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MACE was created out of the need to have one place where people could
study physical movement in all its forms. We are continually progressing
toward that goal by offering more workshops and classes each year in more
movement styles. We bring in some of the best instructors in their fields of
expertise because students deserve nothing less. If you want to be the best,

you need to train with the best.

While we cater to performing artists, our workshops and classes are for
everyone. All shapes, all sizes, all backgrounds. MACE feels everyone can
benefit from movement training. After all, everyone moves.
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MACE is a 501¢c3 not-for-profit organization whose purpose is to provide education and training that specializes around physical movement in the performing arts.
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Editorially Speaking

Ateveryworkshop I have ever attended, there has always been a cringe/laugh
ratio about dying. A particularly brutal run through with a sword is followed
by chuckles and cheers, quickly repeated and reinterpreted by the partici-
pants. Who can top the kill of the last fighters? Deaths get more and more
elaborate and we, the trained audience, cheer at the choreographed brutality.
We celebrate a good death in a fight. Comedic fights have their own moments
of “pain-is-humor”—a fop getting his comeuppance is not met with pity but
laughter. And I have been taught by my teachers that it is far more “fun” to die
than to kill and that dying on stage has its own special set of rewards.

Why do we laugh in the face of danger, and why do we chuckle at death? I think we laugh
because our minds don’t really want to comprehend the truth behind the violence we com-
mit when we are acting—we don’t want to think about the reality behind our actions. We
save that for character building and the play itself. In practicing dying, we inure ourselves
to it. We give ourselves space to approach it first carefully, then comically, then neutrally,
distancing our actor-selves from this severe action. This is so we can find room to let our
characters be afraid of death because fear is the animalistic response. Pop culture teaches us
that those characters who have no fear of death are those who the “sane” ones need to fear
the most, because it is not considered “natural” to face death without fear. As stage combat-
ants, we have to have no fear of death because we might be dying two times a night on stage
for four weeks.

I'received several articles on the act of dying, two of which are published in this issue.
They are meant to serve as a tool, a means of distancing the actor from the act, so that the
character response can come out. Practicing our art puts us face to face with mortalityona
regular basis, but it’s important to recognize that death is not just dropping to the ground so
the play can go on. We each only get one real death—we need to give that same privilege to the
characters we play.

Asaquick turnaround, spring is here with its promise of renewal and rebirth. Workshops
are underway, and the National Workshop is coming up in a couple of months. I wish you all
the best of luck with your final exams, your certifications, and your fighting. I hope that 2018
gives you what you need to be the best performers you can be, and that the information in the
following articles guides you to new insights and questions to ask.

% Jean A. Monfort, Editor
fmeditor@safd.org

Be well, fight well!
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FACILITATED + EDITED BY KRISTY CUMMINGS

Editor’s Note: This article is a reprint. The original appeared in SDC Journal, Fall 2017. Used with per-
mission from SDC.

This past spring, the SDC/LORT negotiations resulted in LORT’s recognition of fight choreographers
who are SDC Members—a historic moment, as it is the first expansion of the SDC bargaining unit since
the Union’s founding in 1959. As this new coverage takes effect, SDC Member and fight choreogra-
pher Geoffrey Paul Kent sat down with fellow SDC Members and fight choreographers Drew Fracher,
Steve Rankin, Tom Schall, and Robert Westley to discuss the craft of staging violence, including their
creative processes, biggest challenges, and what Union recognition means to them.
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A Roundtable Discussion Moderated
by Fight Choreographer, Director + Actor
GEOFFREY PAUL KENT

GEOFFREY |What gotyou started in this profession? When did
you realize that you were a fight director/choreographer?

ROBERT | I started offas an actor and, like most actors, eventu-
allyyou’re in a production that has some sort of violence. For me, it
was playing Malcolm in Macbeth, which had alot of sword fights. The
fight director mentioned that I took to it pretty well and that I should
consider exploring it further. I did. Having grown up watching Zorro
and all of the Errol Flynn movies, it was a joy to pick up. It fellinto
my lap at the right time in my life, and I slowly transitioned into it.

STEVE | You know, that is the single most difficult question that
I have to answer! I've tried to condense it over the years but it always
ends up being a long conversation because people don’t really have
any idea that this is a profession. I’'ve even had to explain it to my
mother!

I'think thatall of us in this profession discovered we had a natural
proclivity toward it. I really started this career when Iwasakid ona
farm, swinging from a rope and jumping off of a hay mound.

I was also an actor. I was an overzealous one who would jump
from 10 feet in the air and land on my head. I decided that there
needed to be a better way to do this, so I started training through
gymnastics, competition sword fighting, medieval Renaissance
fairs, and falling off of horses—all of which established my skill set.

I went to graduate school at Florida State University/Asolo
Conservatory, where I had two years of training in stage combat
with Norm Beauregard. After getting my MFA and my Equity card,
I was cast as Valvert in Cyrano de Bergerac with F. Murray Abraham
in 1979. The fight director was none other than B. H. Barry. Then
I was cast as Comte de Wardes in The Three Musketeers, and the fight

: Trent'DahIIin, Jennifer Vosters
__ ¥ Kent + J. Todd Adams in the Utah Shakespeare Festival’s 2017
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director was David Boushey. To have the experience of being staged
by these two gentlemen—with the two best fight directors in the U.S.
atthe time—was the mostvaluable training that one could hope for.

It carved out a path of no return for me. Their wisdom and ap-
proach to staging remains with me on every production. All paths to
fight directing lead back to them. We would not be able to be having
this conversation with SDC Journal if it were not for the two of them.
We would be remiss not to mention their names.

DREW |Idiscovered sport fencing in my freshman year of col-
lege. I was always the scrawny kid in the class, and suddenly fencing
seemed like, “Wow, this is something I could do.”

Then, in my sophomore year, Joseph Martinez—who is one of
the founders of the Society of American Fight Directors—became
my movement teacher. Suddenly, I was acting and sword fighting. I
thought I had died and gone to heaven.

Once I gotoutof school, I wastrying desperately to be an actor. I
think I was pretty terrible, but I was able to get some jobs because I
had these other skills. I was often hired to be the fight captain or the
guy that died a glorious death somewhere downstage.

I ended up following Joseph out to graduate school at Western
Illinois University and worked with him pretty closely for four or
fiveyears. Then I got into the SAFD world on the ground floor. The
restwas kind of history.

TOM | Drew and I actually went to undergrad together, so part
of my story is very much the same as his: training in school and
then, out of school, working as an actor for many years. Early on,
was a company member at the Folger Shakespeare Theatre for two
seasons, which meant a lot of classical works and a fair amount of
violence. I'was castin the fighting roles, such as Hector in Troilus and
Cressida,and was picking up the fight captain position fairly regularly.
Around that time, I started training with the Society of American
Fight Directors and started choreographing as well.
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When I moved to New Yorkto pursue an acting career, I stopped
doing fight direction. I was afraid of being slotted as “the fight guy.”
But I ended up performing fight roles pretty frequently: Athos in
Three Musketeers— choreographed by Drew, in fact—Mercutio a
couple of times, Petruchio. Over abouta 10-year period, fight direc-
tion crept back into my life and by now, 30 years on, it’sa good 9o
percent of what I do. But it’svery much the same story.

GEOFFREY | All of us started with one foot in that acting world.

When you get the script of a play you haven’t staged before, how
doyou firstapproach it from a fight director’s perspective?

TOM |Itryvery hard not to approach itas a fight director, at first

On my very first exposure, I sit down with a yellow pad and try
to simply read the play as an audience member would experience it,
reading it for story and character. I jotdown anything that’s salient.
That’s where I begin to think about how the fights fit into the play.

After that, I start digging in. But at first, I try to be as open to
experiencingthestoryasIcanbe.

STEVE | I'll just back that up. It’s story, story, story. It’s always
aboutwhy, who these particular people are, and how they’re able to
carry out what they’re about to do.

What'’s the story? Is there anything that involves an encounter?
What happened in the story at some other time that affects the en-
counters? What happens before an encounter, and what happens
after it—whyisit there? Justas Tom said, you’ve got to read the play.

GEOFFREY | Do you ever find that you have to go back and
reread the plays thatyouhave done many times?

DREW | Oh, there’s always something to learn.

TOM | I agree. It becomes a whole new discovery to reengage
with a play. The work is infinitely evolving because you’re infinitely
evolving, and the world evolves too, so the same play means differ-
ent things at different times. It speaks differently, which has to be
reflected in your work.
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DREW | I would be willing to bet you that all of us would say,
“I’'ve never used the same choreography twice.” Itjust doesn’t apply.

Fightworkisavery particular thing that happensatavery particu-
lar moment. The pointabout what happens before and what happens
after the action isreally interesting, and I would absolutely agree. To
me, the aftermath is very important.

TOM | The fights are part of a larger context, and you need to
honor the entirety of the piece. Sometimes, as a fight director, it’s
awfully tempting to think, “I’m going to go in there and make this
really cool thing happen.” But that’s like an actor figuring out his
character before the first rehearsal. It is just potentially disastrous
in terms of howyou serve a play.

GEOFFREY | Several of you also work as movement directors,
which includes work on any choreography in a show, including char-
acter movement, ensemble imagery, character transitions as well as
visual composition in scenes. Robert, you often work as both. Is that
adifferent hat from your fight choreographer hat?

ROBERT | For me, they’re always the same hat. I think we’re all
movement choreographers.

It’s just specific to a story that the movement is violent. Even in
the violent elements, there’s always a movement component.

I think we’re always looking for how to emphasize the strengths
of the actors, how they move and tell a story physically. Every actor
isdifferent. Every actor has different physical traits, so part of myjob
asa fight choreographer is to maximize the strengths.

TOM | I concur. It’sallabout storytelling, and it’s about safety in
physical movement.

Whetheryour character faints and needs to be lifted into a wheel-
chair orwhetheryou attack somebody with a dagger, the same things
apply. You're telling a nonverbal story, and you want to tell it safely
and repeatably.

GEOFFREY | Let’s talk about that first experience—that very
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first meeting on the phone or at a coffee shop—when you talk to a
director you haven’t worked with before. What do you look for in
that conversation to helpyou in the rehearsal process?

TOM | That “getting to know you” phase is a really important
one. That first date.

I'try,as much as possible, to get the director to talk so I can listen.
To just listen is a good way to start to get an understanding of the
production, as the director sees it. Of course, I'll occasionally have
my feelings about things too. I've found instances where in order to
feed that conversation, I throw in a thought or an idea. Even if it’s
wrong, it always leads toward something productive.

STEVE | Youcanlearnalot fromadirector during that first meet-
ing. Some of them will say immediately, “This is how I feel about the
kind of fighter Tybaltis,”or “This iswhat I think Blanche DuBois’real
center is and why she needs to strike out.”

