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Welcome to a bold theatrical experiment in our corner of the state.  What follows in this 
document are the CLEan House Standards - a set of principles, recommendations, and best-
practices distilled with input from theatre leaders throughout Northeast Ohio and across the 
nation.   
 
This is also a work-in-progress.  The 2019-20 season will act as a pilot year within the Northeast 
Ohio theatrical community.  By signing on as CLEan House member, a theatre is agreeing to 
the mission statement attached, and to implement the recommendations on a trial basis, with 
the expectation of adjustments. 
 
The recommendations made here will be implemented, tested, and refined based on what we 
learn.  We welcome input from all theatre artists this season - actors, designers, directors, stage 
managers, boards, etc - we are counting on hearing from the community so that we can create 
a viable, usable document that will ensure safety and respect while continuing to allow us to 
take theatrical risks in the many different styles we use to tell our stories. 
 
To offer feedback, please email: 
 
cleanhousestandards@gmail.com 
 
This data will be collected, discussed, and implemented (if possible) in the next draft of this 
document. 
 
Thank you to everyone who has helped define this document to date, and to all those who will 
do so in the coming season. 
 
Sincerely, 
 
Eric Coble 
Nina Domingue-Glover 
Nathan Motta 
Tony Sias 
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The CLEan House Standards 
 

Executive Summary 
 
The CLEan House Standards are created in the belief that theatres need to be safe places to do 
dangerous things.  
 
The CLEan House Standards are a voluntary tool for self-governance of northeast Ohio theatres that 
nurture communication, safety, respect, and accountability at all levels of production, regardless of 
theatre size, age, budget, or artistic mission.   
  
We believe that theaters should be: 
  • Spaces free of harassment, including (but not limited to) harassment based on sex, race, 
sexual orientation, gender, gender expression, religion, class, ethnicity, color, nationality, political belief, 
or ability; 
  • Nurturing environments that allow us to challenge ourselves, our audiences, and our 
communities; that support creative risks of mind and body; and that establish the freedom to create 
theatre that represents the full range of human experience. 
  
To this end, the CLEan House Standards offer best practices learned from the Chicago Theatre 
Standards, with a goal of making artists of all theatrical disciplines aware of their rights and 
responsibilities.  These include a series of commitments to be made by participating theatres ranging 
from how auditions are announced and run, to rehearsal procedures for violent and intimate 
choreography, to anti-harassment procedures, and more - including recommendations for lines of 
communication and addressing problems as they arise. 
 
We believe that there is enormous strength in banding together as one theatrical community, made up 
of many different artistic visions, and publicly committing to the well-being of the artists who currently 
call northeast Ohio home, as well as all those in the future who will wish to join us.   
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ONE PARAGRAPH FOR USE ON WEBSITES OF PARTICIPATING THEATRES: 
 
__________ is a CLEan House Theatre.  This means we are committed to being a space free of 
harassment based on sex, gender, race, religion, class, ethnicity, nationality, political belief, or ability.  
We are committed to being a safe environment that fully allows us to challenge ourselves, our 
audiences, and our communities; that supports creative risks of mind and body; and that establishes the 
freedom to create theatre that represents the full range of human experience. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

C 



VERSIO
N 1.

0

       3/19/19

Table	of	Contents		
I.	Purpose	..............................................................................................................................................................................	2	
	 a.	History...................................................................................................................................................................	2	
	 b.	Mission	Statement................................................................................................................................................	3	

c.	Who	are	the	CLEan	House	Standards	for?............................................................................................................	3		
d.	Disclaimer.............................................................................................................................................................	3		

II.	How	to	Use	This	Document...............................................................................................................................................	4		
	 a.	DefiniGons.............................................................................................................................................................	4	

b.	Terms	Created	for	this	Document........................................................................................................................	4	
c.	What	Does	it	Mean	to	Work	in	a	CLEan	House	?..................................................................................................	5	

	 d.	What	Does	it	Mean	to	be	a	CLEan	House	?………………………………………………………………………………………………………	5	
e.	First	Day	of	Rehearsal	………………………………………………………………………………………………………………………………………………….	6		
	 f.	Addressing	a	Problem	………………………………………………………………………………………………………………………………………	7		
	 g.	The	Role	of	the	Stage	Manager	Regarding	the	CHS…………………………..……………………………………………………………..	9	
	 h.	CLEan	House	Liaison………………..………………………………………………………………………………………………………………………	9	

III.	CLEan	House	Commitments	…………………..…………………………………………………………………………………………………………………	11		
a. AudiGons	.........................................................................................................................................................	11	
b. Agreements......................................................................................................................................................	12	
c. Understudies....................................................................................................................................................	13	
d. Basic	Health	and	Safety....................................................................................................................................	14	
e. Rehearsal..........................................................................................................................................................	16	
f. Audience	and	Front	of	House...........................................................................................................................	16	
g. Dressing	Rooms................................................................................................................................................	17	
h. Choreography...................................................................................................................................................	18	

