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Advance Praise for Broadway General Manager

“An absolutely indispensable theater lover’s guide to how Broadway works.”

—Peter Marks, Chief Theater Critic, Washington Post

“Broadway General Manager is a must-read for any new producer entering the world of Broadway. And it is a wonderful tool for the novice general manager to hone their craft of being a general manager—one of the least understood yet certainly one of the most important members of the producing team. Peter’s book takes the reader through the extraordinary number of details required to be a general manager and will help the potential new producer select just the right GM for their show. Every producer has a different set of skills, and the best producing teams ensure that the GM complements the producer’s strengths. From budgets to contracts, there are excellent examples that will help the reader understand the myriad of things a producer needs from a GM.”

—Charlotte St. Martin, President, the Broadway League

“Peter Bogyo’s book is an invaluable guide to the work of a general manager and the way a GM fits into the process of making a commercial show. His love of his subject and of the theater shines through unmistakably in every chapter.”

—Tom Viertel, six-time Tony Award®–winning producer and Executive Director of the Commercial Theater Institute

“Broadway General Manager is a valuable guide to the functions of a theatrical general manager, including clear and detailed explanations of production budgets, contracts, and other critical documents. Because general management touches on all aspects of commercial theater production, the book will be useful to anyone—artist or manager—interested in understanding the production process. Peter Bogyo’s insightful commentary reflects his deep experience and demonstrates that ethicality, a sense of humor, and love for the art of theater are essential qualities for a successful general manager.”

—Joan Channick, Chair of Theater Management, Yale School of Drama

“An essential work for theatre management, producing, and arts administration students. From budgets to contracts and beyond, Broadway General Manager makes a case for the crucial role of the general manager, addressing complex business issues, along with the idiosyncrasies of the theatre industry, and breaking them down in an engaging and easy-to-understand manner. Although the focus is commercial Broadway production, most of the book would be extremely useful for future not-for-profit managers as well. It is a welcome addition to our curriculum.”

—Steven Chaikelson, Director, MFA Theatre Management & Producing Program, Columbia University School of the Arts
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INTRODUCTION

I first fell in love with theater when I was five.

That year I was cast as the lead in my kindergarten’s (nondancing!) production of The Nutcracker. In hindsight, my casting had much to do with being the tallest in the class. Nonetheless, I was hooked for life.

After graduating from Yale College in 1977, I came to New York to be an actor and studied with Stella Adler and William Esper. Seven years later, I discovered an original script with a fascinating role I was determined to play. After considerable mulling, I realized the best way to ensure I got the role was to produce the play myself, as an Off–Off Broadway showcase. I succeeded in this goal, but to my surprise, when I compared producing to acting, I had to admit I was better at producing!

More mulling ensued. I realized the two things I knew a producer had to do—namely, choose the property and raise the money—weren’t things anybody could teach me. However, as I talked to various people and did my research, I became aware that there was another, more mysterious role—that of a general manager (GM)—that entailed working closely with a producer and possessing a vast knowledge of how Broadway worked. But what exactly did a GM do?

I assumed he or she must “manage” something “generally,” but what was it?

This book will attempt to answer that question. Armed now with the benefit of more than thirty years of professional experience in the commercial theater, seventeen of which have been as the GM of ten Broadway and seven Off-Broadway shows, I only wish I had had such a book when I started out.

What I discovered (after going to work for several GMs to unearth the mysteries of the job) was that general managers oversee all the financial and business concerns of a show. Even more, they are the linchpin of the entire production, upon which every aspect of the show must rely. This includes budgeting, contract negotiation, financial overview, helping to establish the new business entity that will produce the play, setting up the box office, overseeing the paying of bills and taxes, calculating royalties and profit distributions, making sure insurance is secured, supervising and reviewing the marketing and advertising campaigns, hiring all cast, staff, and crew (and firing them if there is “just cause”), distributing accounting statements and end-of-year tax forms to the investors, advising on the timing of closing the show, etc. Part of what makes the general manager’s job so exciting is that he interacts with people at every level of the production—producers, lawyers, accountants, investors, theater owners, designers, actors, agents, press agents, advertising agencies, casting agents, box office treasurers—and is expected to be available to the show’s producer twenty-four/seven.