Then again,you getalot of directors who ask, “Well, what are your
thoughts? How do you see it?”

I think we’'d all agree that it is so important to get the conversa-
tion started and then, hopefully, we’ve read the play so we are ready
toparticipate. Sometimes, though, theplayisn’t evendiscussed.I met
Nicholas Hytner when

I 'was going to do Twelfth Night with him. He didn’treallywantto
talkabout the play; he just wanted to talk to me and get a feeling for
who I was. There are some directors who are like that. It really is a
first date. That’s exactly what itis.

ROBERT | In that conversation, what I try to do is figure out
what the collaboration is going to be like. What kind of collaborator
they are and how they want me to be in the process.

DREW | I’'m sure you would all agree that sometimes directors
arevery specific: “It needs to be this long, and we’re going to have this
music.” And then some say, “Just don’tlet anybody get hurt.”

TOM | In early conversations, I try to get a feel for how the

director wants to work in the room. As Drew said, some directors
reallywantto have ahand init. Others wantto leave you alone in the
room with the actors, then come back in and have an opinion. So,
it’s often a useful thing to ask, “How would you like me to be in the
room with you?”

ROBERT | We adapt our skills as best we can to whether the
directors are very hands-on or hands-off.

It’s funny. When you’re working in rep, in the morning, I can be
with one director who is actively hands-on and we’re really

collaborating, and then in the afternoon, the other director might
say, “Let me know when you’re done, and I’ll let you know what I
think.” You’re shifting gears on your lunch break.

GEOFFREY | Let’s move into the first fight rehearsal with the
actors. What goals do you want to achieve?

STEVE | For me, it’s imperative to size up the actors within the
first few minutes that I meet them.

The first type of person I look for is someone who is scared.
If they’re scared, it’s good, but it’s also bad because they could be
dangerous. The second type is the overzealous actor. The “T’ll do
anything” type of actor. Again, that’s a good thing because they’re
goingto be valuable, but it could also be a dangerous thing. The third
one, which is the subtlest, isarrogance. “Yes, I've played Cyrano six
times.So I know how to do this.” I go to that person right away and
ask, “How doyouwant to do this?” Meaning, from my point of view,
“Doyouwant it to be difficult, or do you want it to beeasy?”

I'wantto identify those people because then we’re all on the same
page,and we can all get to work.

We also have to work within the limitations and capabilities of
the actors. That means emotional, mental, and physical capabili-
ties. We've got to get inside their heads and figure out how to get the
ideas in their minds down into their bodies. So, that’s what I do. I
size people up and I ask people to move around.
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Wetalk about what we’re going to do, and then we try to do alittle
staging. But it’smostly, again, another first date.

DREW | I think we all have some version of that exact same
process, Steve. That makes complete sense to me. I talk to people
about their training. I talk to people about their physical past. “Do
you have injuries? Do you have aknee I need to think about?” Those
kinds of questions.

And then I always try to spend a little time talking to them about
character. They’ve obviously thought a lot about it by the time the
first rehearsal rolls around. Is Tybaltreally skilled and arrogant, or is
he scared? Is he secretly in love with Romeo? I don’tknow—but you
tell me and that will help me make some decisions as I start to think
about the actual staging,.

ROBERT | That’s perfect, Drew. I think a lot of the time the
thought s that fight choreographers come in and tell actors exactly
what their choices are. The actors forget that they have choices. They
have done their work; they know their character.

There has to be a dialogue established with the actors at the
beginning so they understand that I am not coming in to tell them
whattodo. I am there to enhance the choices they are working on. I
always want to create a physical vocabulary that everyone can use to
collaborate and make the staging unique to that production.

STEVE | I’'m getting ready to do a fabulous new play called Kill
Local, with four women who are a family of assassins. One of the
actresses called me before rehearsals started and asked, “How am
I going to need to train before I get there? I've got a bad back and I
know I’'m going to need to do this and this and this...” I needed to
calm her down and remind her that the action will be based on her
character. How does she relate to the weapons she’s going to have?

8 THE FIGHT MASTER SPRING 2018 | SAFD.ORG

Michael Hayden + Ethan Hawke in

the Lincoln Center Theater production
of Henry IV, 2004, with fight direction
by Steve Rankin

How can I make her feel comfortable?

GEOFFREY | It’s reallya series of first dates, then, right? From
the firstlook at the play, then the meeting with the director, then the
first rehearsal with the actors.

Atthe firstrehearsal, I like to have thedirector in the room while
we chat through the story as it stands so that if T have an actor who
has a really strong opinion about the character and the director
disagrees, we can begin that discussion before we start codifying
movement that dictates one of those choices.

Then Ilike to startalittle smaller so I can take the temperature of
the actors to see where they’re at. If they’re really taking to it quickly,
thenwe move forward. Butifnot, I can step back and reevaluate after
that first short rehearsal.

I’m currently doing a big production of Treasure Island, and T have
nine actors moving around with swords. It was nice to have a first
rehearsal where I sketched in movement and let them invent things
with invisible swords. Just by watching, I could figure out who I
needed downstage center, who I needed up center, who needed
encouragement, who needed a dictator.

As Steve said, you’re trying to read the room as quickly as you can
soyou can take the tools you have and make the best action you can.

DREW | L also try hard to make sure the actors understand that
nothing is etched in stone with anything I’'m about to show them
at this pointin the game. And if it doesn’t make sense to their char-
acter—if it hurts their knee, if there’s an issue—they shouldn’t just
suck it up and be a martyr. I make it clear they need to tell me and
we’ll do somethingelse.

GEOFFREY | Let’s fast-forward to tech. We’ve rehearsed our
action. We’ve got it to where we want and now we have all these new
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facets— the stage, set, lights, costumes—thrown at us. What’s the
main problem you most frequently have to tackle?

DREW |Time.

GEOFFREY | Drew’s one-word answer sums it up, doesn’t it?

DREW | Everybody else gets the time in tech, but they think
because you've been rehearsing for three weeks, you are all set. The
fact of the matter is now it’s all new.

STEVE | Yes to time. Also, the environment. Is everything safe?
For example, suddenly, the lighting designer has a bunch of foot-
lights along the front of the stage that you hadn’t planned on when
you were creating your movement. It’s going to be right where one
of your actors’ heads was supposed to land. So you’ve got to negoti-
ate and arm wrestle with people to make it all safe. Are the sets safe?
Are the costumes safe? Is the edge of the stage suddenly too close:? Is
there scaffolding that somebody’s going to run into? Are the escape
stairs safe?

It can be a minefield. But, again, you’re right, Drew; it’s about
time. Generally speaking, people are friendly about it, but it’s still
a negotiation. I always tell my director that when we get into tech,
anytime thereisalull, ’'m going to be on stage. If you don’t want me
there, just say, “Steve, get oft of the stage.”

I won’t take offense at that, but I will try to be a master of five
minutes because that’s sometimes all you get.

DREW |You're so right. If you do that and you are really proac-
tive, everybody wins.

ROBERT | It’s also about the dynamic interaction with lights,
sound, and costumes because these other elements can either elimi-
nate or elevate the work you created in the rehearsal room.

I’m constantly saying, “Talk to me about this sound cue” and,
“Could we add a layer of frenetic energy to this beat?” or, “Talk to
me about that light cue. Is there a way we can time that blackout to
cover this?” or, “How do you feel about pushing the audience’s focus
over here?” and “Can you help me?”

That collaboration with the right group of tech people is crucial.
Sometimes it really is the costume or the new prop or the light effect
thatactually elevates the violence beyond what I could everhave done
in the rehearsalroom.

STEVE | That collaborative process is so important—which is
why itis so important for the producers to recognize the viability of
the fight director as part of the creative team. This way, when we get
into tech, we’re all working together. Justas the dance choreographer
is going to go ask for a light cue, we’re going to as well.

I'will also say this about tech: if you, as the fight director, don’t
get the time needed, you have to speak up. I always tell my actors
that if they feel anything is dangerous, they need to tell me. I will
stop the rehearsal and take the heat because I do not want them to
get hurt—ever.

DREW | I completely agree, Steve. You do have to be on top of
thataspect of the process.

The time will get sucked up, and then they’re only going to give
you one shot to run your sequence. You have to advocate and say,
“No, no, no, no. Everybody else got hours to do their work. Let me
do mine now.”

GEOFFREY | Safety takes the front seat for me, and then aes-
thetic comes backlater. The first thing I do is to make sure the actors
survive tech, or there won’t be dress rehearsals or previews.

ROBERT |1 think all of us would agree that, hopefully, we’ve
had enough time that we’ve worked out any potential hitches before
we get into tech. Sometimes tech is a negotiation. Sometimes you
have to be the good cop, and sometimes you have to be the bad cop.
There’s the safety component of it, but everybody also wants a good,

strong story. Sometimes there needs to be a reminder that we’re all
here with the same goal—for that story to be told—which means I
might need alittle more time here.

GEOFFREY | All right, so now it’s opening night. We don’t often
do this, but if you were going to say something to your actors before
the show started, what would you tell them? What’s your best advice?

STEVE | I’ve thought about this a lot, and I want to tell you
something that Jack O’Brien told me.

I'was doing Henry IV at Lincoln Center with Kevin Kline, and
I staged a huge battle with 30 people. It was basically a 15-minute
sequence in the play in which there are all different kinds of violence.
Everybody got to participate. Some people died right away, some
people gotkilled later.

I keptgiving notes during previews. Jack pulled me aside and said,
“Steve, Steve: you need to realize that they are never evergoing to do
it exactly the way you want them to do it. Once you realize this, you
can give really good, specific notes based upon how they are going to
do it now.” That was such a wise piece of advice that let me suddenly
releasea little bit because everybody was safe. So, on an opening
night, what I tell the actors is, “You’re doing great. Just slow down
and enjoy the ride.”

DREW | Atthat stage of the game, I thinkaallyou can do is exactly
what you’re saying:just be supportive. That’s it.

ROBERT | I like to tell them, “Trust you’ve prepared and that
we’ve created the action so you can let it all go and live and respond
in the moment. Don’t focus on thechoreography. Focus on the mo-
ments.”

GEOFFREY | I tell them, “Celebrate themistakes. We’ve trained
tobe able to safely make mistakes, so celebrate those. They’llbecome
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the moments that make it live and breathe as you move forward.”
Half of the time, we’ve choreographed those “mistakes” to happen.
For instance, the dropping of the dagger or the stumble—that cho-
reography actually keepsthe action alive and moving.

Comparingyour first fight gigs to now, how has this craft changed
sinceyou started working in the field? What has changed technically
orartistically foryou?

ROBERT | Film and how things are filmed have prepared an au-
dience to be more challenged and have greater expectations. I think
cirqueand dance have also expanded what our perceived limitations are
when itcomestoaction. These otherart forms have allowed for a free-
dom of physical storytelling that only enhances what is possible with
stage violence. That and technology have opened so many doors for
keepingactors safe while still creating impact or the illusion of impact.