	 	 Specific	ConsideraGons	:		
Violence………………………………………………………………………………………………………………………………………………..	21		
InGmate	Content	and	Nudity	…………………………………………………………………………………………………………….….21	
High-Risk	Physical	Theatre	……………………………………………………………………………………………………………………	23	

i. AnG-	Harassment	Policy...................................................................................................................................	24	
j. Diversity,	Inclusion	and	RepresentaGon...........................................................................................................	26	
k. Social	Media	Policy……………………………………………………………………………………………………………………………………..	27	

IIII.	Appendix	of	Forms	and	Supplemental	Support.............................................................................................................	28		
a. Sample	Concern	ResoluGon	Plan......................................................................................................................	28	
b. Sample	AudiGon	NoGce	...................................................................................................................................	29	
c. Sample	Contract...............................................................................................................................................	31	
d. Sample	First	Rehearsal	Language	....................................................................................................................	33	
e. One	way	to	handle	negaGve	comments	or	acGons	in	real	Gme.......................................................................	34	
f. AddiGonal	Resources	for	Conflict	ResoluGon..................................................................................................	35	
g. Credits/History…………………………………………………………………………………………………………………………………………..	35	
h. Graphics	and	Documents	to	Post.....................................................................................................................36	
i. Diversity,	Equity,	&	Inclusion	(DEI)	Vocabulary................................................................................................	36	
j. CLEan	House	Liaison	Agreement	Form………………………………………………………………………………………………………..39	

!1



VERSIO
N 1.

0

       3/19/19

I.	Purpose	

Arts	environments	require	risk,	courage,	vulnerability,	and	investment	of	our	physical,	emoGonal	and	intellectual	selves.		

When	creaGve	environments	are	unsafe,	both	the	arGst	and	the	art	can	become	compromised.	Spaces	that	prize	“raw,”	
“violent,”	and	otherwise	high-risk	material	can	result	in	unsafe	condiGons	if	there	are	no	procedures	for	prevenGon,	
communicaGon,	and	when	necessary,	correcGve	acGon.	We	believe	that	even	in	the	absence	of	high-risk	material,	having	
pathways	for	response	to	unsafe	condiGons	and	harassment	help	to	maintain	the	integrity	of	the	work,	its	parGcipants,	
and	the	organizaGon.		

This	document	seeks	to	create	awareness	and	systems	that	respect	and	protect	the	human	in	the	art	–	to	foster	safe	
places	to	do	dangerous	things.	It	is	the	result	of	input	from	a	large	and	experienced	group	of	theatre	producers	and	
arGsts.	It	is	meant	to	be	flexible	and	to	accommodate	as	many	types	and	styles	of	theatre,	organizaGons	of	diverse	struc-
tures,	budgets,	and	environments	as	possible.	

The	Equal	Employment	Opportunity	Commission	(EEOC)	is	responsible	for	enforcing	anG-discriminaGon	laws,	but	only	
some	employees	and	some	companies	meet	their	definiGon	of	“workplace.”	ParGcipants	in	small	theatres	are	oien	not	
covered	by	these	laws.	Actors	who	work	under	an	Actors’	Equity	AssociaGon	(AEA)	contract	enjoy	limited	protecGons	and	
opportuniGes	for	registering	complaints,	but	only	if	the	parGcipant	is	a	member	of	the	union,	and	only	if	the	issue	is	cov-
ered	in	the	AEA	rulebook.	Moreover,	certain	kinds	of	conduct	can	be	harmful	even	though	they	are	not	technically	un-
lawful.	We	seek	to	foster	awareness	of	what	arGsts	should	expect,	and	what	companies	can	strive	to	provide	in	their	spa-
ces.		

The	overriding	tenets	of	this	document	are:	respect,	safety,	communica8on,	and	accountability.		

The	CLEan	House	Standards	are	voluntary,	cost-free,	and	not	subject	to	enforcement	by	any	outside	body,	including	TASC.	
Some	theaters	may	already	have	stronger	protecGons	for	arGsts	than	those	outlined	in	the	Standards,	and	this	document	
should	not	replace	those	policies.	This	document	is	designed	to	give	individual	arGsts	agency	and	informaGon.		In	adopt-
ing	this	document,	organizaGons	state	their	intenGons	through	procedures	designed	to	help	them	live	by	those	inten-
Gons.	ParGcipants	who	work	with	organizaGons	that	adopt	the	CHS	endorse	these	intenGons	by	reading	the	document	
and	following	its	procedures	and	protocols.	All	involved	are	encouraged	to	call	akenGon	to	situaGons	when	these	inten-
Gons	are	not	being	met	by	using	the	reporGng	channels	herein.	This	is	a	free	document	available	online	at	www.tasc-
cle.org.	

