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Clear interpretation of all these codes, languages and movements
ily accepted stage

demands a thorough understanding o the unive
geography codes as drawn above and a literal interpretation of - the
meaning of all the body positions

Solution to Sample One:

1 Performer A_should face the audience at Down Stage Right.

2. Actor A to position hall part of his body at Centre Stage
Centre

3 Actor A to turn his back view to the audience at Up Stage
Left.

4. Actor D moves to Down Stage Left and actor € stares a him

in Up Stage Lelt.
In addition to all these, the theatre director must also know the strongest
and the weakest parts of the stage when he is blocking the play or
creating pictures. There are different use that cach part of the stage are
meant for especially when picturization and composition are
contemplated. These are generally called “tonal qualities” and they have
been methodologically documented in Fundamentals of Play Directing:

Tonal qualii in each area Scenes suggested

I Down centre: hard, imtense. harsh, Quarrels. sights. crises climaxes
strong, climactic. great formalit

Y Up  centrer regal. aloof,  noble, Formal and romanticised love scenes, scenes
superiority, stability of domination and judiciary nature, royalty

i Down nghtt warm. informal, close Intimate  love  scenes, informal . cells,
intimacy confessions, gossip. one character observing a

. scene of others. long narratives

4 Down left: not so warm as down rights Conspiracies, casual love scenes, soliloquies.
distant intimacy, formality, formal calls. business matters
introspection

5 Upright: soft distant. unrealit Romance

6. Up left: soft but seldom used by itself; Supernatural  scenes.  background  scenes
must have other factors to strengthen it. | (Dean and Carra. 1965: 180-181.
Infinity. ghostliness
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PROJECT; An instruction meant for a performer or group of performers
on stage to speak clearly, audibly, articulately and reasonably along the
intentions of the artistic director.

BUILD THE TEMPO OR PACE UP: Actors on hearing this must
increase the level of intensity of their speech and move faster with their
dramatic actions. This is crucial especially during the rehearsals for
comic plays

REDUCE THE TEMPO OR SLOW THE PACE: Obviously, this
statement is necessitated when a dramatic action or speech is moving too
faster. It must be observed during rehearsals for tragic plays.

CUT OR FREEZE: A call to actors to stop what they are doing on stage
dramatically and to await further instructions from the theatre director
without

Complaining. When cut or freeze is pronounced, body movements and
speeches are also a taboo and it is a taboo against the theatre tradition for
any actor to flout this instruction. 2

CURTAIN CALL: Another word used to replace the dramatic end of a
play. Theatre directors put more energy into the curtain call of their
performances because they see the end of a play as glorious theatrical
end, which must be

Clearly picturised and blocked.

TAKE ONE... TWO OR STAND BY OR TAKE YOUR CUE: An
instructive tone preparing the actors for stage rehearsals.

ROLL THE PLAY OR MOVE THE PLAY: A definite
pronouncement that signifies the beginning of rehearsals.

ROLL BACK THE PLAY: This is a loose statement informing the
actors to either repeat a scene, act, movement or the totality of the play
under rehearsals.  This is imperative when the theatre director is not
convinced or impressed by actors® performances during rehearsals or if
the director wants more perfection through repetitions.

DESCEND: A call to the actors to leave the stage immediately for
further theatrical actions and directions
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Paradoxically, inexperienced, indisciplined and cgocentric actors

usually disobey artistic directors when such codes and languages are

used while some of them may not totally understand the meaning of the
rhetories inherent in the technical languages and codes.
While working  with  performers, the  theatre  director  has

numerous technical Tanguages that he can also use to communicate his

theatrical directions and which meanings are different from the ordimary
meanings that ordinary English users attached to them.  Some of these
words which are often used by almost all the Nigerian scasoned
directors and most especially those in the Ei
theatre traditions some of whom this rescarcher has worked with (Inih
Fbong, Ayo Akinwale, Dapo Adcelugba, Akanji Nasiru, Olu Obafemi
and Zikky Kofoworola) include:

welish and indigenous

vample Two on Directing Languages and Terms
Project

Build the tempo or pace up
Reduce the tempo or slow pace
Cut or freeze

Curtain call

Take One ... two or stand by or take your cue
Roll the play or move the play
roll back the play

Descend

Mount the stage or on stage

Call off

On the dot of or call time

Set the stage

Paces forward or paces backward
viasking or blocking

Blocking the play

Polishing the play

Run the play or dry run

Parades

Technical night or dress and tech

nterestingly, most of these words and terms are often repeated by the
theatre director during the play directing process. The following are the
likely theatre meaning of these words.