The challenge for me has been to keep on top of how things have
been progressing and make sure that the movement being created
on stage is still new and exciting, and encourages an audience to
keep coming back.

STEVE | More and more, the audience wants to see movie effects
on the stage. To create that kind of impact, you have to have people
capable of doing it. You also have to share with the playwrights and
directors that people are not going to experience what would be a
close-up movie shot in the same way they’re imagining it on the page
because people are sitting back 25 rows. So we have to adjust because
we’re going to be considering the entire stage when we do it.

I also agree that the technology has changed. The great thing
that I celebrate about us as fight directors is that they can’t do this
withoutus. If it’s film, they can use CGI. But when you can only use
the raw material and the actors’ physical capabilities to do this in
the theatre, you can’t replace this craft. That’s the great thing about
doing theatre—they need us to tell these three-dimensional stories.

DREW |Iwould agree with everything everybody has said. Also,
our tools are much better. The technical director didn’t make them
in his garage over the weekend.

GEOFFREY | The swords aren’t made out of rebar anymore.

DREW | Exactly. And I think there is a huge new percentage of
people who have skillsand training. There was a time when you basi-
cally started from scratch on every show you did. You had to teach
that this is the end of the sword you hold.

But, boy, the vast majority of people that I've come in contact with
lately have had some sort of training. I think that’s helped a lot in
terms of giving us a broader range of options when it comes to tell-
ing stories. Directors are alsomore tuned in to our work and more
opinionated about it, which I think is a good thing.

ROBERT | I agree about the directors. ’'m definitely finding
directors who are excited to communicate about the violence of their
show, and they are raising their expectation of it.

DREW | Exactly. They have someexpectations now. For a long
time, you were given free rein to dowhatever you wanted, which isn’t
necessarily a good thing.

GEOFFREY | For me, the evolution has been prevalentin thrust
theatre and theatre-in-the- round. 'm working in those predomi-
nantly right now. The techniques have adapted. We’re evolving past
the kind of upstage, downstage, clap knaps—where an actor uses
his or her hands to create the sound of impact fora punch or hit that
doesn’tactually makecontact. We’re moving into action that’s much
more sleight of hand.

It’s nice to feel that our form is evolving past where it started.
Fight direction is young compared to the other design disciplines.
We have so many gaps in our knowledge of how they really executed
stage fights at certain times. We’re playing alittle catch-up with those
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Steve Rankin works with Carolyn Braver in rehearsal for Kill Local
at La Jolla Playhouse.

OPPOSITE: Joe Curnutte + Randolph Curtis Rand in Fifth Third
Bank’s Dracula at Actors Theatre of Louisville, 2014, with fight
direction by Drew Fracher

other artists, but we’re evolving. And not just in terms of moving
toward cinematic action, but also embracing the theatricality of
violence and what it can do that film can’t.

I have been in the profession for the past 20 years, and Iwouldn’t
want to look back at the things I created in the late *9os. The skills
I could bring to that room now would be so much different. And,
as Drew said, the actors have evolved as well. Partially, the reason
we’re getting more options is we’re more often getting a chance to
work with people who can run with those ideas, enhance them, and
make them better.

How about you, Tom? Have you found it’s changed much since
you've started?

TOM | I couldn’t agree more with Drew, Steve, and Robert. I
particularly feel that pressure of expectations primed by movies.

As for change, the only other thing I can think to add is that I've
recently been working with some directors who have developed a
very unadorned, dry, prosaic style of storytelling. Sam Gold isa
brilliant example of this. Annie Baker, as a playwright, seems to do
this too. They strip away so much to expose theessence of the story
and relationship, and the results are deeply human.

I’'ve been lucky to work with Sam on a few things, recently Othello
at New York Theatre Workshop and the Hamlet currently at the Public
Theater. I don’t know whether any of you saw his Glass Menagerie this
season. Itwas a very empty stage. The actors wore rehearsal clothes,
with a folding table and a few chairs. The acting was very simple and
direct. I've found that kind of aesthetic affects how ’'m being asked
toapproach theviolence. Just like the acting, the action wants to be
simpler: unspectacular and very exposed.



BILLBRYMER

From a technical standpoint this is tough, because a lot of the
tools we usually use to hide techniques and generate the sort of en-
ergy that experiencing violence should convey—such as our knaps
and non-contact blows—become less useful. I don’t know that
I’'ve completely cracked the code yet, but I see this type of challenge
showing up more.

GEOFFREY | As we start towrap up this conversation, [ want to
talk about the wonderful Agreement that was negotiated between
SDCand the League of Resident Theatres. Now, for the first time in
history, we have union recognition in a collectively bargained Agree-
ment. We now come to the table with the representation that every
other director, choreographer, designer, actor, and stage manager
I’'ve worked with has

had. What does that mean to you—to your work—as professional
fight directors and choreographers?

DREW | I've been involved with this effort for several years.
There was a time before when we tried to get coverage, and it was
like herding cats. Nobody could agree. It feels to me that we, as fight
directors, have finally been able to find some common ground and
sit down and talk to each other. I think that was one of the biggest
takeaways from this process. Now there’s a much better exchange
between us across the board.

Ifyoujust want to talk about the basics, think to yourself, “Wow,
I'have access to healthcare. That’s a radical concept for a fight direc-
tor.” As you just said, Geoflrey, everybody else in the room has had
that for a long time, and we’ve been the red-headed stepchildren. I
think a lot of that was our own fault, but a lot of that was the result
of producers not wanting yet another expenditure on their docket.
But Il tell you, I haven’t found anybody yet from the management
side of things or an artistic director who hasn’t said to me, “That’sa
long time coming and that’s a darn good thing.”

I’m sure the people having to pay the bills are wishing they didn’t
have to deal with this, but I think everybody is reacting positively.
I’m really, really thrilled.

STEVE |1 am too because now we’re going to be considered in
the process when they are putting the productions together. We’re
notan afterthought anymore.

Before this coverage, the theatres wouldn’t bring us in from the
start. Suddenly, an actor would get hurt because somebody wasn’t
staging something correctly, and then they would bring usin late in
the process in the middle of a tenuous situation. That’s no good. Our
consideration in the process needs to be earlier. Now they have to
think of us when they are putting together the finances.

ROBERT | We’re a budget line item now.

DREW | Exactly. And it’s already happening. I’ve recently had
a theatre contact me about jobs way in the future, radically earlier
than ever before.

ROBERT | That is good news. In addition to empowering our
collaborative voice, which this coverage enhances, personally, [ want
to speak to the pride that I now have when I walk into the room: I
am represented by a union. It has given me even more of a sense of
belonging that wasn’t as fully present as it is now.

TOM | From a completely practical standpoint, in the past you
or your agent, if you’re lucky enough to have one, have always had
to negotiate from essentially a zero position because there was no
union contract. There were no given protections, given standards,
like property rights.

GEOFFREY | For me, I act, direct, and fight direct. Everyyear,
I’ve had to make sure I get enough acting jobs to qualify for health
insurance because that was the only option I had. So, my career path
hasbeen dictated by health insurance!

This movement with SDC and LORT’s recognition actually al-
lows me to pick and choose what project I work on from an artistic
standpoint, not based on which job will get me to the doctor or fix
my teeth. It sounds small, but it means a great deal because it opens
upwhatI can do artistically.

STEVE | Thankyou for asking me to be a part of this discussion.
I’ve enjoyed the discourse with all of you so very much. I don’t get
enough of it. Tlook forward to being able

to see you all face-to-face and continue this conversation.

GEOFFREY | I completely agree. Let’s do it every Tuesday! I
always tend to stay in my market because ’'m out here in the middle
of America. I rarely get to see other people’s work, and we all grow
by seeing other people’s choices. It’s really helpful to talk with this
group of colleagues, to hear about the different routes everyone took
into this profession, and to be self-afhrmed by learning that we all
have similar feelings about the room, the director, the script, and the
tech process. Nowwhen I get in my head during a rehearsal process,
Iwill remember that we all struggle with the same problems. Any
other final thoughts?

DREW |Iwould just add that the best part of the job for me is
facilitating the actor’s job, making it simpler and safer for them to do
the action every single night. So I would just say to directors: let me
come to rehearsal.Use me. If you’re going to hire me, let me come
and have input throughout the course of the production because
I would like to think I can make everybody’s job easier. And that’s
really satisfying.

And, of course, thanks to allwho negotiated the new SDC/LORT
Agreement, for making all of that happen.

ROBERT | It means the world to all of us. I'm excited to see
where this continues to go, and I’'m excited for us to have more
conversations like this to keep growing together.

TOM | Amento that.

GEOFFREY | Thanks for taking the time, everyone. I look for-
ward to talking to you again soon. e
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BY SARAH WALSH

ain and death are two inevitable
consequences of existing. As we
go through life this knowledge
makes us more aware of our sur-
roundings and our bodies. In
stage combat we oftentimes play
with this awareness, and how it
¥ affects the way that we fight. But
no matter how much experience a character
has, their body will still react to pain, whether
itbe a conscious or unconscious reaction. So
how dowe portray these reactions in a medi-
callyaccurate way? First we must understand
what is happening during these attacks and
injures. My understanding of these injuries
comes from being a medic, and I have wit-
nessed some of these results firsthand.

At the base of every good staged fight
there is an understanding of basic biology
and physics. When sliced with a sword or
sharp object, a person’s muscles will clamp
around the foreign body to try to prevent further harm. Due to
this, the body is pulled in the same direction as the cut is going. The
physics aspect of this can also be applied to physical blows; a jaw will
follow the line the punch is making. This is where isolation really
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comes in handy. The more specific the group
of muscles clamping onto the weapon or
reacting to the blow, the more gruesome the
attack. Of course reactions and placement
can also depend on the type of damage one
isaiming to portray.

When exploring different targets, I will be
using the sections of the body according to
Krav Maga principles: high, middle, and low.
High targets include the head, jaw, neck and
throat. Middle targets include the heart, col-
larbone, kidneys and spine. And low targets
include the groin, knee, hamstringand ankle.
There are more likely to be fatal strikes in the
high and middle sections than in the low,
but exceptions include the femoral artery,
which is located in the thigh. There are also
specific areas which to attack, but the aim of
this article is a more of a basic overview of
popularinjuries.