History		

Theatre	ArGsts	for	Social	Change	(TASC)	is	an	independent	group	of	theatre	arGsts	from	the	Northeast	Ohio	region	whose	
purpose	is	to	address	issues	facing	the	community	around	concerns	of	Social	JusGce;	including	but	not	limited	to	racial	
jusGce,	human	rights,	and	gender	equality.	TASC	was	formed	as	part	of	the	partnership	between	Karamu	House	and	
Dobama	Theatre	in	the	fall	of	2016.	Aier	16	months	of	meeGngs,	discussions,	events,	and	informaGon	and	listening	ses-
sions	TASC	decided	that,	while	working	for	social	jus8ce	in	the	community	at	large	was	a	vital	mission,	the	Cleveland	
theatre	community	must	also	make	sure	that	it	examined	our	own	prac8ces	and	clean	up	our	own	house.	A	set	of	pri-
oriGes	for	2018	emerged	and	the	first	of	these	iniGaGves	was	the	creaGon	of	a	document	that	would	offer	a	basic	stan-
dard	for	working	condiGons	and	protecGons	for	the	Northeast	Ohio	theatre	community.	This	would	include	faciliGes,	
processes,	and	structures	that	provide	safe	working	environments	for	all	people	working	in	the	field	in	our	region.	The	
CLEan	House	Standards	drew	heavily	from	the	Chicago	Theatre	Standards	(part	of	the	“Not	in	Our	House”	movement	in	
Chicago)	as	well	as	various	other	resources.	This	document	received	input	from	independent	theatre	arGsts	as	well	as	
from	theatre	organizaGons	to	create	a	mutually	agreed	upon	set	of	standards	for	the	Northeast	Ohio	community.		
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Mission	Statement		

The	CLEan	House	Standards	are	a	voluntary	tool	for	self-governance	that	nurture	communicaGon,	safety,	respect,	and	
accountability	at	all	levels	of	theatrical	producGon.	Its	mission	is	to	create:	
	 	•	Spaces	free	of	harassment,	including	(but	not	limited	to)	harassment	based	on	sex,	race,	sexual	orientaGon,	
gender,	gender	expression,	religion,	class,	ethnicity,	color,	naGonality,	poliGcal	belief,	or	ability;	
	 	•	Nurturing	environments	that	allow	us	to	challenge	ourselves,	our	audiences,	and	our	communiGes;	that	sup-
port	creaGve	risks	of	mind	and	body;	and	that	establish	the	freedom	to	create	theatre	that	represents	the	full	range	of	
human	experience;		
	 •	A	common	understanding	of	pracGces	for	theatre	environments,	including	wriken,	reproducible	standards	
available	at	no	cost;	and	by		
	 •	Peer	support	through	collaboraGon	and	community	outreach	using	Theatre	ArGsts	for	Social	Change	as	a	re-
source.		

Who	are	the	CLEan	House	Standards	for?		

Non-Union	theatres:	Non-union	theatre	companies	were	the	inspiraGon	for	this	document.	They	tradiGonally	have	the	
fewest	regulaGons	and	support	services.	They	are	also	where	many	theatre	arGsts	develop	their	crai	and	their	profes-
sional	ethic.		

Union	theatres:	Those	who	work	in	Union	theatres,	parGcularly	those	theatres	that	do	not	meet	the	EEOC’s	standard	of	
a	“workplace”	are	not	protected	by	EEOC	laws.	The	CHS	is	a	tool	for	self-regulaGon	that	can	allow	small	union	theatres	to	
assert	professional	expectaGons	in	their	space.		

Large	union	theatres:	While	many	large,	insGtuGonalized	theatres	have	HR	departments	and	are	covered	by	EEOC	law,	
this	document	seeks	to	provide	procedural	prevenGons	of	unsafe	condiGons,	industry-specific	discussion	of	sexual	ha-
rassment	and	other	elements	that	are	not	covered	in	the	current	AEA	rulebook.		

Theatre	schools:	Whether	a	college,	a	for-profit	acGng	school,	high	school	theatre	club	or	other	learning	environment,	
these	standards	can	help	emerging	arGsts	learn	what	is	expected	of	them,	and	what	they	can	expect	from	potenGal	envi-
ronments	they	may	engage	in.	

