have to sort of explore all the possibilities and try to keep them 

all in mind as you move forward.  And you can’t become paralyzed in the different 

choices that might be made, either. Someone has to say, “Okay.  I think we’re going in 

this direction for now.”  That’s why you’re called the director.  Here’s the direction.  For 

now.  And let’s all get behind it and see where it leads. 

So, yes, I look at original intent.  That’s why in some directing textbooks or, you know, 

some conventional wisdom about directing, they say, you know, “Pay no attention to 
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the stage directions that are printed there.  Just read right past those.”  There’s some 

value in that.  On the other hand, those stage directings are a clue to what happened 

the first time and why.  And, as a result, I think they need to be taken into account and 

say, “Okay.  There’s a reason that we need Tod to slam this door at the end of the 

show.”  Doesn’t mean we have to slam a factory door at the end of our swingingTod, 

but we need to know what that meant and what the intention behind that was and what 

the effect on the audience was.  Do we want that same effect?  What effect are we 

going for?  

Because we always want to make sure that — or the director should be making sure 

that whatever they’re doing is a conscious choice as opposed to, “Well, I don’t know 

why they did that so we’ll just leave it out.”  You know, that sort of thinking is what 

makes — on a subconscious level, lets the audience know that you haven’t solved it 

for yourself and how are they to solve it.  So you try to make the best solutions you can. 

 And also — I often say this — I think you’ve been backstage with me 

sometimes with the company, you know — we’ve done our work.  We’re gonna 

present our work to the audience and they can take from it what they will.  You’re not 

trying to direct the audience and their reaction to what it is.  You hope that you know 

what’s going to make them laugh or what’s going to move them, but you make sure 

that your own work is honest and that what they bring to it is sort of a bonus.  They’re 

gonna enjoy it and they might get it on the level that you thought they would or they 

might get it on some other level or they might take some other meaning from it.  And 

that’s why it’s an art form of theater. 
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B: Before you go into the rehearsal room the first time, what kinds of decisions 

-- what kinds of decisions have you made about what’s going to happen or 

what you hope is going to happen? 

H: Well, hopefully you’ve prioritized the different goals that you hope to achieve in the first 

rehearsal, in my — you know, after you’ve had a read-through, sing-through, with 

everyone.  You might sort of split up and say, “Okay.  The choreographer is going to 

take the ensemble and they’re going to work on, you know, the big tap number in Act 

1.  And that doesn’t involve these principals and so these two are going to go work on 

their duet in Act 2 with the musical director and we’ll have a rehearsal pianist or a tape 

recording or a CD that the choreographer is going to work with.”  And for awhile you 

might float between those two things until the performers are available for team work. 

I know what I try to do before a general rehearsal is make sure I’m on the same page 

with the choreographer, if it’s not someone like me who can do musical staging as 

well.  If it’s a peer choreographer person.  That we know where we’re headed 

kinetically as a whole so that there’s some feeling of the blocking being sort of an 

extension of the dancing or vice-versa.  So we don’t have that horrible moment where 

the scene work stops and then there’s a dance number, you know.  So that there’s a 

smoother sort of flow between those things — again, an inter vision.   

So to make sure that I can stay on the same page, I’m not a director who wants to only 

work on the scenes in the small rehearsal hall and let the choreographer have the big 

mirrored hall working by himself.  I want to drop in.  Not to control what the 

choreographer is doing, but to make sure that the expression, the kinetic movement of 
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the piece, is something that I’m top of and that I can comment on or recreate or 

strengthen as I work on the scene work. [inaudible] 

The same thing with the music.  You know, we want to make sure that the musical 

director is approaching a particular piece.  I’m trying to think of a good example.  For 

instance, “The Secret Garden.”  There’s several ways to approach “The Secret 

Garden” in terms of music.  It’s full of beautifully complex musical moments, 

sometimes almost heart soft sort of moments, and as a result you can have an 

extremely legit sort of operetta feel to it.  And so that’s — if that’s the way the musical 

director is approaching and you’ve decided together that — with this cast and all, 

that’s the way to go, it will lend a certain tone to the scene work as well. 