A character going for high targets is more
than likely searching for a finishing blow. Although a scene doesn’t
always have to conclude in death, knockouts and loss of conscious-
ness can dictate an end. A knockout occurs when someone has been
hit on the head with such force it causes the brain to slam into the



ILLUSTRATIONS TAKEN FROM GRAY’S ANATOMY

skull and fire a mass amount of neurotransmitters.
This overwhelmingly fast burst of signals causes your
system to overload and shut down in a sort of tempo-
rary paralysis. Upon a true knockouta person’s body
will go limp, and they will take a few seconds (some-
times minutes) to come to. This can occur with force
trauma from any angle, but the
easiest (and most accurate) way
to knock someone out is to aim
for the space between the jaw
and the cheekbones. Choke outs
work in a similar fashion except
the overload comes from syncope,
which is aloss of consciousness
usually related to lack of blood
flow to the brain. That doesn’t
mean if the choke is released
all blood and oxygen returns to
avictim immediately. It’s im-
portant to note when playing
the moments after a success-
fully escaped choke that you will
need afew seconds to catch your
breath.

Another finishing blow that
is sometimes referred to as “the
human off button” is a sword thrust through the
spinous process of the cervical vertebrae. That is to
say, a well-placed blow that bypasses the pointed part of the higher
vertebrae will give direct access to the spinal cord. The spinal cord is
nottough; it hasajelly-like consistency that when severed will cause
loss of function, feeling and most likely death. Visually, for this kill,
it’s important to have the sword go into the character on an angle
starting from the top of the shoulders going down.

A part of the middle section includes the heart, which when
pierced also causes death, although in actuality piercing the heart
itselfis difficult. Itlies behind the sternum, ribs and has a tough con-
nective tissue protecting it. Stabwounds to the chest will more likely
resultin death due to blood loss, since the heart s still pumping and
the internal and external bleeding will cause a catastrophic drop in
blood pressure. Playing the victim in this situation should have more
of adizzying outcome than an “off-button” outcome. Similar to this
death are stomach thrusts. Following the principle that muscles fol-
lowthe foreign object, direct thrusts to the stomach require strength
due to abdominals and fatty tissue. But once that sword is in, you’ve
damaged soft organs, which are now spilling their contents into
the open cavities of the body as well as out of the wound. Although
this would be a slower death than it’s normally portrayed, loss of
consciousness due to shockwould not be uncommon. When placing
these targets keep the sternum in mind; everything below it is going
to have easier access to internal organs.

When we choreograph cuts to the lower region of the body, we
often underplay injuries in order to continue fighting. True cuts or
slashes to the legs have a potential to render the leg useless, due to
incapacitating muscles or tendons that facilitate movement. Two
major targets to demonstrate this with are the hamstrings and the
Achilles tendon. The hamstrings are mostvulnerable on the back of
the thigh right above the knee. Taking a sword and severing these
muscles ensures regular movement isn’t possible, due to their con-
nection through the knee and hip joints. Similarly, the Achilles ten-
don connects your heel to your calf, and would render the leg close

RIGHT: The back of
the human leg. Note
tendon placement. The
artery is at the top,
near the inner thigh.

OPPOSITE, TOP: A
section of the human
neck and face,
focusing on the
cheekbones and
arteries.

OPPOSITE, BOTTOM:
The human spinal
cord. The spinous
process is located
near the top.
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touselessif severed. Cutting both targets at once will
ensure complete immobility of the leg.

Thereisamajor artery that runs through the lower
half of the circulatory system called the femoral ar-
tery. Located mostly from the hip to the inner knee,
it provides most of the blood flow through the legs.
If you’re not playing with blood this attack looks like
asimple thigh cut, but having blood FX makes this a
gruesome kill. A person could bleed out from this con-
tinuous streaming blood loss in under two minutes,
and gravity could speed that up quite a bit.

Another very human response occurs in not just
theattacker orvictim, butin the audience. More often
than not an audience will react vocally to situations
that include more sensitive parts of the body, huge
attacks, and blood. This happens due to neurotrans-
mitters forcing a response, pre-determined by deep-
seated instincts. For example, slicing in-between the
fingerswill elicit a visceral reaction. Some people may
even cringe just reading that.

Please keep in mind that the information given
here is an informed suggestion based on years of
medical and combat knowledge. There will always
be exceptions to every rule, and some rules are bro-
ken simply to make people look better, or to keep a
fight going past the point it would realistically stop.
It’s important to remember that stage combat is an
art, and as long as the performers are safe, can be
interpreted thousands of different ways. ssfm=—

MeAY =1V S

SWORD &

“SHELD

SMAILL
SWORD

3 DAYS
2 WEARPONS
20 SPTHOURS

§

WWW.THEFRE D RIC K SiENEE=IM! '

THE FIGHT MASTER SPRING 2018 SAFD.ORG 13



Fight Matters

AFightDirecto

BY JOSEPH TRAVERS, SAFD FD/CT

ver many years and many projects as a fight director,
I’ve often found myself at a rehearsal, wanting or
needing something I didn’t have with me at the time.
Many years ago, this moved me to begin to create a
“fight director’s tool kit” comprised of items that could be useful
or necessary for avariety of rehearsal needs, from early choreog-
raphy rehearsals through technical rehearsals. Inthis piece, I'll be
sharing the items found in my full kit now. Many of my colleagues
have undoubtedly developed their own kits, but perhaps this ar-
ticle will inspire you with a new item or two! If you have items in

your kits that you don’t see here, please share.

Enjoy!

Early rehearsals

Early rehearsals involve meeting cast and creative team, getting
to know the space, the play, the director’s vision, and beginning
to shape what the fights will be like. For this part of the rehearsal
period, there are a variety of items included in the kit that can make
all these tasks easier.

In order to best serve the project, taking care of one’s self should
be a top priority. I always keep Airborne, cough drops, tissues and
some ibuprofen in the kit.

Taking care of the actors, their safety and their comfort is of
course vital as well, so the kit contains hand sanitizer and breath
mints (for me), and knee-pads in two sizes (for the actors). Iwantthe
actors to feel comfortable engaging with me at what sometimes will
be close proximity and to have the option of elbow or knee protection
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when applicable. So that ’'m prepared for any emergencies, a small
first aid kit, a small CPR mask, and latex gloves are also standard.

I usually bringa multi-tool. It’s often useful if the projectinvolves
weapons, and frequently even if it doesn’t. I use the Leatherman
Core, which features English and metric rulers, a small flat file,
serrated knife, small saw, bottle and can opener, three sizes of flat-
bladed screw driver, a Phillips-head screw driver, clip-pointed knife,
an awl with thread loop, regular and needle-nose pliers and wire
cutters. All the toolslock in place when opened. (As Pm writing this,
I’ve discovered that the Core was retired by Leatherman some time
ago, but there are still some on the shelves, and there are avariety of
other comparable multi-tools on the market.) Whether it’s for filing
aburr I've found on ablade or piercing another hole in a sword belt,
tools like this can be very handy in the rehearsal hall.



r's Tool Kit

Early staging can depend alot on the nature of the space - its size,
shape, relation to the audience, etc., so I include a 25’ measuring
tape and some spike tape in a couple of colors. I may want to try
setting a mark in the space where I want a particular momentin the
fight to occur, and the measuring tape and spike tape can help me
experiment with that. Thekitalso includes a small flashlight, so I can
examine the extremities of the space as well (you never know what
yowll find that an actor can roll or stumble onto —staples, splinters,
nails, etc.) Tuseasmall Mag-Lite. I find puttingalanyard ringin the
hole provided at the buttend comes in handy, especially later in techs.

Recording choreography, questions and notes for myself and the
actors (and possibly the SM, designers and director) means always
having pens, pencils (mechanical), sharpies (in 3 colors), post -it
notes (3”), scissors, a straight ruler, a magnifying glass, and some
3x5 index cards. While not part of the kit directly, I also always carry
additional pens, pencils and a note pad, (either steno or 8 V2 x 11)
to every rehearsal, usually in my briefcase. (I have recently begun
to shift to using an I-pad for note-taking, but frequently, for ease of
writing and for portability, I still rely on paper).

Ever mindful of the importance of making contacts, I also make
sure I have plenty of business cards to hand out.

Technical rehearsals
I always enjoy techs —it’s a very different atmosphere with a differ-
ent tone and rhythm from the time in the rehearsal hall, and it also
providesincreased face-to-face interaction with the other designers.
I augment the kit for techs, and depending on the specifics of the
project, the tech-related equipment can vary.

I usually bring a book lite for note taking as I move around the

house during runs, and alanyard to clip my mag-lite onto if needed
asI'walkaround. Thavea 6’extension cord (with adapter) to use for
charging my cell phone or laptop.

For any sword or weapon maintenance that may be needed at
this point, there’s a pair of work gloves, a small pair of vise-grips,
the multi-tool, an 8 in. flat file, and a small cleaning kit (3 in T oil, rag,
Scotch Brite pad for use on metal).

Because anything can happen, I have a military grade, portable
cell-phone re-charger, a 3” heavy-duty carabiner, some sandwich-
size and snack-size zip-lock bags (improvised blood packs), some V4
inch high-density foam (improvised actor-padding), and alength of
theater tie-cord (about 3).

ne of the fun challenges over time has been finding the
right bag for all of this equipment. Professional tool bags

are well-made and sometimes good for tech, but are too
bulky for earlier rehearsals. Knapsacks don’t usually have enough
separated compartments (for ease of access),and a brief case doesn’t
provide enough room. I’malways on a search for the perfect bag, but
I currently use a small camera bag almost all the time. Its interior
dividers are movable, it’s light-weight and sturdy, and only about
11”7 by 7”.
I realize some of the equipment I carry might be on site when
I get to rehearsal. (Most SMs usually have plenty of spike tape, a
tape measure or two, and most spaces have some sort of First Aid
kit). Still, for ease of access, and for those occasions (more often
than you’d think) when something I need isn’t where I'd expect, a
well-stocked tool kit is a great way to stay covered and be prepared.
I hope you find this useful - have fun in rehearsal! sefe—

inn.gothamarmory.com

Gotham Armory




Violence

By Nicolas Cabrera

love stage combat and HEMA (Historical European Martial
Arts). Ilove telling a story through violence on stage and show-
ing off character’s skill. I love studying, learning, and practic-
ing fencing techniques from people who lived hundreds of
yearsago and getting to experience history rather than simply
reading about it in a book. I would love nothing more than to
bring these two together to create fights that are exciting, new, fun,
realistic, highly skilled, and tella more in-depth and detailed story. At
R&D Choreographyin Chicago we get to do this quite a bit, combin-
ing historical techniques and stage combat to tell more interesting
and historical stories with our fights. However when I bring up the
inclusion of HEMA into stage combat, I’'m often met with the same
three arguments; it’s too dangerous, it can’t tell a story, and the
audience won’t know the difference anyway. I hope to address each
argument in separate articles since they each deserve their own and
in the future go into more detail about how to incorporate HEMA
into stage combat since the concepts and idea that can be taken away
from HEMA also deserve their own articles. Before I can do that I
feel it is important to first dispel some of the myths about HEMA
being active in choreography, starting with the idea that the audi-
ence won’t know the difference between historically accurate and
traditional staged choreography.