Parents:	For	parents	who	have	children	considering	a	career	in	the	arts,	these	standards	can	support	conversaGons	about	
professional	behavior,	boundaries,	and	expectaGons.	Too	oien	when	emerging	arGsts	find	themselves	in	an	unsafe	envi-
ronment,	they	have	said	“I	didn’t	know	who	to	talk	to,”	or	“I	just	thought	that’s	the	way	things	go.”	One	intenGon	of	this	
document	is	to	educate	prospecGve	arts	parGcipants	of	what	a	safe	environment	can	look	like.	

Disclaimer		

This	document	is	not	a	legal	document	but	is	a	set	of	aspiraGonal	principles	that	parGcipaGng	organizaGons	subscribe	to	
in	good	faith.	It	reflects	the	current	state	of	a	conGnually	evolving	desire	to	establish	standards	in	theatre	spaces,	parGcu-
larly	theatres	that	do	not	have	human	resource	departments	or	other	insGtuGonalized	mechanisms	to	prevent	and	re-
spond	to	unsafe	environments	and	harassment.	This	document	is	not	an	agreement	or	contractual	document.	It	is	not	
intended,	either	by	its	explicit	language	or	by	implicaGon,	to	create	any	obligaGon	or	to	confer	any	right.	It	is	not	intend-
ed	to	change	any	person's	legal,	employment,	or	contractual	status	or	relaGonships.	Rather,	it	is	intended	as	a	vehicle	by	
which	organizaGons	can	demonstrate	their	desire	to	apply	standards,	prevenGons,	and	resoluGon	procedures	that	are	
idenGfiable,	reproducible,	uniform,	and	shared	among	a	wider	theatre	community.	By	indicaGng	their	endorsement	of	
the	CLEan	House	Standards,	organizaGons	publicize	these	intenGons	to	current	and	potenGal	parGcipants,	rather	than	
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entering	into	a	legally	binding	commitment.	Notwithstanding	the	foregoing,	nothing	in	the	CLEan	House	Standards	
should	be	construed	to	prevent	a	theatre	company	or	producer	from	incorporaGng	the	standards	set	forth	here	into	their	
agreements	or	other	legal	documents	and	thereby	to	imbue	some	or	all	of	these	standards	with	legal	force.	This	docu-
ment	is	an	on-going	collaboraGon	of	a	growing	community	of	organizaGons	interested	in	adopGng	it.	It	will	conGnue	to	
develop	as	more	experience	with	the	document	develops.	

The	CLEan	House	Standards	are	a	baseline	document.		If	a	theatre	is	already	operaAng	by	Equity	rules	or	has	
its	own	policies	that	go	above	and	beyond	the	protecAons	and	procedures	outlined	here,	adopAng	this	docu-
ment	can	be	viewed	as	a	supplement	to	the	exisAng	policies,	rather	than	as	a	replacement.		Each	theatre	is	
governed	first	by	the	rules	of	its	board	and	unions.	

II.	How	to	Use	This	Document	

The	following	secGons	seek	to	define	terms	created	for	this	document,	provide	a	Gmeline	for	how	the	document	is	used	
from	season-selecGon	through	strike,	share	wisdom	from	companies	that	have	piloted	the	document,	and	offer	sug-
gesGons	for	how	to	get	off	on	the	right	foot	when	introducing	the	document	on	the	first	day	of	rehearsal.		

Defini8ons		

Actor	 	 		 A	performer	in	a	live	theatrical	producGon.		
Cas8ng	Authority		 An	individual	or	individuals	who	determine	which	actors	are	cast	in	a	producGon.		
CLEan	House	Liaison	 An	actor	selected	by	the	cast	to	navigate	the	CLEan	House	Standards	for	parGcipants	over	the	

course	of	a	single	producGon,	can	serve	as	a	reporGng	channel	for	an	individual	parGcipant	or	an	
acGng	company.		

Director	 	 	The	director	for	a	single	specific	live	theatrical	producGon.		
Par8cipant		 	 Someone	who	is	engaged	by	a	producer	to	parGcipate	in,	administer,	or	support	making	theatre.		
	 	 This	includes	actors,	designers,	directors,	producGon	staff,	box	office	staff,	board	members,		 	
	 	 volunteers,	donors,	and	anyone	involved	in	the	work	of	the	theatre.		
Produc8on		 	 A	theatrical	undertaking	that	results	in	one	or	more	public	performances.		
Producer		 	 The	person	or	organizaGon	(theatre	company)	responsible	for	mounGng	a	producGon.	This	may		
	 	 	 include	the	ArGsGc	Director,	Managing	Director,	or	organizaGon	at	large.			
We/Our		 	 This	document	is	designed	to	be	administrated	by	producers.	SecGons	of	the	CTS	are	wriken		
	 	 	 from	the	perspecGve	of	the	producer.	For	example,	“We	recognize	our	responsibility	to…,”	can		
	 	 	 be	read	as,	“We,	ABC	Theatre,	recognize	our	responsibility	to….”	