 On the other hand, if the musical director is someone who takes a sort of very 

operetta like moment in “The Secret Garden” more lightly and takes then in a sort of 

legit musical theater style as opposed to an operetta theater style which lets us get to 

the moments of pure musical theater, Broadway belting, to happen in the same piece, 

then that means the scene work can have a different tone to it.  Because we’re not 

going to do — we don’t want an abrupt jump from some sort of very formal stylistic 

choices in the scene work and then have them sing in a Broadway style, you know, 

that’s a more accessible work. 

So as a result, you want to keep ahead basically and I often try to do that.  I’ll say to a 

cast, too, whether it’s a musical show or a piece of new music, “I’m gonna lay out 

some blocking here just to give us something to get started on, just to get us on our 

feet.  If we decide to change it later, it’s a change.”  But it gives you a skeleton to which 
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attach — you can attach some ideas about how it is you are going to solve the 

problems of this piece. 

And if we find that our skeleton doesn’t work, we might want to chop off an arm and 

regrow a new one.  But what we don’t want is a sense of, you know, nothing’s getting 

set.  We’re just kind of playing around.  We always want to make sure that there’s a — 

what I like to call a natural and casual progression toward a particular goal, whether 

it’s a dance goal, a music goal, or blocking the scene work goal.  Because we all need 

to have something inside that we’re headed towards. 

B: In working with musicals, what kind of consideration or what kind of 

regard — well, if we say the musical has a book, has lyrics, and has 

music — okay.  So we’ve got those three elements in some way or the other.  

What kind of consideration do you give to each of those elements?  Do you 

divide them in your thinking or how do you — what do you do with each of 

them? 

H: Okay.  What’s always attracted me to musical theater, I think, is that it offers a 

performer several modes of expression, some of which you named.  And what we’re 

looking to do, I think, why it differs from plays without music, is that if we have several 

choices in which a character can express himself to the audience, then we want to 

begin to pick and choose among those about which moments that a character has or 

best express it in which way. 

Now, sometimes these are given to us very clearly in the music — or in a musical.  The 



THE 101 Lecture 18 17 
 

scene work will lead very clearly into — typically with older musicals into here comes 

the intro to the verse, and then here’s the verse, and then here’s the chorus, you know.  

And that’s all fine and you can kind of celebrate that sort of idea.  It’s sort of laid out for 

you. 

Other times you look at these various forms that someone — a performer can use and 

you look at the performer and you say, “Okay.  This is a person who has a strong 

background in dance.”  And as a result, we can do some things kinetically with this 

character which might lessen the need for expression and particularly a scene.  You 

know, the culmination, the emotional culmination of what the character is doing in that 

particular arc or beat might have originally been in the scene work.  But now we find 

that this is a particularly strong dancer.  And so maybe we can move that, given this 

casting, and have the sort of biggest moment, the payoff, in this arc for that character 

to be in dance.  Or be in the vocalist, you know — their musical expression. 

So, yeah, you do — they’re always all lin play.  They’re always all available to you.  But 

which one you’re going to emphasize when is extremely important.  And it’s important 

for the audience, too.  Because, you know, it’s sort of common sense, say, if you have 

a lyrically [inaudible] in strong exposition, you know, about what the character’s doing 

or the way the character’s going or the background of the character, that’s not a good 

time for a tap break.  You know, because the audience is only able to — you want to 

make sure that their focus is always fixed. 

And I think that’s one of the strongest and biggest challenges that a musical had for the 

director, is that person not only has to be as subjective as I talked about in doing a lot 
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of research and making a lot of choices and talking to the whole team about their 

agendas and where we want to go with it, but they have to put themselves in the 

objective mind frame of the audience member, too, at the same time, you know. 