This book will explore these areas in detail and includes in-depth analysis of actual Broadway budgets and contracts. In no way is this book intended to replace the services of a general manager. Rather, it is hoped the book will give a greater understanding of what a GM does and how important his role is. A GM not only has extensive knowledge of the rules of Broadway’s various unions, guilds, and societies, but he also possesses a breadth of experience, intuition, financial acumen, discretion, a network of personal relationships that can be called upon in times of need, and, finally, to quote Rudyard Kipling, the ability “to keep your head when all about you are losing theirs.” No book could ever replace such a person, and it would be folly to try.

Although I long ago shed my “Nutcracker” dreams of acting, I have found great satisfaction in the theater as a general manager. I hope this book will help you appreciate this “most important and least understood” role and, perhaps, inspire you.


1

How Does One Become a General Manager?

Just as all roads lead to Rome, there are multiple paths one can take to become a general manager. Some people go to graduate school for arts administration. Others intern, serve as an assistant, apprentice, and work their way up the ladder in a GM’s office. I cannot comment on the relative merits of either course; each can be equally effective.

If one is thinking of pursuing a career in general management, it is helpful to be clear on what personality traits will prove useful. In common with any other form of management—stage, company, or house—a general manager has to be organized, thorough, calm, and an excellent communicator. A good rule of thumb is you have to be someone who enjoys rolling up his or her sleeves and making order out of chaos. Due to the specific nature of the job, a GM should additionally have a good head for numbers and be an effective negotiator. If this profile does not match well with your own, you should reconsider if general management is the best niche for you in the theater. It’s important to play to one’s strengths, not struggle against them. When I decided to make the switch from acting to management, I felt like a fish that had finally been placed in water.

In my case, once I did decide to make this change, I sought a position in a general manager’s office rather than going to a graduate school. I had heard that a well-known GM had two new shows opening within a short time span and was looking to hire a second assistant.



NOTE: The production period, when a new show is being mounted, tends to be the busiest and most labor-intensive period in the life of a show. This is the time theatrical offices are most likely to hire additional staff, especially at the entry level. Find out which shows are gearing up to go into rehearsal and who is general managing them, and contact those offices about possible job openings. Even consider a short-term internship, as that can be a way of getting one’s foot in the door. An excellent publication for researching this information is Theatrical Index, the invaluable weekly guide to what’s going on in the commercial theater. It will always report who the key players are on a given project and list the contact information for such personnel as the producer, general manager, and press agent. Theatrical Index is available online or at such places as the Drama Book Shop.





I contacted this office and scheduled an interview, which seemed to go well. I was told that a decision would be made within the week. When a week had passed and I had not heard back, I called to inquire. The assistant who answered sounded extremely harried, told me the GM was on another call, and was not able to speak to me at this time. As soon as I hung up, I remembered a quote of Katharine Hepburn’s I had once read—“Never call or write when you can go in person.” Heeding her sage advice, I got up and headed straight over to the GM’s office. As I stood in his open office doorway, I could see that phones were ringing off the hook. The GM happened to glance up, saw me, and said, “Thank goodness! When can you start?” “Right now,” I replied. And I sat down at an empty desk, answered a phone, and stayed for half a decade.

In my experience, and that of most of my colleagues, the majority of Broadway GMs start out in entry-level positions in a GM’s office and slowly work themselves up the ranks, making themselves invaluable, gaining experience and knowledge on the job, and being entrusted with increasing levels of responsibility along the way. This path is similar to starting in the mailroom of a corporation. I began as the second assistant, eventually became the first assistant, then the office manager, and finally an associate GM. But the biggest development in my journey occurred when I became actively involved in the area of company management.