Solution to Sample Two;

o}
(%)
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Tonal qualities are useful to the artistic director however they
may not be totally relied on especially if the artistic director belong to
the experimental school of directing. Tonal qualities are also theoretical
proposals which can be changed when the artistic director is confronted
with the stark reality of play directing where his vision and aesthetics
judgement must be superimposed. This critique however is not (o
underscore the importance of tonal qualities in the play directing
process especially for amateur and budding directors.

Focus can also be achieved through a thorough arrangement of
actors’ body positions which Barranger (1995 255) agrees:

-.are designated for work largely on the
proscenium stage. The director may ask the
actor to turn_out, meaning to turn more
toward the audience. Two actors are
sometimes told to share a scene, or to play in
a profile position so that they are visible to
the audience. An actor may be told to dress
the stage, meaning to move to balance the
stage picture. Experience actors take
directions with ease and frequently make
such moves almost automatically.

Alexander Dean and Lawrence Carra also capture the essence of
languages in the play directing process most essentially as it concerns
actors body positions:

A full-front... A quarter position... A
profile position... A three-quarter position. ..
A three-quarter position... A full-back
position... to open up... to turn in... to turn
out... to move two feet up... to move
forward three feet... to move one foot
back... Blend in is a general direction
entailing minor changes of body position so
as to obtain better relationship to other
actors (Dean and Carra, 1965: 37-38).

All these words have specific meaning meant to control the actor’s body

positions either to other actors on stage, to the audience for clear vision
and generally for aesthetic composition and picturization.
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MOUNT THE STAGE OR ON STAGI: Similar (o roll the play or
move the play. Anothet communicative way of starting rehearsals.

CALL OFF: Lyidently, this word is used when rehearsals have come O
an end. Stage managers also use (his word immediately after they call
the attendance registrar.

ON THE DOT OF OR CALL TIME: No ‘African time” in the theatre
and the theatre director’s way of emphasizing this is by repeating to the
cars of the actors to come for rehearsals on the dot of the specified time.

SET THE STAGE: A preparatory instruction to the actors and the
production crew members most especially the stage manager o arrange
props-on-set (tables chairs, risers and other movable and immovable
items) that will be used by actors during rehearsals.

PACES FORWARD OR PACES BACKWARD: The two statemenfs
are used to control actors movements. For example if a theatre director
instructs that an actor ‘should move two paces forward’, it means that the
actor must move his legs forward by two steps. 1If it is two paces
backward, the actors must also move back by two steps. All these are
attempt to create a clear picture on stage.

MASKING OR BLOCKING: “Don’t mask or block him” or “free
yourself, can’t you see that you are masking or blocking? Actor A,
Any of these pronounceiient is a call on an actor to free himself or avoid
blocking the view of his or her co-actors. Even during crowd scene, all
actors on stage must be clearly seen. Masking or blocking is an
unconscious  way of preventing the audience from watching all the
happenings on stage and must be avoided.

BLOCKING THE PLAY: This is the entire business of given lines and
movements to the actors. Blocking here refers to the general directions
that the theatre director is giving to the actors. It is purely an artistic
enterprise to avoid free and uncoordinated movements. Most theatre
directors often speak loud and clear that “blocking rehearsals will

commence after reading rehearsals.”
POLISHING THE PLAY: After the blocking rehearsals we have the

polishing rehearsals, which means a dramatic attempts at improving on
the .earlier works done under blocking rehearsals. Here the theatre
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some of these langpages. This rescarcher is also conversant with and
often make use of these words in almost all the play that he has directed
or assisted in directing.

In summary, technical Tanguages and codes are not permanent in
the theatre for they change with time, and are dictated by the director’s
involved through his edud ation and cultural idiusynur:l.\‘ics.

| CONCLUSION

‘ ‘ The artistic or the theatre directors need the creative playwrights and
vice-versa. As well, the roles of the performers are crucial in the thgatre

sential of theatre as a collaborative art therefore

‘ ‘ business.  The
demands that communication gap should be avoided. Like all discipline,
the art of play directing too has its own technical languages and codes
which are universal although the uses of these technical dialectics and
codes often differ from one theatre director to {he other and from one
socio-cultural context to another. Director’s technical languages and
codes are basically the modes of communication between the performers
and the theatre designers in the play directing process.  For theatre
workers to grasp with the reality of their profession, they must
understand the technical languages and codes prevalent in their arts and
these have been the subject of discourse in this work. Technical

‘ languages and codes are mode of communication in all discipline and
must be understood especially in the theatre practice.
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director will be dropping some unsatisfactory movements and creating
new ones that he founds artistically pleasing to his creative imagination.