I personally don’tlike the argument that the audience wouldn’t
know the difference between historical or realistic combat and stage
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combat. It feels to me like an excuse to not try anything new, but
then I’ll concede I'm talking about a very select few people. Most
people in theatre are willing to jump at the possibility of trying new
things, but simply do not have all the facts and often believe the
myth that audiences don’t know what real or historical fights look
like so we shouldn’t do it. My intention is to disprove this myth by
discussing a very important idea: violence literacy is a thing, and
modern audiences not only have it to a certain degree but can sense
itaswell.!

Violence Literacy is a term I modified from the idea of film literacy.
Let’s first talk about what film literacy is. When looking at film, the
average audience member does not possess the ability or vocabulary
to explain why a film is a bad film, but they do possess the ability to
know, or feel, if a film is good or bad. If you look at critic sites like Rot-
ten Tomatoes where they have both the critic score and the audience
score, they are generally similar. The difference is that the critic can
explain whya film is bad in terms of story-telling, cinematography,
editing, etc. because they are literate in those things. Critics know
what parallax, the hero’s journey and a long shot is but the aver-
age audience member does not have this vocabulary. This doesn’t
mean the audience is dumb; it means that they haven’t spent years
immersed in the craft of filmmaking. Despite this they can still rec-
ognize a bad movie. The audience may be illiterate when it comes
to film vocabulary but they can still tella good story from a bad. The
same is true for violence.

Itwould be weird if Christopher Nolan’s Dark Knight Trilogy had



KYLE SPRADLEY

LEFT: Vincent Oltion and Abram Sayre at the University

of Wyoming broadsword class from 2015. Choreography

by Kevin Inouye.

ABOVE: Lucas Flansha and David Beach practicing technique
at the University of Wyoming 2015 broadsword class, taught
by Kevin Inouye.

Batman fight the way Adam West’s Batman fought, with clearly corny
and exaggerated punches. This points to the growth of modern audi-
ence’s understanding of what a fight should look like, made stronger
by the popularity of sports such as MMA. The audience has trouble
accepting a fight that does not reach a certain level of believability
when it relates to the world they themselves occupy. Choreogra-
phers need to also be aware thataudiences are no longer as illiterate
as they once were. The audience might not know the difference
between the terms “longsword” and “broadsword” but if you give
a Roman general a small sword to fight with, the audience will do
adouble take.

Even with swords the average audience can recognize what “fake
fighting”looks like. Fights in film get praised when they are innova-
tive and progressive. I don’t think it’s because they are more easily
accessible than stage plays however. People across the country love
plays, and always talk about the performances, the set, the story,
costumes, etc. Take, for example, the popularity of Hamilton, which
isinnovative, progressive, and moving in all its aspects of creativity,
using rap instead of traditional musical style and multiracial casting
of historical figures. Fighting for stage, however has largely stayed
the same for years, which is why it often goes unpraised in theatre
as opposed to film. It’s often “good enough,” but nothing audiences
haven’t really seen before. It remains true that while the audience
doesn’t know about half cuts, counter-parries, or patinandos, they
will still recognize that it is something they have seen before and that
itis “fake fighting.”

Today, the internet, entertainment media, and mass media of-
fers people greater exposure to what violence actually looks like,
orwhat graphic film violence looks like. This is why the old western
film punch doesn’t really work as the “standard” punch anymore in
films or onstage. It’s slower, more telegraphed, and more cartoonish
now than hard hitting when compared to a real fight you might see

between (for example) two passengers on an airplane. If you have a
drunken brawl in a bar set in Chicago at midnight, it would feel odd
to the audience ifyou have characters fighting like Kung Fu warriors
when the script doesn’t call for it. The audience doesn’t have Kung
Fu literacy, but they can still tell that it’s unrealistic and fake?. That’s
the core of violence literacy, it can still be felt. It crosses over with
swords as well. Gone are the days where you can simply hit each
other’s swords overand over again. Audiences want to see committed
attacks, plans and counter plans, struggles and close calls. Audiences
cantell whenyou’re trying to hita person and when you’re trying to
hit their metal stick.

Audiences recognize what stage combat is and it’s one of the rea-
sons that fights on stage look different than those on screen. Look
ata recording on YouTube of a rapier sword fight for the stage and
itwilllook very different from the famous scene in The Princess Bride.
Both were filmed on camera but one was stage combat and the other
was film choreography. As a result, the audience files them into two
different categories and will most likely think, “the movie fight was
better than the play” and then follow up with “but it’s a play so they
could notdoitaswell.” The thing is, however, we can. If we look at The
Princess Bride sword fights, there is a lot of static and long/medium
shots where the audience can see everything. It is filmed much the
same way one might film a staged play. They don’t use a ton of camera
tricks, quick cuts, or clever angles to make the fight engaging. The
fight is engaging because of the actors and the moves. We are get-
ting to see them rather than have them hidden with shaky camera
technique and conveniently placed lights and objects. Once could
put that on stage and it would still look good.

Films like The Matrix, John Wick, The Raid, eastern martial arts
cinema, and people like Bruce Lee, William Hobbes, Yuen Woo-
Ping, and Donnie Yen have set a standard of fighting (intentionally
or not) that audiences expect to see. It moved fights away from the
style of Errol Flynn, Adam West, and John Wayne, styles of fight-
ing that were everywhere in their time. This is not to say that these
styles don’t have their place or are no longer entertaining, they are
simply no longer the standard or as complex as what is done today.
However to say that staged violence can’t be as good as film violence
is just wrong. Which is why, in my opinion HEMA (Historical Eu-
ropean Martial Arts) or WMA (Western Martial Arts) would be the
nextlogical step in the evolution of fighting for stage and screen and
we shouldn’t believe the myth that it wouldn’t make a difference to
audience members.

It’s true that there are alot of things that film can do that theatre
simply can’t, but that is where innovation and creativity comes
about. We used to light theaters with candles and oil lamps, we
used to use shadows to do creatures. We now have multicolored led
lights and puppets and projection, Innovators used facial motion
capture for the magic mirror in Shrek the Musical. With other aspects
of theatre shifting and innovating to create new ways of telling a
story, why should stage fighting be any different? We should evolve
and innovate rather than sticking to methods from old Olympic
fencing days.

Fighting using historical and realistic techniques is possible for
the stage without sacrificing safety or storytelling. Just because you
are using historical fencing moves does not mean you cannot tell a
story with them. You can still show your intention to kill, to defend,
to protect, injure or disable, in addition to fear, bravery, cowardice,
confidence or apprehension. Story is not determined by the moves
you make but by how you make them. Regardless of if | am making
a half cut from HEMA or a cast cut from SAFD, if I show that Iam
afraid in myattack, or simply wish to wound notkill, it can be done.

THE FIGHT MASTER SPRING 2018 SAFD.ORG 17



The fight is a vehicle for the story, but not what the story is. You can
tell a story simply by what guard you stand in, how close you’re will-
ing to get, and overall fighting style. The audience does not know
the names of the moves, guards, styles, but they still recognize the
body language and facial expressions the character is giving off
and understand that characters (not actors) are actually fighting.
The audience still may not be literate in HEMA or stage combat to
explain in detail what is going on but they can feel it and will know
how dangerous the fight between the characters is.

One last note about violence literacy is that it is not our job as
artists to keep audiencesilliterate. To steal one more idea from film
literacy, Nerdwriter1, a YouTube essay writer posits the reason we
get many lowest common denominator films is that:

“the movie going public suffers from cinematic illiteracy. We don’t
know what makes a good film so the industry serves up superficial
projects that play on cheap emotions, and make us into passive view-
ers. Butlearning film is always an active enterprise; all great movies
are teaching movies because they encourage us to participate with
them and with the whole of cinema.”

All great fights should be teaching fights, just like in film. We
shouldn’t make the audience simply sit there and let the fight happen
in front of them, understanding it completely because we make sure
that they see every individual move and subtext that goes with it. We
should make the audience go “wait, how did they do that?” Make
the audience engage with the fight and learn from it. A fight helps to
defineaworld. Itintroduces the audience to the wayviolence is both
perceived and received in the universe of the play and thus teaches
the audience about the world they inhabit. A great fight should teach

f’fhe University of Wyoming & the SAFD
@ " Presentthe 4th Annual

2 o

| uwyo.edu/thd/stage combat workshop
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Kristin Storla as Joan
de Pucelle and Drew
Reeves as Lord Talbot
in the Atlanta

Shakespeare
~Company’s November
= 2016 production of
B ‘. Henry VI, Part | by
William Shakespeare.

the audience not only about fighting and violence but the world of
the play as well.

HEMA and WMA can be great resources to pull from to tellan in
depth story the audience can recognize. It can teach alotabout tacti-
cal thinking and martial planning. Notonly can it teach new moves
for weapons we already have like rapier and longsword (watch any
HEMA longsword bout online and you will most likely see moves
you have never seen done with a SAFD two handed broadsword),
there are several that also teach weapons and moves we rarely see
on stage or film like sickle, spear, side sword, messer, montante,
poleaxe, and much more. I hope to expand on some of these in
future articles but I will stay focused on my specific point. The idea
that an audience can’t recognize the difference between realistic,
historical fighting and stage combat, so we shouldn’t bother trying
to blend them, is not true. I don’t think we should let the audience
settle for that they are getting but push them to expand and learn
beyond what they have been given. This does not mean that we
should do away with the old way of doing stage combat. There are
alot of great things it can be used for depending on the show you
are performing, but we shouldn’t treat them as the only way to do
itand should attempt to expand the audience’s violence literacy by
first admitting that violence literacy is a real thing we should take
into consideration when designing violence but illiteracy is not an
excuse to not try new things. sefe=—

Endnotes

1 Iknow that there are arguments about safety to be made as well, but as I
mentioned in the introduction, I will be addressing that specific argument in
another essay.

2 Unless there is a comedic set-up in the script to address the tonal shift, of
course. Broadly speaking, settings have a tendency to define styles.

JEFFREY WATKINS
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BRIEF NOTES ON THE:
PHYSIGAL STAGES OF DEATH,

THE: |’b\'(‘l|0l 06Y OF KL

AND AN EXERCISE

By David Woolley, Fight Master, SAFD

A theatrical death is a defining moment in a play. All parties are
forever changed by the action of theatrical killing. What is the
impression that you want to leave with the audience? How should
they feel about the death, or the killer? How do you feel about your
own passing? How do your scene partners feel about your passing?

Some stage deaths are swift, some are lingering, but
all are the closing of a life which was full.

A death must be convincing and compelling,
whetheryou are soldier #3 or Cleopatra. Ithascon-
sequences that will have lasting effects (on the victim
and the killer...). The internet is an amazing tool
which may allow an actor to find the physical aspects
of dying from a specific wound, poisoning or disease.