Each show has its own company manager (CM), an extremely responsible union position under the jurisdiction of ATPAM, an acronym for the Association of Theatrical Press Agents and Managers. The company manager is heavily involved in the day-to-day administration of the company and comes on board shortly before rehearsals are due to begin—he or she will read all the contracts, set up, calculate, and call in the weekly payroll, pay bills as directed, oversee house seat requests, make sure that union benefits are paid and sent to the appropriate fund office, enclose with them explicit cover sheets detailing what contribution should be credited to which individual’s account, keep track of ticket sales and advise which performances or price sections are weak and need attention, review the weekly theater settlement that accompanies the show’s settlement check, checking all the back-up as well as the arithmetic, send out royalty statements along with cover sheets and accounting statements, and submit new pricing information, performance schedule changes, or discount code requests to the box office. On top of all these office duties, the company manager must arrive at the theater an hour or so before each performance, eight shows a week, to serve as the producer and management’s onsite representative, checking in with the cast and crew, making them feel valued and cared for, answering questions, handling problems, picking up company house seat orders, and, once the performance has begun, meticulously checking the accuracy of the box office statement prepared by the theater’s treasurer before signing it on behalf of the producer, thereby attesting to its accuracy. These are just some of the main duties. A company manager deals with a myriad of other important details every day, six days a week. He or she needs to be equally adept at math and at people skills. In my opinion, company managers are the hardest working and the most underappreciated people in theater.

I began by asking our company manager if she needed any help. Company managers can always use help—to review the backup and check the math of someone’s expense reimbursements, to stuff, address, stamp, and seal a mailing to investors, to assign house seats, to set up file folders, “etc., etc., and so forth,” as the King in The King and I is wont to say. I read every document, budget, and contract in the office I could lay my hands on, made notes about things I didn’t understand, and asked questions about them at an appropriate time. I also asked the company manager if there were ever a time I could come to the theater and trail her without being in the way. There was, but not until after the company had settled in and gotten to know her. After doing this several times, and after her clearing it with the GM, I occasionally covered a Saturday matinee for her, allowing her a little more time with her family. Ultimately, and this was the single biggest step forward, I asked the office to sponsor me for ATPAM’s apprentice manager program, which would, eventually, qualify me to become an ATPAM company manager, earn a union-dictated base salary considerably higher than the average nonunion, office assistant salary, and receive pension, health, and annuity contributions from my employer. Just being a union apprentice, at 50 percent of the Broadway base, instantly doubled my income! (As a point of comparison, office assistants might make $500 a week, an ATPAM apprentice could make roughly $1,000 a week, and the current ATPAM Broadway manager minimum, at the time of writing, is $2,062 a week).

Once accepted into the program (again, one has to be sponsored by a theatrical office to be eligible), one becomes a Non-Member Apprentice Manager (NMAM; affectionately referred to as a “No, Ma’am”) and may be employed as an apprentice on a show when an existing member is hired per the Minimum Basic Agreement (MBA) between ATPAM and the Broadway League. A contract for the NMAM must be filed by the employer, and at the same time as the contract filing, the NMAM must pay a nonrefundable registration fee of $250 (which will be credited toward his or her initiation fee of $2,000). To be eligible for membership in the Union, NMAM candidates must accumulate a minimum of fifty-two credit weeks on valid contracts over a period of not less than two, but no more than three, consecutive seasons. (The exact dates of a theatrical season vary slightly from year to year, but they always begin on a Monday close to Memorial Day and extend until the Sunday fifty-two weeks later). No fewer than ten credit weeks, and no more than forty-two, may be accumulated in each season. During the course of the apprenticeship, the union sponsors a series of invaluable seminars on a variety of pertinent, complex subjects. Topics may include insurance, road (touring) settlements, local stagehands versus traveling stagehands, box office statements, musicians, the front-of-house unions on Broadway, etc. For each seminar attended, the NMAM will receive a $100 credit toward the ATPAM initiation fee of $2,000 (capped at $1,000). If one fails to accumulate the required number of work weeks within three consecutive seasons, one is removed from the program. Finally, following the accumulation of fifty-two credit weeks, all NMAMs must pass a strenuous and comprehensive written and oral exam for union admission. Similar to how lawyers prepare for their bar exam, apprentices study for months to prepare for this exam, often forming study groups with fellow NMAMs to help review all the contracts and rulebooks that will be on the test. Twenty-six years later, I am still in touch with many people from my old study group, so bonded did we become as survivors of this arduous experience. The full-day final exam was so intense that I know one colleague who can still recall exactly what she had for lunch during the break between the morning and afternoon sessions!