Terms	Created	for	this	Document		
The	following	terms	and	their	meanings	are	used	within	each	Standard	of	this	document.		

The	Goal:	Each	standard	will	be	introduced	with	a	goal;	wherein	a	“creaGve	problem”	can	be	“solved.”	Rather	than	creat-
ing	a	prescripGve	acGon	for	every	situaGon,	a	“goal”	can	be	achieved	in	many	different	ways.	The	overarching	goal	is	to	
create	a	parGcipant-friendly	space	that	values	communicaGon,	safety,	respect,	and	accountability.		

The	Commitment:	A	general	descripGon	of	the	collected	suggesGons	of	how	to	accomplish	each	goal.	One	might	under-
stand	these	as	collected	wisdom,	and	most	are	common	pracGce	in	professional	theatre	spaces.	These	“suggested	solu-
Gons”	are	geared	for	all	budgets,	size,	performance	venue,	producGon	style,	etc.		

Required	NoAficaAon:	NoGficaGon	assists	prospecGve	parGcipants	to	make	informed	decisions	when	accepGng	audiGons	
and	offers	and	know	what	to	expect	before	they	walk	into	the	room	for	the	first	Gme.	Disclosure	also	helps	the	producer	
assemble	willing,	able,	and	informed	parGcipants.	In	the	event	that	elements	of	the	CHS	are	not	achievable	(if	a	rehearsal	
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is	outside	without	access	to	drinking	water,	for	example),	condiGons	should	be	disclosed	to	all	parGcipants.	Some	stan-
dards	have	a	“requires	disclosure”	secGon	which	serve	to	idenGfy	known	elements	that,	if	an	organizaGon	cannot	pro-
vide,	should	be	disclosed.	These	items	are	not	in	the	larger	secGon	as	they	might	require	money,	or	staff,	and	therefore	
do	not	meet	the	goal	of	the	CHS	to	be	usable	for	organizaGons	of	all	budgets.		

Explore	it	Further:	In	the	interest	of	engaging	producers	at	every	budget	level,	this	document	seeks	to	suggest	cost-free	
soluGons.	SuggesGons	that	require	money	or	other	resources	(sprung	flooring,	for	example),	appear	in	“Explore	It	Fur-
ther”	sub-secGons.		

RecommendaAons:	Further	strategies	for	implementaGon.	It	is	understood	that	these	secGons	may	grow	with	more	ex-
perience	with	CHS	in	spaces	where	it	is	used.	

What	Does	It	Mean	to	Work	in	a	CLEan	House?		
When	someone	sees	the	CLEan	House	logo	on	an	organizaGon’s	casGng	noGces,	printed	materials,	or	online	platorms,	
they	know	that	theatre	has	commiked	to	provide	a	standard	level	of	safety	for	the	people	who	work	with	that	company.	
When	a	theatre	arGst	works	with	a	CLEan	House	Theatre,	they	are	aware	of	the	standard	pracGces	that	the	theatre	has	
agreed	to	in	order	to	keep	their	working	environment	safe.	Theatre	workers	are	also	aware	of	the	procedures	to	follow	
should	a	concern	arise	during	their	Gme	working	with	that	organizaGon.		

When	a	theatre	arGst	works	with	a	CLEan	House	organizaGon,	they	can	be	sure	that	a	commitment	has	been	made	to	
prioriGze	that	person’s	safety	and	well-being.	

What	Does	It	Mean	to	Be	a	CLEan	House?		

AdopGng	the	CHS	is	a	process	that	engages	every	level	of	a	producing	organizaGon	from	season-selecGon	through	strike.	
This	process	is	not	intended	to	sGfle	creaGvity	or	cause	parGcipants	to	feel	hesitant	or	distracted.	One	extreme	would	be	
filing	the	document	away	in	a	drawer	and	forgeung	about	it	unGl	a	problem	comes	up.	The	other	extreme	would	be	a	
policed	environment	in	which	the	document	became	a	tool	for	punishment	or	judgment.	Each	organizaGon	should	strive	
to	make	the	CHS	work	in	their	own	space.	A	few	things	to	keep	in	mind:		

1. The	CHS	should	be	discussed	at	every	level	of	the	company,	including	company	and	board	meeGngs.	Every-
one	from	the	Board	Chair	to	administraGve	staff	to	ensemble	members	to	visiGng	parGcipants	to	volunteers	
should	be	encouraged	to	be	familiar	with	the	document,	understand	the	company’s	commitment	to	its	
adopGon,	and	any	responsibiliGes	each	parGcipant	may	have.		