RUN THE PLAY OR DRY RUN: This statement implies rehearsing
a play from the beginning to the end. No conversation or stoppage is
allowed as dry run period is a stage in the play directing process where
the production crew members, actors and especially the theatre director
will have the opportunity to know how the real performance will look
like.

PARADES: Parades in the directing enterprise are many. We have the
costume parade, props parade, make-up parade and so on. Parade
moments are used to ascertain the readiness of costumes, props and so
on, or their suitability for the performance under contemplation. A
pronouncement that “there will be costume parade tomorrow” is thus not
lost to the actors.

TECHNICAL NIGHT OR DRESS AND TECH: Technical language
which implies the final rehearsals before the actual performance.
Technical nights are however equated with real performance because all
the technical requirements of the play (lights, costumes, props set, and so
on) will be put to use in preparation for the performance the second day.
Technical nights are usually done in the night.

The above are just the common language among the numerous
technical languages which have become daily use by theatre directors
apart from the numerous ones which are peculiar to different theatre
directors. What is certain is that; the theatre director while trying to
create the director’s theatre also unconsciously creates different technical
languages which are know to him and understood by his performers.

The consistent use of these technical languages can also
positively affect the psyche of the actors in the theatre. They will be used
to them and see those technical languages as necessary communicating
rhetorics in the play production process. Over the years, Performing Arts
Students have constantly identified Ayo Akinwale with some of these
languages and he also demonstrated the use of these languages in his
recent work, “The mountain of wealth”; a total theatre play performed on
the 21 through 23" of October, 2001 for the Participants on the
Internatjonal Conference on African Science and Religion at the
University of Ilorin. Dapo Adelugba is also noted for his consistent use
of theatre technical languages. The actors of All For Oil written by J.P.
Clark and directed by Adelugba reflectively will not forget the echoes of
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TECHNICAL LANGUAGE AND CODE IN THE PLAY

DIRECTING PROC

I

S

BY
RASHEED ABIODUN MUSA

INTRODUCTION

In this paper, two concepts must be theoretically clarified. These
are the concepts of play directing and the theatre director. This becomes
imperative because the two concepts are going to be our reference points
in this study. Directing as an art of the theatre is:

..a highly sensitive craft involving
intensive play analysis, exceptional skills in
communication, and approaches to the
making of style ... stimulation and
arrangement of the doing, of others, a very
complicated ~ process  requiring . many
exceptional skills of its own. (Hodge,
1971:1)

Play directing in the theatre is perhaps the most tasking art of the theatre
because the theatre director has numerous things to do in the theatrical
business of play production. Directing is essentially, the performance of
a conglomeration of theatrical activities.

is:

... partly an artist presiding over a groups of
other artists, excitable, unruly, childlike and
intermittently “inspired”. He is also the
foreman of a factory, the abbot of a
monastery, and the superintendents of an
analytic laboratory. It will do no form if, in
addition to other weapons, he arms himself
with the patience of a good nurse, together
with the voice and vocabulary of an old-time
sergeant major. (cited in whiting, 1965:156)

Maortinon (1984:13) also  submits  “the theatre director

itetlipent, deductive, reflective,  curious,

17

and

rational...

Cruthrie Tyrone on the other hand says that the theatre director

must be
with a-
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passionate interest in acting plays, and the creative process that leads to
performance”.  The theatre director is the artist who is at the apex of
theatre organizational chart and it is he, who mould and shape theatrical
directions through play selections, crew coordination, casting, audition,
rehearsal and so on directed towards performances.