After passing the ATPAM entrance exam, I worked for several general managers as a company manager, both on and Off Broadway, for nine years. During this time I gained a wealth of experience managing a variety of shows in a range of theaters and benefited greatly from observing, and being mentored by, multiple GMs, each with his or her own distinctive management style. However, a company manager is tied to a show schedule, has to be at the theater eight times a week, evenings and weekends, and works six days a week. Eventually I married, had a son, and wanted a more conventional Monday through Friday, 10 a.m. to 6 p.m. job with weekends off. Also, I was itching to take on greater responsibility and wanted more say in the operating of a show. The solution: find someone who knew and trusted me and was willing to give me the opportunity to be his or her GM. In time, the opportunity arose and I grabbed it.



NOTE: When one is offered the opportunity to serve as the general manager of a Broadway show, one also becomes eligible to join the Broadway League, the producers’ and theater owners’ collective bargaining agent and the all-around trade organization serving the Broadway community. This in turn makes one eligible to become a Tony Award® voter, a very prestigious and highly coveted position within the industry.





Like most positions in the commercial theater, general managers work on a freelance basis. When the show closes (usually at their financial recommendation!), they are unemployed along with the actors, stage managers, stagehands, et al. But a GM’s involvement in putting together a show is so great and time consuming, GMs customarily demand, and get, right of first refusal to manage any future productions of the show under the producer’s control, lease, or license, especially in North America (see chapter 8). If the show is going to have a sit-down production in a foreign city—for example, London—it is likely a local GM who knows all the customs and players will have to be hired.

Once a producer has complete trust in a GM, he tends to keep returning to that GM with future projects. It’s a kind of marriage, and to paraphrase Rodgers and Hammerstein’s South Pacific, “Once you have found him (or her, as the case may be), never let him go.”

Broadway is an industry built heavily on relationships and reputation. And for a GM, his reputation is everything. As Shakespeare, in Othello, says:

Good name in man and woman, dear my lord,

Is the immediate jewel of their souls:

Who steals my purse steals trash; ’tis something, nothing;

’Twas mine, ’tis his, and has been slave to thousands;

But he that filches from me my good name

Robs me of that which not enriches him

And makes me poor indeed.

—Othello, act III, scene 3


2

The Production Budget

Traditionally, the first thing a producer does after acquiring the rights to a property is hire a general manager to prepare two different budgets—a production budget, which tells the producer how much money he or she needs to raise to mount the show and get it to the first paid public performance (the show’s capitalization), and an operating budget, which details the costs to run the show on a weekly basis and provides various scenarios for recouping (earning back) the show’s production costs.

These two budgets are only estimates of expenses and will be revised many times in an ongoing dialogue between the general manager and producer as new information affecting costs arises. Together, they will form the economic blueprint for the production. Once all the numbers have been calculated, one can assess if this initial business plan is indeed sound or if it needs to be adjusted. For example, if a show’s breakeven (explained further in chapter 3 and in the glossary, but for those who can’t wait, the box office gross at which the show’s revenue just covers its running costs, leaving neither profit nor loss) turns out to be too high, one should consider several options—reducing costs, raising ticket prices, booking a larger theater—to achieve a better balance between revenue and cost.