So as you’re sitting there -- you know, our cliche about directors is that they sit in, you 

know, sort of a movie director chair with their name on the back and most directors 

actually are moving from seat to seat in the house, you know, to see — okay.  From 

this side line, how does it work or what’s the impact? 

And that, to me, is a good physical representation of what the director is doing in their 

mind.  They’re jumping from perspective to perspective all the time and constantly 

balancing them.  Saying, “Okay.  I know that we’re not gonna be able to — we can only 

have three characters in this scene because everybody else is changing their 

clothes.”  But as an audience member, I’ve got to decide why there’s only three 

characters in this scene now and how they’re gonna keep my interest.  And, you know, 

if I’m coming from a big musical number and I’m headed to another one, how do we 

keep the tension of the piece still constant with only these three characters on stage?  

What does it mean about their investment in this scene? 

And as a result, you find yourself sometimes with conflicting sort of motives and you 

have to find your best way out of that.  And so — again, it’s a big task but, to me, it’s a 

rewarding payoff, you know, when you get to the point where you feel like you’ve been 

successful in how the audience reacts.  They sometimes read things into it that you 

never even thought about, and it’s what you don’t expect. 

You know, so many people say, “I don’t like to go to see movies or I don’t like to go to 
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see a play with someone who’s in the theater because they analyze it to death, you 

know.  They can’t enjoy it.  They can’t remove themselves.  They sort of suspend 

themselves from what it is that they’re watching.”  Well, to me, when something is really 

working is when it does make me suspend myself from what I’m watching and I’m not 

analyzing it anymore.  The audience gets to do that all the time. But if a piece is really 

connecting and really working, it’s not until much later that I can analyze it.  And ideally 

that’s what we’re headed for with the audience, that sort of dramatic level you are, the 

subjective level that you have been in preparing a piece for so long.  Getting them to 

suspend and not think about — you know, not analyze what’s going on here.  “Oh, this 

is a scene change.”  You know, then that’s your goal.  That’s what you’re headed for 

ideally. 

B: When — you mentioned this a little bit.  How do you organize your 

rehearsals?  Okay.  At TUTS, which is now an equity house, what is the 

usual rehearsal time?  That is, what is the usual — how many weeks do you 

have? 

H: If it’s a recreated piece, if it’s a piece we’re putting back on its feet that’s already been 

done on the regional level or done on the Broadway level, usually it’s somewhere 

between two to three weeks of equity rehearsal.   

B: Equity rehearsal is eight hours a day, five days a week, six days -- 

H: Six days a week. 

B: Eight hours a day, six days a week. 
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H: Much like their performance schedule. 

B: Right. 

H: Very similar to that.  And so two to three.  Now if it’s a brand new musical -- for instance, 

TUTS is going into a new production called “Whatever Happened to Baby Jane?” 

taken from the 1961 black and white Bette Davis/Joan Crawford movie.  It had a 

concert sort of presentation with the orchestra on stage before it’s never been staged 

before.  So we’re allowing six weeks for that. 

And some regional theaters, some Broadway productions, will do six weeks sort of 

primary rehearsals and then they’ll start to have what they call previews before the 

official opening.  In the preview weeks there’ll be performances in the evening with 

audiences and a creative team will be taking notes still.  And then there’ll be sort of 

rehearsals in the afternoon which incorporate new notes.  And so it might end up 

being an 8-week or 10-week rehearsal period. 

B: Equity does allow that — I think it’s five hours — that on a performance day, 

if you are in previews you may at that point then rehearse up to five hours 

before you get to the performance that particular evening.  If it’s a matinee 

day, then you may not. 