ABOVE: Lucas Hedges

(Hench) after the initial
blood test for the Man-
hattan Class Company/
Lucille Lortel Theater’s
2017 production of Yen,

directed by Trip Cullman.

ING

Forasolid exploration of the final moments of life, however, I turn to
Buddhist monks, who have outlined the physical and mental “Stages
of Death,” in the Tibetan Book of the Dead. For exploration of the
responses to killing, “On Killing” by Lt Col. Dave Grossman is a
comprehensive study. By combining these processes, a compelling

death scene can be created.

Fromasummarization of the stages of death from
the Tibetan Book of the Dead, the personwhois dying
goes through four stages of death. Theyare: The Losses
of Earth, Water, Fire and Air. Let’s take alook at each:

« Loss of Earth: Physically, a thinning of the body.
Internally, there is a feeling of weightlessness and a
“mirage-like” appearance in the mind.
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« Loss of Water: Physically, the mouth and tongue become very
dry and the liquids of the body such as urine, blood, and sperm de-
crease. Internally there is a “smoke-like” appearance in the mind.

« Loss of Fire: Physically, dissolution of warmth of the body and
coldness in the navel (the center of the body’s heat). Internally, the
mind takes on a “sparkling-fireflies-like” appearance.

« Loss of Air: Physically, there is a reduced power of movement
due to a decreasing power of the wind in the channels of the body
which cause us to generate “gross minds”; Internally, the mind
takes on a “candle-flame-like” appearance. This is the last mind
of death.!

The person who is responsible for the death also goes through
stages, “thus some may skip stages or blend them or pass through
them so fleetingly that they do not acknowledge their presence™:

« Concern about being able to kill

«The killing circumstance itself

« Exhilaration from the kill

« Remorse and nausea from the kill

« Rationalization and acceptance

Practicing these stages in a rehearsal process will offer an actor in-
sight to creating a believable and memorable death speech or scene.
allow the survivor to create a realistic portrayal of the role of a killer.

THE EXERCISE

Below are three exercises I have developed that help actors discover
moments in both the act of dying and the act of killing. Use these ex-
ercises in your rehearsal process (if you have time) to really promote
anunderstanding of what happens toa character in these moments.

I. Explore the stages of Death using the following theatrical
ideas, modified from the two excerpts mentioned above.

« Take your time. Play to the balcony. Share all with both the audi-
ence and scene partner.

« Loss of Earth - play gravity becoming very strong. Fight it rather
than giving in right away. The body begins to get heavy and sinks to
the ground- attempt to stay erect- kneel, sit then fall.

« Loss of Water- Take the time to bleed out. Void bladder and
colon. Get thirsty.

« Loss of Fire- start to get cold. Shiver. Curl in to fetal position.
Systems shutting down. Get to a side so the audience doesn’t watch
you breathe.

« Loss of Air- final breath. Loud exhalation into a death rattle.
Eyes open. Can often use the last word or phrase to release the air.

« After final breath, see fireflies or sparks rising. Allow extremities
to twitch slowly as the system short circuits out (keep it simple- a
finger, a foot...maybe 3-5 times then stop)

I1. Explore the psychological responses of the killer to per-
forming the act.

When stabbing someone, the physical connection between killer
andvictimisatits closest. The heartbeat and breathing of the victim
is transmitted through the weapon to the hand of the killer.

« Itis harder to pull aweapon out than to putitin.

« Watch the victim die - give them the respect- you took their life,
watch it go

« Euphoria (fixation with euphoria becomes sociopathic)

« Nausea and remorse (fixation with remorse becomes PTSD)

« Rationalization and acceptance (much later)

III. Create a short piece of choreography with knife or sword
endingin killing thrust. Allow the thrust to hold in place, work
to extract it. The victim must:

1) apply direct pressure to the wound (break the blood pack);

2) look at wound to see how bad it is and reapply the pressure
(check the blood pack and try to break it again)

3) show the wound to a friend/scene partner/audience (display
horrifying blood), reapply the pressure.

4) movement will affect the wounded area, play the pain

5) use breath, consonants, and vowel sounds throughout the
action

6) the Killer needs to play their responses (euphoria and nausea)
asthevictim perishes. Watch the whole sequence, support the dying
partner if needed, drop them safely and exit.

Allow the actors to take as much time as they want to die. They
may wish to die on their killer. Allow the killer to take as much time
as they need before exiting.

Once all the participants of the exercise have performed, discuss
theeffectdifferentactions have upon the audience and the performers.

In conclusion, creating a believable thought process, physical
action and through-line is an actor’s job. These “stages of death”
and “responses to killing” will aid an actor working through “death”
speeches and scenes both modern and classical. Commit fully to the
action, allow the director to say, “that’s enough!” Break a Leg and
Die Brilliantly! sefe=—
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Theatre for
Youth Techniques
for the Stage
Combat Classroom
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s a community, we are drawn to the SAFD

and to stage combat in general from a va-

riety of paths. Some of us found our way

through martial arts training, some are ac-

torswho happened to have a strongaptitude

for movement and physical theatre styles.

Some are drawn to the history, others from

he magic of seeing superheroes fight on

T.V. As for me, I found myway into the world of stage combat while
getting my Masters in Theatre for Youth.

As a field, Theatre for Youth (TFY) is wide and varied, focused
on partnering with young people in many different ways. We are
puppeteers, theatre artists, educators, community arts organizers,
and every combination in-between. What holds us together is our
belief that theatre has a positive and transformational impact on
young people, and that these theatrical experiences should be high
quality and thoughtful in their approach. It is easy, then, to see the
overlap with stage combat practices. In both disciplines, we balance
the process of learning and discovery with the effort to make the
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final productas clean and specific as possible. In the same way that I
find joy in working with my fight partner, I get satisfaction from my
partnerships with young people as they make discoveries and create
work in which they take pride.

Working as a teaching artist, I get to share a subject that I love
with young people (a term I use here to refer to 8-16 year olds). I get
to roll around on the floor and brandish swords with them and yell
“courageous” (more often ridiculous) challenges to imaginary foes.
T also get to witness young people gain confidence and alevel of pro-
fessionalism as they begin to take ownership of the fight moves we’re
practicing. This is a time when most young people are beginning to
shape an understanding of themselves through their abilities: what
are they good at, what do they like doing? There is a mental hunger
to deepen their knowledge in areas of interest. Also, young bodies
are still developing, which means they’re just starting to push the
limits of their physical capabilities. With guidance from someone
who helps them feel capable, young people can pair self-discipline
with their interest in stage combat to cultivate ownership of their
abilities as actor combatants.

SCOTT JENN



For example: a seventh grade boy came into my class with very
little body awareness, and though he was excited to get to hold a
sword, he was concerned he’d hit someone by accident. It didn’t
occur to him that he might have control over where his sword was
pointed. I watched him work hard to master a fight scene, taking the
parries and attacks I gave him and translating it into alanguage that
made sense to him: the “flashlight™ parry (a 3-4-3 parry), windshield
wipers (2-3 parry combo), using the sword to say “oh hell no!” (par-
rying with a 7). He had taken ownership of his fight, and perhaps
without being fully aware, he had developed his own creative process,
one where he could be successful. As he worked, I was able to switch
my role to being the outside eye, watching from the sidelines, on
hand if he needed me.

So what can TFY offer Stage Combat? The goal of this article is
to share insight T have gained from my work in the world of Theatre
for Youth, and frame it in the context of teaching young people stage
combat. To examine strategies that target the cognitive, social, and
motor skills of pre- and adolescent students. This list is not neces-
sarily a summative checklist of how to be a good teacher - there are
manyways to teach well. Rather, I will focus on the ways in which one
sub-field of theatre can help another. This is in part to call attention
to some of the things we as stage combat instructors do well natu-
rally, and in part to offer new ways of thinking about our methods
for when we work with young actors.

Structuring a Class Session

A colleague of mine once likened a class session to a brownie — as
long as the edges are solid, the middle can be as gooey and fluid as it
needstobe. In other words, the firstand last ten minutes are critical
to having a strong lesson. Think about how you want students to
enter the space, to get them in the right headspace, energized and
focused. To do so first requires some idea of who your students are
and what they’ll need. Time of dayis a large factor —is it first thing in
the morning or are your students coming off of a long day?

Stage combat classes often exist in a time and space outside of
the restof students’lives. Our expectations are different than that of
other classrooms, and much of the work we do walks a narrow path
of what is deemed appropriate-seeming behavior. It’s important to
structure our lessons in such a way that denotes this shift from their
daily routines. Ritual can be agreat tool here — I like the traditional
starting together in a circle — warm ups, opening sequences, or
check-ins are also effective. Whatever you decide doesn’t need to
be something long and drawn out, just a quick way to efficiently
reaffirm our purpose together and to help your students get into
the proper mindset.

Also think about howyou want to wrap up class, to make sure that
students are solid on what they’ve learned, emotionally/physically
intact, and are ready to re-enter the real world as non-combative
citizens. Many of the fight classes I've taken do this very successfully,
incorporating techniques like saluting together to seal the practice,
or thanking our partners. Once after a more emotionally charged
session, we took a moment to shake out the tension, and then rub
our hands together and extend them to the middle of the circleasa
way of coming together in a small but intentional way. Moments like
these help us all to leave the room prepared to go on with our day,
and are extremely important for students’ wellbeing.

Extensions to the Real World

Young people are still making sense of the world around them (as
opposed to us adults, who have such a keen understanding of every-
thinggoing onaround us). Help them fit stage combatinto the larger

framework of what they know about the world. Talk about the body’s
reactions to fighting, talk about technology, talk about how this ap-
plies to the superhero franchise movies they’re undoubtedly watch-
ingathome. Talkabout your own work — they’ve probably never met
anactor combatant, orafight director before. Demonstrate to them
how what you do is a profession, a time-honored craft that takes
years of study and practice. Providing context for the work we’re
doing allows for a richer experience for newer students.

Sometimes this can also lead to deeper conversations. Once while
workshopping fight scenes with a class of sixth graders, we were
giving feedback as a group about what was effective and what should
change. A girl raised her hand after watching her peers’ fight, and
said she wanted to change the “boyfriend” hitting his “girlfriend.” To
make sure Iunderstood, T asked if she meant the angle or the timing
needed to change on the hit. She clarified she didn’t want the male
character to be hitting the female one at all, that it was against the law
to hitwomen. As her teacher, I felt obligated to point outit’s actually
against the law to hit anyone, but it led to a really great discussion
about why it made us as an audience uncomfortable to watch this
scene. While everyone in the class could rattle off the golden rule of
howto treat others, dissecting a fight scene happening in front of us
made space for a richer conversation about how violence operates
in our own community.