For the purposes of illustration, sample budgets for a Broadway play with the following arbitrary parameters appear at the end of this chapter on page 42: five sets, twelve actors (including understudies; three of the twelve are stars, two of whom do not live in New York City), and slated to go into a Broadway theater of roughly 1,000 seats. In general, plays are simpler to budget than musicals, not having the additional musical departments required by a musical. But the basic principals are the same. The attached budgets, when appropriate, reflect the union minimums, or percentages thereof, as of this writing.



NOTE: It is important to stress that the cost of various items and services, equipment rentals, and minimum union salaries changes every year; the figures given in this book, while accurate at the time of writing, are intended to convey the concepts that go into budgeting. The numbers themselves are not meant to be taken as absolute cost guidelines and should not be appropriated by a nonprofessional who is attempting to cobble together his own budget.





Good budgeting begins with a careful reading of the script and the knowledge of how to analyze the text from a financial point of view. For example, how many scenes of varying location are specified in the script, how much time elapses between scenes or acts, is it a period piece or set in the present, and what is the age range and ethnicity of the male and female characters? The answers to these questions, along with discussions with key artistic personnel, will give the general manager valuable guidance for budgeting the cost of the set design, determining the basis for negotiating the designers’ fees, calculating the crew size needed to operate the show, quantifying the costume budget, estimating the number of people required in the wardrobe and hair departments, and judging how many understudies should be hired to cover all roles! Every play is unique, and a thorough reading of a script will also reveal if one should budget for any special needs—for example, a dialect coach, fight director, special effects designer, make-up designer, dance consultant, child wrangler, or tutor.

While no two individuals organize their budgets in exactly the same way, budgets are divided into basic predictable categories, each of which in turn has numerous subcategories. Starting with the attached production budget, items will be reviewed line by line.

Before starting, it should be noted that every production budget is comprised of three basic components—productions costs, advances/bonds/deposits, and a reserve. The production costs, which comprise the majority of the total capitalization, are those expenses that one expects to have spent by the first paid public performance. In the attached budget, they comprise $2,760,000 out of the total capitalization of $3,500,000. Advances, bonds, and deposits—to the author, director, designers, theatrical unions, and the theater, plus possibly for star housing—are considered from an accounting point of view to be assets or recoverables rather than expenses. An advance is a partial prepayment of the initial weekly compensation a creative will receive once the show starts operating. It is a way of both giving the creative additional money upfront beyond just her fee and allowing the producer to account for that payment as an advance against operating expenses, so the payment does not increase the show’s production costs. If a show closes before all of an advance has been worked off, any unused portion converts to a closing expense.



NOTE: An advance against royalties is “worked off” each week by calculating the royalty the individual would have received if he or she didn’t have an advance and reducing the value of the advance, which is essentially a credit, by the amount of that calculation. At the point where there is no credit or partial credit remaining, the royalty recipient begins receiving a royalty payment again. Only calculations above minimum guarantees can be used to reduce the advance; the minimum guarantees themselves are not applicable.





Finally, the reserve is additional money that is budgeted to subsidize losses during previews and early post-opening weeks. Most shows take longer to catch on than their producers imagine, and a healthy reserve is the key to whether a show can hang in and find its audience (i.e., advertise and market effectively so as to reach its initial core audience, which will vary depending on such variables as whether the show appeals to young or old, Manhattanites or suburbanites, etc.) or not. The determination whether or not the amount budgeted for a reserve is truly adequate cannot be made until after the general manager has completed the operating budget and fully understands how much it will cost to run the show. If a producer cannot raise all the money to adequately produce a show, including a substantial reserve to protect the money that will be spent on production costs, it would be wise to abandon the project.

My personal philosophy of budgeting is to budget realistically but conservatively. The GM is perceived as a hero if the show comes in under budget and a schmuck if it comes in over!

PHYSICAL PRODUCTION

This category contains all the physical elements—sets, props, costumes, wigs, lights, sound—of the show. See page 42 to view this production budget.

SCENERY ($425,000)

This is one of the most expensive individual line items in a budget. The figure here represents an amount for a realistic, fairly detailed, multiple set for a Broadway play. This is also one of the hardest items to budget and requires considerable experience. Sometimes a producer wants an initial budget before a director and set designer are on board, making it particularly difficult to anticipate the vision they will have for physically realizing the play.