H: That’s exactly right.  And it’s possible, of course.  Everything’s possible with enough 

money, as they say.  There can be rehearsals after the official opening but it’s at time 

and a half, you know, if the creative team or the producers really feel that something 

needs to happen.  Now, that is if new material is being put in or rehearsed. 
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For instance, if you’re rehearsing understudies from the same company or if you’re 

doing a put-in of a replacement role and the show is already opening and you have 

those rehearsals in the afternoon, that is not at time and a half.  It’s not new material.  

But if new changes are going — which they often do — you know, we’ve all heard the 

stories of on the road the show changed from having this leading lady to having this 

leading lady, or these two roles were combined into one role on the road, and so these 

things do happen. 

 But typically, to get back to the base question of how you organize your 

rehearsal day, what I try to do is lay out for all of us — you know, I say, “Okay.  I need to 

get these six stages done by the end of the work day today.  So that means these two 

production numbers and this amount of scene work and this solo.” 

B: Two production numbers in one day? 

H: Well, if you’ve got a good choreographer.  If it’s somebody who’s on the ball and ready 

for it.  Now, I have noticed a trend which I think is a fascinating one recently, which is, 

for instance, I assisted the director and choreographer — he was doing both — for the 

national touring company of “Some Like it Hot.”  Which is a musical version of the 

1957 — ‘59, yeah — black and white Billy Wilder movie.  It already had a musical 

version called “Sugar.”  So this particular person, maybe because he was doing 

both — directing and choreography — he had what he called a pre production period 

in which he worked with the dance captains — they had two female dance captains — 

and his typical assistant who’s male.  And the four of them and the dance arranger got 

into a smaller -- dance arranger — this is someone who — not the orchestrator, but 
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someone who helps create the dance music for a particular choreographic moment.  

So the five of them and sometimes -- 

B: Maybe we should point out that frequently — in fact, most usually the dance 

arranger — and we’re talking about the person who’s arranging the music -- 

this is not the composer. 

H: Not typically.  And also not the orchestrator. 

B: Right.  And the composer frequently does not write the dance music.  The 

dance music comes from what the composer has written probably -- 

H: Themes or motifs for particular characters and then the dance arranger comes up with 

a sort of medley of those themes, if you want to put it that way, and then the 

orchestrator takes over.  So it’s a long process and a complicated one.  As a result, 

Danny Soretta, who is the dancer/choreographer/director that I’m talking about, he 

had two weeks in the studio with just his dance captains, his dance assistant, and the 

dance arranger.  Sometimes the musical director would drop by.  And they sort of laid 

the groundwork for what it was that they were going to do — teach the dancers in the 

first week, the equity ensemble rehearsal.  Much like a director for the book scenes 

would sit down and say, “Okay.  I know what the scenery is like.  I know where the 

furniture is going to be.  I don’t want to put everything down in stone, you know.  I don’t 

want to have puppets that I’m moving around.”  Just like the choreographer wouldn’t 

say, “II don’t want the dancers to be — not to put them down, but the Rockettes, you 

know.  I’m going to lay a groundwork as to how it is we might approach this number.  
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And here is the [inaudible] and here’s where the tap break is, and that kind of stuff, and 

then we’ll lay it on the ensemble and see what develops. 

But that early time period, to me, corresponds to the gathering information period.  

The sort of putting it on its feet before you’re paying the union wages of 40 ensemble 

folks who are there to work.  You know, it’s a time for you to really be prepared and get 

yourself set up.  Danny is also the choreographer for “Whatever Happened to Baby 

Jane?” and he will be doing — we have a separate director who’s working on that 

piece.  But Danny is doing a little less preproduction but will do some preproduction, 

choreography work in the studio before the ensemble arrives for the same reason to 

kind of get up on the game. 

Definitely your musical director is doing that.  They’re poring over the scores and 

they’ve be in on the audition process and they know, for instance, you know, that the 

woman who’s playing the lead — that you’ve chosen for the lead because of her 

combined acting ability, singing ability, and dancing ability that maybe keys might 

need to be altered for her slightly — knowing, you know, she’s been through a 

call-back process and you sort of know where to put it -- in Ethel Merman’s terms, you 

know, where her money note is.  So to get her to that money note the music director is 

already talking with the composer and saying, “Okay.” 