2. The	CHS	should	be	discussed	as	early	as	season	selecGon	meeGngs	and	pre-producGon	meeGngs.	Many	
problems	can	be	avoided	when	safety	issues	are	a	regular	part	of	pre-producGon	discussions.	For	example,	if	
a	company	cannot	afford	safe	rigging,	it	should	avoid	plays	that	require	aerial	work.	If	a	company	cannot	af-
ford	a	fight	choreographer	(preferably	professionally	trained/cerGfied),	then	a	play	with	onstage	violence	
might	not	be	in	the	cards.	The	CHS	is	a	tool	for	discussion	to	ensure	that	organizaGons	choosing	to	adopt	it	
work	within	their	financial	means	and/or	experGse.		

3. ProspecGve	stage	managers	should	be	informed	that	this	document	is	being	used	with	enough	Gme	for	them	
to	review	the	document	and	discuss	the	addiGonal	procedures	and	responsibiliGes.	

4. The	casGng	authority	has	an	important	role	to	play,	and	should	be	well	versed	in	the	document,	parGcularly	
the	audiGon	secGon.		

5. The	CHS	requires	a	thorough	discussion	on	the	first	day	of	rehearsal.	This	is	when	parGcipants	with	no	expo-
sure	to	the	CHS	will	first	encounter	it.	Taking	the	Gme	(a	suggested	minimum	of	30	minutes)	to	discuss	the	
CHS	in	the	first	rehearsal	will	increase	the	chances	of	success	with	the	CHS.	Geung	off	on	the	right	foot	is	
essenGal	to	this	process	and	the	First	Day	ImplementaGon	Notes	is	designed	to	help.	

6. CHS	protocols	throughout	the	rehearsal	process,	parGcularly	for	high-risk	content.		
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7. Many	elements	of	the	CHS	come	into	play	during	tech.	Taking	the	Gme	to	implement	safety,	privacy,	and	

other	CHS	elements	helps	to	prevent	problems	before	they	happen.		
8. The	CHS	offers	suggesGons	for	prevenGons	and	responses	to	issues	throughout	the	run.		
9. Theatres	should	be	ready	to	address	concerns.	This	document	seeks	to	prevent	some	issues	but	given	that	

the	document	encourages	those	with	concerns	to	come	forward,	it’s	recommended	that	theatres	avail	them-
selves	of	conflict	resoluGon	techniques	and	make	use	of	their	Conflict	ResoluGon	Plan	(CRP).	Theatres	should	
also	have	a	transparent	reporGng	structure	for	any	and	all	concerns.	Resources	for	developing	a	CRP	and	re-
porGng	structure	are	contained	in	this	document	and	online	at	tasc-cle.org	

First	Day	of	Rehearsal	

CreaGng	an	outline	for	first	rehearsals	can	make	sure	that	all	of	the	important	points	are	covered.	This	outline	should	be	
delivered	by	one	or	more	representaGves	of	the	producing	theatre	(the	ArGsGc	Director,	the	Stage	Manager	(SM),	the	
Director,	an	assigned	company	member,	etc.…)	See	the	appendix	secGon	of	this	document	for	a	First	Rehearsal	Outline	
example,	including	an	outline	on	handling	negaGve	comments	or	acGons	in	real	Gme.	

Here	are	some	of	the	most	important	things	to	communicate	at	the	First	Rehearsal:		

1. Tell	the	company	why	you’ve	chosen	to	adopt	the	CLEan	House	Standards.		

2. Distribute	the	CLEan	House	Summary	document	to	every	member	of	the	company.	This	document	outlines	the	
basics	of	the	CLEan	House	Standards	and	directs	all	parGcipants	to	the	website	for	the	full	document	and	other	
resources.		

3. Distribute	the	Concern	ResoluGon	Plan	(CRP).	The	Concern	ResoluGon	Plan	provides	communicaGon	pathways	
for	resolving	concerns	before	they	get	out	of	hand,	to	inform	parGcipants	who	to	talk	to	if	issues	arise,	to	avoid	
repeated	unsafe	pracGces,	and	to	mentor	those	who	violate	boundaries.	The	Concern	ResoluGon	Plan	and	The	
CLEan	House	Liaison	are	designed	to	provide	confidenGal	reporGng	channels	that	support	and	protect	everyone,	
including	the	person/s	that	create	concern.	Gossiping	with	those	outside	the	reporGng	channels	or	creaGng	an	
atmosphere	of	“heroes	and	villains”	can	result	in	an	inability	to	mentor	and	resolve	issues	peacefully.	There	are	
gray	areas	on	stage.	People	can	get	hurt	physically	and/or	emoGonally	without	there	being	a	“bad	guy.”	In	every	
possible	situaGon,	the	CRP	should	be	used	to	mentor	parGcipants,	and	nurture	a	posiGve	and	safe	environment.	
		