Once the initial scenic design has been reviewed and approved by the director, technical supervisor, producer, and GM, the technical supervisor and designer will confer on which scenic shops should be invited to bid on the show. It is pointless to invite any shop the designer has previously had a bad experience with or one that does not have a good reputation within the industry. As in all areas, multiple bids are normally solicited. At a bid session, the designer makes a presentation to the invited scenic shops, demonstrating all the scene changes on a detailed, scale set model, reviewing each page of the accompanying blueprints, and pointing out details for the shops to take special note of along the way. The shops then go away, do their calculations, and send in written, itemized bids for the job, responding by a previously specified deadline. The lowest bid, taking all other variables into account such as past experience and how many other projects the shop has already committed to for the same time period, is awarded the contract. Sometimes even the lowest bid will come in over budget, and the designer and technical director will then have to come up with design modifications, or cuts, that are acceptable to them, the director, and the producer. In this instance, the common wisdom is to keep as much downstage center as possible and cut elements that are upstage and on the periphery! Savvy designers will have included elements in the design that they would like to see on stage, cost permitting, but are prepared to lose if cuts are required.



NOTE: As a GM, it is important to remember that everyone has an agenda and secretly (or perhaps not so secretly!) wants to advance his or her career. I once GM’d a show, a thriller, where the main action was set in a cabin in the woods, in which a woman, who was being stalked by a psychotic killer, was trapped alone during a snowstorm. Even though the cabin was described as having two levels, which figured prominently in the denouement, the set should have conveyed a sense of claustrophobia that added to the tension. We had a very talented designer on the show, who came up with a stunning design the producer fell in love with. “It’s a clap trap!” the producer cried upon seeing the set model, meaning, as soon as the curtain rose, the audience would spontaneously burst into applause. And they did. Problem was, this grand, beautiful set was really more of a lodge than a cabin! In hindsight, who did the design serve more—the playwright or the designer?





AUTOMATION ($25,000)

In this example, there are five distinct, realistic locations, so it is likely some automation will be required for scenery to track on and off stage and help transitions to flow seamlessly.

PROPS/DRESSING ($25,000)

This category covers the furniture, appliances, and set dressing—books, paintings, lamps, rugs, tchotchkes—that are placed on the set but not actually constructed by a scenic shop. Again, the amount indicated here is for a fairly detailed, realistic, ordinary, contemporary design, not an elaborate period set, or a minimal abstract one, or one that is supposed to give the impression of great wealth.

REHEARSAL PROPS/SCENERY ($7,500)

Certain prop items and scenic elements may need to be made available to the actors in the rehearsal hall. Sometimes rehearsal props can be the actual items that will be used in the theater. More often, facsimiles of key scenic elements (for example, stairs, a bed, a refrigerator, kitchen cabinets) are mocked up for the rehearsal period and will need to be designed, constructed, and shipped to and from the rehearsal hall.

DRESSING ROOM COSTS ($7,500)

Especially where stars are concerned, a producer should be prepared to have a budget to spruce up the star dressing room(s) with a new coat of paint and to provide certain amenities that are traditionally agreed to in a star’s contract—a half refrigerator, humidifier, private telephone, new sofa big enough to nap on between shows, drapes and throw cushions, an arm chair, etc. Often it is cheaper to rent some of these items than to buy them, depending on the anticipated length of the run. Most Broadway dressing rooms are surprisingly small and dingy, and even if they come with their own internal bathrooms, as is customary for those assigned to stars, those bathrooms tend to be very basic.



NOTE: Yul Brynner, the original star of the aforementioned The King and I, was legendary for the excessive demands he placed on producers for the outfitting of both his dressing room and his hotel room, especially when he went on tour. Each dressing room he occupied had to be painted a particular shade of brown (and restored to its original, neutral color as soon as he vacated). In addition, he demanded a refrigerator be installed and stocked with explicitly detailed food and beverage—including one dozen brown eggs (had to be brown, white eggs were unacceptable) and a case of Chateau Gruaud Larose ’66, the only wine he would drink. He even went so far as to specify the length of the telephone cords that had to be in his rooms—thirteen feet long, exactly!