B: Maybe you should say that the money note is -- 

H: The money note is like the note that you’re going to sustain waiting for the applause at 

the end.  It’s got a big build.  It’s got — maybe it starts out in a straight tone and goes 

to vibrato for those musicians there.  It’s the payoff. 
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B: It’s that note that you know finally is just going to wow the audience. 

H: Ethel Merman would tell you she had plenty of those notes, all up and down the scale.  

But those of us who really have listened to at least recordings of Miss Merman know 

that there are about three or four of those money notes — in the middle.  And so you 

wanted to make sure that the number culminated on one. 

But musical directors are, you know, often preparing long ahead what it is that they’re 

going — so that they come in.  For instance, when we worked on “Into the Woods” at 

TUT in November, a Sondheim score is extremely complicated.  When we hit a music 

rehearsal, that music director said, “Okay.  For the ensemble we’re gonna start on this 

page at this measure, and we’re gonna do these 18 measures.”  And he had a whole 

list of those scattered throughout the score which is pretty much through composer, 

sung through of “Into the Woods.”  Then he would say, “Okay.  At this point the men can 

leave and I will work with the ladies on these measures,” which he had laid out. 

And so you’ve — and it’s the same thing.  What you want to do to be as efficient as 

possible is you want to use as many people as early on as possible, get them 

comfortable with what it is that they’re doing, and let them go away and rehearse that 

on their own.  Depending on the actors, they’ll really come back the next time with that 

developed. 

And then you winnow down to where — okay.   Now we’re to the leading lady and she 

has these three solos, and we’ll work on these three solos and the chorus isn’t sitting 

around waiting for that to happen.  They have their assignments and they’re off, 

hopefully doing a little bit of work on that. 
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B: So you could, then, in this process have the — some of the leading players 

or principals working in one location and they’re working this, and then you 

have either dancers or chorus, or dancer/chorus, whatever they are, they 

can be working in another location.  And possibly even a third one could be 

going on if you’ve got that much rehearsal space going. 

H: Exactly.  And if your producer is someone who’s understanding enough to say — to 

understand, you know.  For instance, Danny Soretta, who is working on “Some Like it 

Hot,” he had me to work on the book scenes.  I was the assistant director and had a 

dance assistant.  They had two dance captains.  And that was so that we could do 

three rehearsals at once and Danny could float between all these things that were 

going on at once.  But I could keep the scene work going or I could, you know, learn 

lines with someone or I could say, “Okay.  Here’s the new changes that happened 

yesterday in the dance section of this which gives us a new lead-in, so that means 

we’re gonna have to adjust the timing of this scene and your entrance is going to be 

here.” 

Again, not to put down what the stage manager does, but it’s sort of an extension of 

what the stage manager’s doing.  The stage manager is trying to keep notes of all of 

that.  So that when that person is calling cues for the actual production, they know 

what’s going on.  And often the stage manager might be the person who also helps put 

in understudies or put in replacements for the cast. 

But the various assistants to the artistic team are people who are just helping — 
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helping keep them on track and sort of doing the continuous work that lets the director 

step out for a moment, be objective, go somewhere else, look at a dance number, 

come back, hear how the vocals are going, you know. 

B: At the Hobby Center, how much — how much rehearsal space or how much 

space is devoted, different spaces? 

H: We have two small spaces which we call music rooms, which are totally — they have 

four walls and, you know, a door.  Then we have one large rehearsal room that is the 

size and a half of the actual performance space or the actual stage.  And it has some 

flexible dividers so that if we did need to break that room up into smaller rehearsals, 

we could. 