4. Discuss	the	CLEan	House	Liaison.	The	CLEan	House	Liaison	is	a	confidenGal	liaison	(reporGng	channel)	between	
parGcipants,	the	stage	manager,	and	others	in	the	Concern	ResoluGon	Plan.	The	CLEan	House	Liaison	is	a	neutral	
party	who	helps	to	ensure	that	communicaGon	paths	are	open.	The	CLEan	House	Liaison	is	selected	by	the	par-
Gcipants	of	each	producGon	at	the	first	rehearsal	and	is,	whenever	possible,	not	a	permanent	employee	of	the	
theatre.	More	specifics	are	available	in	the	secGon	of	this	document	dedicated	to	CLEan	House	Liaison.		

5. Point	out	areas	of	the	CHS	that	are	parGcularly	perGnent	to	the	producGon.	If	there	are	high-risk	elements	in	the	
producGon	(sexual	content,	fights,	nudity),	suggest	that	the	parGcipants	read	those	secGons	of	the	document	in	
the	interest	of	leung	them	know	that	safety	has	been	a	part	of	the	planning	process	for	the	producGon.		

6. Producers	are	not	asked	to	distribute	hard-copies	of	the	enGre	document,	but	please	tell	the	company	that	they	
can	read	the	document	in	its	enGrety	online	at	tasc-cle.org	
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Addressing	a	Problem		

The	Goal		
Every	CLEan	House	Theatre	should	create	and	provide	a	detailed	Concern	ResoluGon	Plan	(parGcular	to	their	theatre)	to	
address	issues	in	a	producGon	or	within	an	organizaGon.	This	theatre-specific	document	needs	to	include	what	to	do	and	
who	to	address	with	serious	issues	and	eliminate	the	fear	of	retaliaGon	for	reporGng	issues	of	safety,	harassment,	or	oth-
er	serious	concerns.		

The	Commitment	
The	Concern	ResoluGon	Plan	should	be	printed	and	available	(in	welcome	packets	and/or	on	the	call	board)	to	all	parGci-
pants	and	discussed	on	the	first	day	of	rehearsal.	It	should	be	clearly	communicated	that	the	producer	seeks	to	resolve	
concerns	early,	before	parGcipants	or	the	producGon	are	put	at	risk	and	before	the	concern	escalates.	

What	is	a	Concern	Resolu8on	Plan?	
The	Concern	ResoluGon	Plan	provides	names	and	contact	informaGon	for	members	of	the	organizaGon	and	producGon	
who	have	agreed	to	respond	to	reported	issues	and	work	to	resolve	them.	The	document	consists	of:		

• A	wriken,	clear,	and	shared	list	of	steps	for	addressing	a	concern;		

• A	wriken,	clear,	and	shared	list	of	persons	with	whom	the	concern	should	be	addressed;		

• A	commitment	to	give	reported	concerns	priority	and	a	reasonable	Gmeline	for	resoluGon.		

A	sample	Concern	ResoluGon	Plan	is	included	at	the	end	of	this	package		

Who	is	responsible	for	addressing	concerns?	
Below	are	some	suggested	levels	for	reporGng	concerns.	

• Level	One—Many	concerns	can	be	resolved	through	conversaGon	with	the	parGes	involved.	Whenever	possible	
people	should	be	encouraged	to	discuss	challenges	and	concerns	with	one	another.	Sharing	and	hearing	con-
cerns	with	openness	and	respect	can	prevent	situaGons	from	escalaGng	further.		

• Level	Two—The	following	parGcipants	have	a	level	of	authority	and	trust	to	determine	whether	a	concern	can	be	
resolved	at	Level	Two	or	if	it	needs	to	be	sent	to	Level	Three.	All	Level	Two	concerns	should	be	both	documented	
in	wriGng	and	reported	to	Level	Three,	even	if	no	further	acGon	is	required.	Level	Two	contacts	might	include	the	
CLEan	House	Liaison,	Stage	Manager,	ProducGon	Manager,	and	Director.	
		

• Level	Three—These	parGcipants	should	be	considered	the	final	level	of	problem	solving,	capable	of	resolving	is-
sues	that	have	not	been	resolved	prior	to	reaching	this	stage.	They	are	strongly	advised	to	consult	with	each	oth-
er	and	review	legal	or	other	implicaGons	of	any	decision.	Level	Three	contacts	might	include	the	ArGsGc	Director,	
Managing	Director,	and	ExecuGve	Director.	