Drama and theatre make use semiotic languages through signs
and symbols which have different local, state, national and global
meanings other than the ordinary and ascribed meanings attached to
them. Theatre semioticians and aestheticians therefore must accept the
\\('ucl that:

Drama often poses a spesial difficulty to the
discourse analyst and stylistician. On one

/ hand it s, unlike naturally oceurring

3 conversation, a ‘neat’ specimen of language
use, in interactional situations. It is typically
stripped  of  conventional features  of
naturally occurring conversation such as
false starts, hesitation. Phenomena, arbitrary
topic, shifts, speaker overlap, performance
slips, interruptions, break-offs, etc, all of
which  may amount to an unhelpful
distraction in the analysis of various aspects
of discourse (Oloruntoba-Oju, 1998:X)

Technical languages and codes in the theatre are unavoidable
aesthetics, which add spice to the communicative power of the theatre
workers. They have superb effects on the theatre workers that they are
meant for and technical languages and codes in the theatre are also the
formal ways of communicating to the initiates of the theatre. Such
languages and codes are often crisp, sharp. brief, used universally
although there are differerices in their uses and the meaning attached to
each of the codes are clearly distinct. Theatre is a culture activator for the
survival of people’s culture relatively depends on the functionality of the
theatre because, the theatre further helps to advance the frontiers of
culture. Culture and time also usually influence technical languages and
codes and these two dynamic concepts invariably make technical
languages and codes on the play directing process to change.

THE PLAY DIRECTING PROCESS
Since theatre directors are the people responsible for the theatrical output
of their performances, there are numerous approaches, forms and
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Justina Job, Ndanusa Amiere, Yemi Akintokun, Felix Emoruwa, Tunde
Bakare, Linus Osemene and many more.

The first code that must be learnt in the directing process is the
stage geography codes. This is important especially in the present era
when playwrights often write most of these codes as part of their stage
instructions: ¢
---- DSR (Down Stage Right)

---- DSC (Down Stage Centre)

---- DSL (Down Stage Left)

---- CSR (Centre Stage Right)

--—- CSC (Centre Stage Centre)

---- CSL (Centre Stage Left)

---- USR (Up Stage Right)

---- USC (Up Stage Centre)

---- USL (Up Stage Left)

All these can be diagrammatically represented in the imaginary stage
below:

USR UsC USL

CSR | csc CSL
/ DSR/ DSC / DSL \

During blocking rehearsals, the theatre director can instruct and control
his performers’ body positions by telling them to give him.

Full back: Which means that the performer must turn their back against
the audience.

Full front: An instruction to a performer to face the audience.

Profile: A demand for the half of the performer’s body position.

Sample One on Stage Geography, Performers’ Body Positions and
Movements

It is also a common practice to listen to a theatre director’s instructions
that;

1. Performer A should give him full front at DSR or
2 Profile at CSC or
3. Full back at USL and a playwright can even write a stage
instruction that;
4. Actor D moves to DSL and Actor C stares at him in USL.
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directorial styles available (o theatre directors in the play directing
process.
Musa (2000:65) makes some clarifications on the play directing

process, stating that:
The play directing principles, approaches,
(echniques, concepts and fundamentals are
not the same thing as the play directing
process although the play directing process
is often erroncously used to mean any of the
above.

The play directing process however is basically a dynamic, yet
intellectual (both artistic, technical and managerial) actions performed
Juring the art of play directing which can evolve through individuals, age
or convention where directing principles, approaches, concepts,
techniques and fundamentals of such individuals, age and convention
often become the dominant factors in the play directing process. The
non-static nature of the play directing process nonetheless makes the
theatre director to use his creative impulse and spontaneous expression
freely in his creative enter, “ise.

Our opinion here is that if the play directing process is
meticulously and artistically followed, it would guide prospective
directors and even assist the renowned directors to save time and also
assist them to project quickly into their theatrical, artistic and dramatic
directions.

Musa (2000:66-105) has also observed ten likely dramatic,
managerial and artistic actions to be done under play directing process.
They include; the preparatory stage, the audience choice, consideration
of the performance space, the financial capability and capacity of the
producer, the play selection process, audition, casting the play, the
rehearsals, the performance process and the post production assessment.
In all these directorial stages, there are some prevalent technical
languages and codes that must be understood by the theatre directors, the
playwrights and the performers in the complex web of play directing.
Technical Languages and Codes in the Play Directing Process
Our reference point under this crucial sub-heading of our work is the
practical observations of some notable Nigerian theatre directors such as;
Dapo Adelugba, Femi Osofisan, Zikky Kofoworola, Olu Obafemi, Ayo
Akinwale, Inih Ebong, Akanji Nasiru, Uwemedimo Atakpo, Bakare Ojo
Rasaki and tens of budding theatre directors such as; Ofonime Inyang,
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