Two out of the three spaces — the large space and then one of the smaller spaces — 

have mirrors in it so that — to facilitate the dance that might happen, the appropriate 

floor for it.  Then there’s the second of the smaller spaces without the mirror.  It’s really 

the dedicated music room where choral stuff can be taught.  And also where we could 

do scene work if we needed to. 

For “Baby Jane,” the plan right now — I’m assisting that one, too — is that we will tape 

out the primary action locations of the scenic unit in all three spaces.  So that should 

we take principals into the music room and they’ve gone through their vocals for the 

repertoire and they’re ready to put that on its feet and it’s already been rough walked 

in one space, that we’ll still be able to sort of recreate where it is that they are on the 

stage and they can go to their blocking roughly. 

B: And at what point — because I’m sure, especially in professional theater, 
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many people don’t understand and that is that you really don’t rehearse on 

stage.  In fact, seldom do you rehearse on stage.  At what point — at what 

point do you move to the actual performance space? 

H: At least at TUT what we do is we move in, for community theater and maybe academic 

theater, what would be called tech weekend.  That’s where we move in.  It’s probably 

about three or four days before first preview.  More if the set is extremely complicated 

or has a lot of movement, a lot of on deck movement, hydraulic wagons as opposed to 

above the deck flying movement.  More if that needs to be integrated, particularly if it 

needs to be integrated with choreography. 

Now, on the other hand, once — even before we move on, the choreographer and the 

dance captains are often in the space prior to the ensemble.  And they are beginning 

to space things out and say, “Okay.  What we used to do in 18 feet, now we have to do 

in 14 feet — or now we get to do in 24 feet.”  And so when they come back in the 

rehearsal process they might be saying, you know, “This is all looking great.  We’re 

not gonna clean this until we can space it.”  It’s not a priority to clean it right now and 

then when we move into the space — sometimes we have a spacing rehearsal.  

That’s all we do.  If you’ve got an ensemble of 40 — 42nd Street, then the revival is 

going on the road with an ensemble of — well, the entire company, I think, is 50 or 

something, 52 or something. 

B: It’s gonna be a very expensive production on the road.  Very expensive. 

H: But if you’ve got a dancing ensemble of somewhere between 30 and 40 people, then 
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it’s gonna take you awhile to space out this production number.  Not to mention that 

42nd Street is production number after production number.  So sometimes you have 

just simply a spacing rehearsal before you get to the run-throughs in the space. 

B: And by “spacing rehearsal,” maybe you should explain.  A spacing 

rehearsal is -- 

H: It’s usually attended — well, if the director and choreographer are the same person, 

definitely the director will be there but it’s always attended by the choreographer.  

That’s for sure.  And most often the lighting designer.  And what happens is you sort of 

put the whole ensemble up there and you say, “Okay.  Let’s run the number.”  And you 

run it kind of quickly with no notes, no nothing.  And then you begin to move it out and 

make it adapt to where it is that we are now and you adapt sight lines.  I mean, it was 

fantastic at the Hobby Center and most professional rehearsal spaces have the same 

footprint of the stage itself, you know.  It’s the same size. 

The mirror, however, is where the audience is.  And never is the rehearsal hall — will it 

have the sort of display that an auditorium often has.  So sight lines are going to 

change.  Because in the rehearsal hall, the choreographer is lucky if their back is 

against the mirror and the ensemble is facing them and they’re pretty close.  Now 

when you get to get eight feet away and then you get to get 100 feet away, and you’re 

also sort of house left, then you say, “Okay.  The spacing that we had looks good for 

the first five rows.  But when I’m in the balcony, it looks a little squashed.”  So you begin 

to respace. 

B: So you’ve got to make — so that’s where you have to make the 
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adjustments to fit the performance space that you’re now playing in -- 

H: And the house.  Not only the stage itself but the auditorium where the — you know, the 

paying customers sit.  So to sort of touch back on what we first started talking about, if 

you have done your homework and most of the rest of your challenges are solved by 

the time you get to the spacing rehearsal, you have energy to devote to making sure 

that you’ve adapted to the new spacing, to the new audience/ performer interaction. 