Tools for Classroom Management

Because fightwork requires ahigh level of focus and discipline, I find
that stage combat classes are some of the smoothest running classes.
Generally, young people understand that studying stage combatisa
privilege —most adults would never trust them with even pretending
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tobeviolent-and so theyrise to the occasion. Not always to be sure;
sometimes it’s not the right time fora student. Butas the teacher, we
generally have the ability to control way the class goes. Hereareafew
tools I've found help keep class flowing smoothly:

Use Attention getters — Having a phrase that signals a pause in
the work will save your voice and valuable teaching time. Call and
response phrases are particularly effective because they’re active,
rather than passive: students physically and vocally do something to
showyou theyare listening. “Hold, please!” and “Hold” is a practice
we make good use of in stage combat.

Establish clean guidelines for how information will be disseminated— Do
youwanteveryone to justwatch the first time, or doyou want them to
try it with you? Make this clear, so that you don’t have to waste time
stopping students from going off and doing their own interpreta-
tion. What looks like goofing around may very well be students eager
to practice the moves and gain your praise.

Asking students to repeat what you’ve said back to you — This is a great
way to check for understanding,. It also keeps students active in their
listening, and forces them to take ownership of the knowledge.

Focus — young people typically have about a two to four minute
capacity for sitting and listening before they get antsy, or their
minds start to wander. Structure lessons into smaller chunks so that
students are on their feet quicker. If you set a brisker pace, then the
students will have to work to keep up with you, and will stay focused.

Modify the Combination

Make use of beats, slow motion, out-of-distance, etc. These tech-
niques help students gain familiarity with the moves in a safe way
before they work with their partners. As much as possible, find
different ways to let students do the movements, to put them into
their bodies. When you change up the approach or the mode in
which you’re guiding them through the movements, it causes them
tothinkabout the moves ina different way, effectively helping them
to train with intention. Beats help parcel out the moves, moving in
slow motion helps with fluidity and leads to new discoveries. 'm a
big fan of fighting as though we’re stuck in Jello, as it forces students
to slow down while still maintaining the same level of intensity and
intention in the movements. And depending on the ability level of
students, pool noodles or “Jedi moves” that don’t require physical
contact may make for a safer, more effective lesson.

Side Coaching

Just as it sounds, side coaching is talking to students while stand-
ing on the sidelines, prompting them without stopping the activity
they’re currently engaging in. This is a very useful tool, and when
done well, it can take a class to the next level. A few things to be in
mind of:

Call attention to what you want students to be doing, rather than what
you don’t want —1 see lots of good eye contact™; “Some of you are
really taking your time to fully actualize the movements, thatlooks
great!” Students want to be the recipient of your praise. Many will
self-adjust accordingly.

Positivity— praise and encouragement go along way. As a student
I respond better when someone says “you’re doing so well, nowadd
___totakeitto the nextlevel.” Or perhaps, “I know this section is
tough for you, but trust your body.” Many young people are still
learning how to process feedback, their abilities are still tied to their
sense of self, so things can also be taken more personally. You don’t
always need to give “warm fuzzies” but if students doubt themselves,
they’re going to get in their heads or begin to doubt their partners,
both of which we know as fighters is neither safe nor productive.
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Leave space— Make use of a few choice phrases, and then give space
foryour students to work on what you’re asking for. Your voice will
thankyou,and you’ll create an environment of intentional practice,
rather than establishing a need to get it right on the first try. If you’re
constantly swooping in, students will get nervous. They’ll see you as
a presence that serves to tell them what they’re doing wrong. Their
eyes will track to you, rather than their partners because they’ll be
seeking your feedback over being focused on their partner.

Remember: This Is Supposed To Be Fun!
Our primary goal should be to impart to students some of the same
joy and appreciation for stage combat that we have. To be more
specific: it’s true thatyoung actors need to have a sense of the risk in-
volved, but not so much so that they’re terrified to try it out, or bored
by being lectured at. We can set them up for success by finding thee
to five moves that are challenging enough to be interesting, but still
achievable so students walk away feeling like they’ve accomplished
something. Sometimes that will mean adjusting your lesson once
you’ve metyour students, and not getting as far asyou wanted. That’s
okay. A few monthsago, I taughta class where we weren’table to get
asfaras I would have liked with a combination. I packed up feeling a
bitdisappointed, but when I came outto the lobby, I was greeted by
all of the children in the process of demonstrating to their parents
the three moves we had been able to learn. They were falling to the
floorin mock defeat, rolling around laughing, proudly showing their
parents the new skills they had just learned. It was a good reminder
for me about keeping things in perspective.

If students leave with an understanding of what stage combat is
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(story-telling, an illusion, not actually combat moves), and feeling
like they can execute a few moves safely and with confidence, then
we’ve done our job. We are not responsible for teaching them ev-
erything about stage combat, which should feel liberating. We give
them a taste, a sample of what they could learn should they choose
to pursue this art form, and let them seek out further opportuni-
ties for study. Stage combat is a particular language, and it can be
tempting for both teacher and student to want to expand outward,
learning as many new words as they can to be able to communicate.
However, we need structure as learners to narrow in and help us
focus. Having a few new moves that can be framed in different ways
will go along ways.

A Word on Power Dynamics
It’s important to always remember thatyou’re the adultin the room,
and be mindful of what power that carries. I learned thislesson when
I'wasateachingassistant, partnering with a young actor working on
slaps. I had known her foraweekat this specific summer camp; we’d
played games together and joked around. I knew her name, and she
knew mine. When I swung up my hand to cue herhowever, I saw her
eyes gowidewith fear, and she crumpled upina protective ballon the
floor. In that moment, our prior relationship went out the window.
I'was suddenly an adult towering over her in a threatening manner.
Now, I could read all sorts of things into that moment: what
was her home life like? Was there a history of violence in her fam-
ily? Had she experienced bullying? But as her teacher, it’s not my
business to know, nor is it necessary. What I do know is in that
moment, we’d crossed a line, and she was no longer acting, but

reacting out of a very real place of fear. I instantly dropped out of
role and comforted her. We left the room together and went on a
walk. I learned that day that no matter what kind of friendly rap-
port I may have with my students, no matter that ’m only 5’2, T will
always be an adult in their eyes. Adopting an angry demeanor even
in-role can be upsetting.

However, as a counter-point example: since that incident, I
adopted a different approach. I started having students attack me
first. And this worked until one day at another school I where I was
teaching. I was teaching a simple non-contact punch, and all the
students refused to hit me during the demonstration. I could tell
that it made them uncomfortable to attack an adult, even though
we were acting, even though we were not making physical contact.
Anotherfactorat play here could very well have been my skin color—I
was the only white person in the room. I was also a Minnesotan in
their Phoenix inner-city elementary school - nota part of their com-
munity. I have no way of knowing for sure, but I think I’d be naive
notto atleastassume these attributes didn’t play factor in someway.
Sointhisinstance, I simply switched roles, and pretended to punch
the student. She reacted beautifully, and her classmates all laughed
and clapped. Tension successfully diffused.

The point I want to make is that as teachers, we need to be able to
read the room, and know howyou fitinto the framework of the space
you’re entering. In the SAFD community we talk alot about how we
don’t need to know students’ personal histories of trauma or vio-
lence, but that we need to be able to react in the moment. The same
is true with young people; perhaps even more so when said students
may not have the sufficient language or emotional development to
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process or ask for what they need. We need to be ahead of the game,
and anticipate what our students need. Our role as adults in power
is notaneutral one.

The same is true for our race, class, and gender. These carry
weight, and will read differently in different scenarios. On the one
hand, Ilove how my feminine, short stature can serve as a role model
foryoung girls who may be interested in stage combat; or at the very
least, my presence offers them an opportunity to interrogate the
roles they assumed are available for them. In other situations my
gender works against me, such as in a classroom of middle school
boys who are not comfortable in their changing bodies, and yet feel
the pressure to present as hyper-masculine. The same could be said
for when I work with students who are questioning their gender, or
students who are in the early stages of being attracted towomen, and
are unsure of how to deal with new feelings with a young-looking
female teacher in front of them.

In these cases, I am very mindful of gender expectations. I take on
acoach-like role, intentionally de-sexualizing myself and being even
more mindful of respecting the space around my students’ bodies.
Whereas I may do alot of high-fives ora puthand on the shoulder of
ayounger student, who may be in need of more concrete modes of
feedback, I keep my praise verbal for older students, and am careful
with eye-contact. Yes, I need to be direct, and want to establish a
connection, but it may also make older students uncomfortable, as
eye contact with adults is riskier for them.

End on a High Note

The tone of the class is important. Beginning students, particularly
younger ones who are less confident in their capabilities need to
constantly be reminded they are on the right track. Young people

experience so much pressure to do well - grades in school, their
parents’ expectations, getting into college. They have peers judging
them, teachers grading them, and the voice in their own head doubt-
ing their every move. Young people have no problem with beating
themselves up and telling themselves they’re not good enough. If
you want them to come back, you need to remind them of how well
they’ve done, and how capable they are. They might not be able to
contextualize the work they’ve done, or the extent to which they’ve
mastered a specific move. For example,  had two youngactorslearn
afightinunderand hour, which they would be performing later that
night. I was extremely proud of them, but all they were focused on
was that they must be weak and out of shape. They saw the mistakes,
the hiccups, rather than how they had stayed calm and present and
kept each other safe as they worked to get back on track. It’s my job
asthe teacher to help them see what they accomplished.

As a colleague of mine once reflected, “When I do stage combat,
1 feel awesome. Who doesn’t want to feel awesome?” We all do,
children and seasoned Equity actors alike. We all deserve to feel
awesome, both as the superheroes we play, and as the masters of
illusion that we as stage combat artists are. Just as the experiences
in our childhood helped shape the path thatled each of us to pursue
stage combat, we owe it to the next generation to be the teachersand
mentors we would have wanted along the way. All students deserve
to be treated with care, to be challenged aslearners, and to be recog-
nized as individuals committed to mastering a skill. It’s just that for
young people the approach has to be different, with expectations
and methods specifically tailored for their bodies and their stages of
development. e

Vi

The Pen is Mightier...

Use this space to draft your choreography, take notes, or start your own contribution!
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Letter to the Editor

To the Fight Community:

Everytime a new person in Hollywood, or Washington, or
Anywhere, U.S.A.,isrevealed to have been using his power,
gender, money, size, age, privilege to predate on another
human being, I find myself thinking of Alicia Rodis’s ar-
ticle in the Fight Master. She wrote about IDI’s incredibly
importantwork in intimacy direction, and the work we all
doin the SAFD to create art that is fundamentally physi-
cal, shared, and (potentially) dangerous. I’ve had so many
conversations with fighters, theatre creators, and teachers
abouthow important consent is to the
work we do—both as we’re creating
choreography to be put on another
person’s body, and as we’re rehearsing
e DSl and performingit.

forda ?ro}fwork In response to all of it, I wrote
something,.