COSTUMES ($40,000)

This figure will reflect how many costumes are needed (how many actors, how many scenes, how much time has elapsed between scenes), whether the costumes are contemporary or period, and whether they can primarily be bought off the rack, rented from a costume shop, or need to be custom made. Also, do the costumes need to give the impression of belonging to ordinary people or to society swells? All these variables go into estimating this number.

HAIR/MAKE-UP ($9,000)

Will any of the actors wear wigs? Can they be store bought and made of synthetic fibers, or do they need to be custom made from real human hair and lace-fronted, designed by one of Broadways top wig makers? Are there any unusual make-up demands that need to be designed and/or built, such as Cyrano’s nose? Sometimes you don’t know the answers to these questions when you are preparing the budget, so it is wise to set a little something aside in this category as a precaution. This is a modest sum and covers two custom-made quality wigs, a few rental items and hairpieces, including a mustache, and some basic make-up for three stars.

ELECTRICS ($16,500)

This is an upfront cost, or guarantee, for the first three weeks of expenses to the electrics shop that is supplying the lighting equipment. It represents all payments to the shop for equipment rental from the time the equipment leaves the shop up until the first paid public performance. From that point onward, a lower weekly rental should be contained within the operating budget.

Once the lighting designer has drafted his lighting plot and an equipment list has been drawn up, the technical supervisor, working in coordination with the GM’s office, sends out bids to interested shops (just like for the scenic and sound designs).

CARPENTRY/ELECTRICS/SOUND (PERISHABLES) ($15,000)

This figure accounts for “perishable” items (i.e., items that have a finite life, will get used up, and will need to be replaced) such as masking tape for marking the stage, colored gel for the lights, lighting templates that cast specific images on the stage, light bulbs, batteries, rope for rigging, flash lights, and the basic hardware supplies that are needed for the installation of the physical production.

SOUND (PREPARATION) ($7,500)

This accounts for the initial sound equipment rental guarantee and, as with lights, represents payment from the time the equipment loads out of the shop until the first paid public performance. Thereafter, the rental is accounted for in the weekly operating budget. This figure represents a modest amount for a straight play (as distinct from a musical) with minimal sound needs.

SOUND (RECORDING) ($10,000)

This figure accounts for studio recording time and editing of any sound effects and/or incidental music that need to be recorded for performances. While some effects may be done live, others may need to be prerecorded and cued. If the script indicates sirens, thunder, birdcalls, or people listening to a television or radio program, chances are some studio time will be required to create a recording.



NOTE: While many sound cues are recorded, like the ringing of a doorbell or telephone, those cues are still called and executed by live people, leaving plenty of room for human error. Remember that thriller referred to under “Scenery”? It ended with a sound cue—the star, alone onstage, pressed the button on a small tape recorder, and a surprise message was heard that ended the show. We were out of town on a pre-Broadway tryout, it was the first preview, and the producer and I were sitting in the last row of the Orchestra, nervously watching the performance. It had been a difficult day, with last minute, problematic technical rehearsals right up until half hour (before the show begins), but, so far, things had gone surprisingly smoothly. Just a few minutes left, and we could all heave a huge sigh of relief. The big moment arrived, our star pressed the button—and nothing happened. She pressed it again and still no cue. The producer and I leaned forward in our seats, our mouths agape, mesmerized. We watched as it became painfully clear to our star that this cue was never going to come, and unless she ad-libbed something fast, she would not be able to exit the stage. People always speak of the magic of live theater, rarely of the horrors. Luckily, our star was quick on her feet and came up with something (I have mercifully blotted out what she managed to babble forth in her terror), and the curtain did fall. As did the head of the sound operator shortly thereafter.
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