B: What do you find to be the greatest challenge in doing musicals? 

H: I think it is sort of honoring everyone’s good intentions, if that makes any sense.  

Everybody who’s working on the musical — the huge collaborative team, from the 

crew members all the way through the cast, through the wardrobe people and those 

well-paid musicians in the pit — all of them come into this big collaborative process 

with the best intentions in the world.  They really want to do the best that they can to 

make the show as exciting and fulfilling as they possibly can. 

Often these things are at odds with each other.  And as a result, making sure that 

everyone feels that they are contributing but that they also have the whole team to think 

about.  It’s very hard, you know.  It’s a challenge of diplomacy and sort of making sure 

that everyone’s concerns are heard and addressed.  But also that the priorities are 

clear about why it is that decisions are made. 

And it comes back to communication.  I think that’s the constant thing that a director 

has a challenge all the time, from the moment that they agree to a particular script 

through the moment that it opens with the audience, you know.  At least one of the new 

things that I’ve found — let me sort of — from the academic world to a community 
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theater world and to regional theater — is in that last week of previews, there are 

tremendous amounts of pressure from publicity in the sense of “We’ve got to have 

production photos and we need them now.”  Not after the show opens, but before the 

show opens.  We need to have B roll for the television commercials and this means 

this about the rehearsal period.  And it is important, you know, that these things be 

addressed. 

B: And these at the very moment when you as the director — you’re wanting 

everything to fall into place and you want to do that by doing a complete 

run-through from here to here -- 

H: Absolutely.  And the actors are desperate for that.  They’d been distracted so many 

times by new elements that get added, new props.  Finally we get our wardrobe or the 

wigs are in, you know.  All these things are moving the actor away from their primary 

focus of pure performance.  

And so exactly.  I mean, it’s this whole trend, you know, this whole sort of warring 

intention of — you’ve got your cross representative saying, “We’re not gonna get 

audience members here if I’m not able to publicize it” and you also have the critics 

coming at a particular time.  And you say, “Well, we want the show to be good for the 

critics, but we also want the house to be full of people.”  So how do we do that and how 

can we honor everyone’s intentions and make sure that we’re moving forward.   

So that’s the challenge.  Thinking about it in your head is the fun part.  It’s just making 

what you’re seeing in your head — number one, communicating that to everyone else 

and then number two, getting that all together and out there. 
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B: And the director is the one who is responsible for seeing in some way that 

everybody is working, everyone is contributing, and that everyone is 

communicating with each other.  And because — if there’s a breakdown, 

then there’s gonna be a breakdown somewhere in the production, 

somewhere along the way. 

H: Right.  And my theory, a sort of esoteric theory about it, I think, too, is the audience can 

tell that.  I think the audience — I mean, unfortunately most of us have been to 

productions where you can just tell that the people up there on the stage just aren’t 

having a very good time, you know.  Whether it’s on a subconscious or conscious level.  

And so if you have what I like to call a happy company — everybody seems, you know, 

as if they’re contributing — it will make a difference. 

B: Yes.  If the actors really feel that what they’re doing is worthwhile and what 

they’re doing — they’re enjoying doing it, they are going to convey that to 

the audience.  And when they convey it to the audience, the audience has a 

good time. 

H: And as simplistic as that sounds, that’s why we all came to do this anyway, you know.  

So often you find yourself just wanting to say to people, you know, “You could try to be 

happy about this.  Why can’t we all get along, you know?”  You turn into sort of a 

Pollyanna about that type of thing.  But it is important, it really is, to make sure that that 

communication does — that’s always open and that we remember why we started to 

do this in the first place.   That the means have not overtaken the end. 
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B: Well, very good.  Thank you, Roy.  I appreciate it. 

H: It’s always great to come back. 