I call it “a thought poem” because
as I'wroteit, I truly felt as if there was
astream straight from my brain to the
page (iPhone) and I wanted nothing
more than to share those thoughts,
in this format, with this community. Please consider thisa
THANKYOU toall of youwho create spaces thatare safe,
consensual, and openly communicative in a time when
we’re finding out how many spaces are anything but.

Cristina Ramos

On Combat and Consent
AThought Poem

My bed may not be a stage

And this “act”is no rehearsal
Butbelieve that when I say Stop
I mean Hold

When I say Stop, I mean Hold

Like Stage-Manager-Staring-You-Down Hold
Like This-Word-is-Sacred (HOLD!)

Like everyone within earshot

(to the electricians chatting about lunch options)
Stops what they’re doing to

Pause

Listen

Breathe

And aslong as everything looks safe you say
Is Everyone Okay?

Canwe keep going?

And they say Yeah

Andyou make eye contact
And the scene goes on
But this time a little slower
Alittle more carefully

Just
In
Case

When I say Stop I mean Hold

Like Actor Combatant Hold

Like Remote-Control Pause-the-Action (HOLD!)
Like everything in the room

(to the dust hanging in the air)

Freezes Immediately

Andyoulookatyour partner
And theylookatyou
And as long as everything looks safe you say

AreYou Okay?
Can We Start Where We Left Off¢

And they say Yeah
Andyou make eye contact
And the scene goes on

But this time alittle slower
Alittle more carefully

Just
In
Case

Because we know we have weapons
(We Are Weapons)

And safety should be aconcern
(Safety is The Concern)

SowhenI say Stop

(When Anyone says Stop)
(Ever)

(Atall)

(Anywhere)

It means
Stop
Freeze
Pause
Listen
Breathe

(You may be able to start again, but first—)

Hold.
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prdennh@ilstu.edu

OLIVER DONAHUE
Philadelphia, PA
j.oliver.donahue@gmail.com

CHRISTOPHER DUVAL
Salt Lake City, UT

(208) 310-2828
c.duval@utah.edu

ROBERT RADKOFF EK
Champaign, IL

(850) 322-4577
radkoff@yahoo.com

MATTHEW E.ELLIS
Norman, OK
(405)204-7156
mellis@ou.edu

CHRISTOPHER ELST
Milwaukee, WI
Chris@christopherelst.com

BRIAN EVANS
Athens, OH
323-397-4952
evansbl@ohio.edu

DEXTERFIDLER
San Francisco, CA
(415) 810-3476
dexfid@yahoo.com

ALFOOTEII

New York City, NY
(917)719-0433
alfoote3.com
alfoote3@gmail.com

DREW FRACHER
Highland Heights, KY
(859)760-6230
vernlOth@fuse.net

ERIK FREDRICKSEN
Ann Arbor, Ml

(313) 944-0116
hannis@umich.edu

TIZA GARLAND
Gainesville, FL
(407) 256-9215
TizaGl@aol.com

BRENT GIBBS

Tucson, AZ
520-906-9497
brentg@email.arizona.edu

DALE GIRARD

North Carolina
336.403.6434
dale.girard@ncstunts.com
www.dalegirard.com

DAN GRANKE
Richmond, VA

(734) 340-0602
Dan.granke@gmail.com

DR.STEPHEN GRAY
Chicago, IL

(312) 420-0197
sgray@Elgin.edu

JAYME GREEN
Billings, MT
bucklesomeswash@yahoo.com

JAKE GUINN
Atlanta, GA
Jguinn09@gmail.com

MARKD. GUINN
Ruston, LA
markguinn@mac.com

ROBERT HAMILTON
Venice, CA

(310) 367-7396
ftnv21@gmail.com

ANDREW HAYES
Greencastle, IN

(765) 658-4596
amhayes@depauw.edu

CAITLYN HERZLINGER
Macomb, IL
caitlynherzlinger@gmail.com

JACQUELINE HOLLOWAY
Wilmington, DE
jackepaper@gmail.com

MICHAELHOOD
Indiana, PA

(724) 357-2282
mhood@iup.edu

DENISE ALESSANDRIA HURD
New York, NY

(212) 243-4867
DAHurd2000@gmail.com

Rocky Mountain Representative
KEVIN INOUYE

Laramie, WY
action@fightdesigner.com

JONATHAN JOLLY
Waco, TX
jonathancjolly@gmail.com

JEFF A.R.JONES
Raleigh,NC
919-539-7674 (m)
919-325-2842 (h)
jarjones@nc.rr.com

k.JENNY JONES
Cincinnati, OH
kj_jones@msn.com

CASEY DKALEBA
Washington, DC

(703)568-7657
casey.kaleba@earthlink.net
www.toothandclawcombat.com

COLLEEN KELLY
Staunton, VA

(540) 849-8870
colleenkhome@gmail.com

PATRICK KELLY
Bloomington, IN
pkelly@indiana.edu

GEOFFREY KENT
Denver,CO
geoffrey@thefightguy.com

DR. MICHAEL KIRKLAND
Virginia Beach, VA

(757) 226-4730
michhil@regent.edu

MARIANNE KUBIK
Charlottesville, Virginia
(434)825-1071
marianne@virginia.edu

MICHELLE LADD
Los Angeles, CA
(818)438-8342
HRHmladd@aol.com

CRAIG LAWRENCE
Fairfax, VA
(240)277-3850
FightGuyCL@gmail.com
fightguycl.weebly.com

BRUCE LECURE
Miami, FL
(305)903-9250
Blecure@aol.com

BILL LENGFELDER
Rockwall, TX
(214)768-3539
lengfeld@smu.edu

DAVID S.LEONG
Richmond, VA
(804)986-4890
dsleong@vcu.edu

BRIAN LETRAUNIK
Beaumont, TX

773-805-0926
brian.letraunik@gmail.com
www.brianletraunik.weebly.com

GREGGC.LLOYD
Newport News, VA
fightdirection@gmail.com

MIKE LUBKE
Minneapolis, MN
Mike.lubke@gmail.com

ROBERT MACDOUGALL
Seattle, WA

(206) 522-2201
clanrdmacd@aol.com

MIKE MAHAFFEY
Hollywood, CA
818-749-8393
mike_mahaffey@hotmail.com

JENNIFERM. MALE
Columbia, MD

(410) 428-5482
female_fights@yahoo.com

KELLY MANN
Macon, GA
actresskm@aol.com

SCOT MANN
Macon, GA
(478)787-7691
mann_sj@mercer.edu
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ANGIE JEPSON MARKS
angiejepson@gmail.com

NEIL MASSEY
Brookfield, IL

(708) 485-2089
neil@roguesteel.com
www.roguesteel.com

JILLMARTELLI-CARLSON
Greenville,NC

(252) 412-7887
carlsonj@ecu.edu

MITCHELL MCCOY
New York, NY
Mccoy.mitchell@gmail.com

SAM MCDONALD
Atlanta, GA
samanthajmcdonald@yahoo.com

JOHN MCFARLAND
Brookfield, IL

(708)955-8767
mcfarland.john@sbcglobal.net

DR.ROBIN MCFARQUHAR
Urbana, IL

(773) 3989500
rmcfarqu@uiuc.edu

TERRY MCINTYRE
Mount Holly, NJ
fightingoneself@gmail.com

ADAMMCLEAN

Boston, MA
(804)938-2222
mcleanadamb@gmail.com

ADAMMILLER-BATTEAU
Austin, Texas

734.476.5529
abatteau@gmail.com

NATE MITCHELL

Los Angeles, CA
natemitchellaction@gmail.com
natemitchellaction.com

MICHAEL MUELLER
Grand Rapids, Ml
208-570-3096
mjmueller3@gmail.com
www.mjmueller3.com

DOUGLAS MUMAW
Statesville, NC

(704) 880-0819
drmumaw@gmail.com
theswordsmen.com

MARTIN NOYES
Savannah, GA

(714) 4736279
bignoyes@hotmail.com

DAN O’DRISCOLL

New York, NY

(646) 228-6878
Dan35051@aol.com
www.swordandtherose.com

Emeritus

MARK OLSEN
New York, NY
Meol005@aol.com
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The Society of American Fight Directors is a not-for-profit organization
dedicated to promoting safety and fostering excellence in the art of stage
combat. The SAFD is committed to providing the highest level of service
through initiating and maintaining guidelines and standards of quality, providing
education and training, promoting scholarly research, as well as encouraging
communication and collaboration throughout the entertainment industry.

==+ Whether you are a producer, director, actor or teacher, we can help accelerate
;; your stage combat skills. SAFD members gain access to a world class

Q networking organization, high caliber stage combat training and mentorship

$ designed to expand your career. Our members include professional actors,

4? directors, producers, educators, dancers, singers, stunt performers, historians,

scholars and armorers working in theatre, film, television, all levels of

academia, stunt shows, opera and the video gaming industry.

e

The SAFD Recognized Membership Levels

Friend

One need not be a stage fighter,
teacher, or choreographer to join and
be active in the SAFD. Any individual
who has an interest in the stage
combative arts who wants to keep
abreast of the field and receive all the
benefits of memberships may join as a
friend.

Certified Teacher

Any individual who has successfully
completed the SAFD Teacher
Certification Workshop. These
individuals are endorsed

by the Society to teach staged combat
and may teach the SAFD Skills
Proficiency Test.

33% savings

Actor Combatant

Any individual who has passed an
SAFD Skills Proficiency Test and is
current in Unarmed, Rapier & Dagger
(or Single Sword), and another
discipline. The SAFD considers Actor/
Combatants to be proficient in
performing staged combat safely and
effectively.

Fight Director

Any individual who has held the status
of Certified Teacher of the SAFD for a
minimum of three years and has
demonstrated through work in the
professional arena a high level of
expertise as a teacher and
choreographer of staged combat. These
individuals are endorsed by the Society
to direct and/or choreograph incidents
of physical violence.

Advanced Actor Combatant

Any individual who is current in six of
eight SAFD disciplines, of which at
least three (3) must be recommended
passes and is a member in good
standing. The SAFD acknowledges
Advanced Actor Combatants as highly
skilled performers of staged fighting.

Fight Master

Individuals who have successfully
fulfilled the requirements of Fight
Master as established and published by
the Governing Body and awarded
recognition by the current body of
Fight Masters (College of Fight
Masters). Individuals must be members
in good standing and engage in
continued active service to the Society.

for new

members!

Join or Renew Your Membership Today!

How much does it cost?

If you have never been a member of the SAFD, you can join for just $30.00
for your first year of membership.

If you are a current or previous member of the SAFD, renewing costs as little
as $45.00 per year.

Ready to join or renew?

You will need to login or set up an account at through the SAFD website (www.safd.org).
From there you will be guided through the membership payment process.

Thank you for supporting The Society of American Fight Directors.
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