• Level	Four	–	This	course	of	acGon	should	be	considered	if	the	concerns	are	in	direct	connecGon	with	a	Level	
Three	ExecuGve	such	as	the	ArGsGc,	Managing,	or	ExecuGve	Director,	or	if	Level	Three	ExecuGves	have	not	re-
solved	a	lower	Level	concern	in	a	Gmely	manner.	Level	Four	contacts	might	include	Board	Members	and	Senior	
Leadership	(such	as	a	Line	Producer,	EducaGon	Director,	etc).	
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CommunicaAon		

• The	Concern	ResoluGon	Plan	should	be	verbally	explained	and	provided	in	wriGng	at	the	first	rehearsal	(digitally	
and/or	in	print).	It	should	include	the	name,	Gtle,	and	contact	informaGon	for	every	individual.	in	Level	Two	and	
Level	Three.		

• A	copy	of	the	Concern	ResoluGon	Plan	should	be	posted	or	otherwise	available	in	the	rehearsal	and	performance	
spaces.		

• Theatres	are	encouraged	to	take	full	advantage	of	both	rehearsal	and	performance	reports	to	document	and	
communicate	concerns	effecGvely.	

• Every	effort	should	be	made	to	keep	knowledge	of	concerns	and/	or	incidents	confidenGal.	

Recordkeeping		
• The	producer	should	maintain	personnel	files,	which	should	include	reported	concerns.	Such	files	are	to	be	kept	

confidenGal	and	accessible	only	to	the	individual(s)	responsible	for	maintaining	the	files.	A	copy	of	all	documen-
taGon	related	to	the	concern	should	be	provided	to	the	person	who	raised	the	concern.		

Legal	Remedies		
• In	the	event	of	civil	or	criminal	misconduct	or	liability,	the	Concern	ResoluGon	Plan	is	not	a	replacement	for	legal	

advice	or	acGon,	nor	does	it	replace	any	local,	state	or	federal	law.		

• A	violaGon	of	civil	rights	can	be	reported	to	the	Ohio	Akorney	General:	hkp://www.ohioakorneygeneral.gov/
About-AG/Service-Divisions/Civil-Rights	

Recommenda8ons	
• Producers	should	complete	a	Concern	ResoluGon	Plan	with	the	names	and	contact	informaGon	of	all	individuals	

who	will	serve	at	Level	Two	and	Level	Three	for	each	producGon.	Theatres	should	adapt	the	Concern	ResoluGon	
Plan	to	reflect	their	staffing	structure.		

• The	Concern	ResoluGon	Plan	is	a	tool	to	help	create	communicaGon	pathways	to	prevent	and	resolve	issues,	not	
create	divisions.	To	that	end,	nothing	in	the	CLEan	House	Standards	encourages	firing	or	marginalizing	parGci-
pants	for	mistakes,	a	momentary	loss	of	temper,	an	argument	(whether	arGsGc	or	personal),	a	single	uninten-
Gonal	injury,	etc.	The	Concern	ResoluGon	Plan	is	designed	to	provide	a	path	to	respond	to	events,	behavior,	and	
condiGons	that	create	reasonably	understood	unsafe	condiGons,	not	uncomfortable	situaGons.	The	funcGon	and	
goal	of	the	Concern	ResoluGon	Plan	should	be	discussed	at	the	first	rehearsal.		

• Some	of	the	individuals	on	the	Concern	ResoluGon	Plan	will	change	with	each	producGon,	and	it	should	be	up-
dated	for	each	producGon.		

• All	individuals	listed	on	the	Concern	ResoluGon	Plan	should	understand	their	role	in	resolving	concerns,	the	
process	for	recording	concerns,	and	the	process	for	reporGng	those	concerns	to	others	named	in	the	document.		

• CreaGng	and	using	a	Concern	ResoluGon	Plan	can	assist	with	recordkeeping.		

• The	individuals	listed	on	the	Concern	ResoluGon	Plan	should	be	provided	with	resources	and/or	training	in	con-
flict	resoluGon.	

•
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The	Role	of	the	Stage	Manager	Regarding	the	CHS		

The	Goal		
The	Stage	Manager	(SM)	is	tradiGonally	the	primary	communicaGon	conduit	between	parGcipants	and	producers	as	well	
as	between	actors	and	directors,	and	so	plays	a	crucial	role	in	execuGng	the	CHS.	The	goal	of	this	standard	is	to	respect	
that	the	addiGonal	responsibiliGes	of	the	SM	in	theatres	that	use	the	CHS	compliment	the	experGse	and	authority	of	the	
SM	as	a	leader	and	advocate	throughout	the	producGon.		

The	Commitment	
The	Stage	Manager’s	responsibiliGes	with	regards	to	the	CHS	are:		

• Read	and	be	familiar	with	the	CHS.		

• Know	and	follow	the	theatre’s	published	Concern	ResoluGon	Plan.		

• Ensure	that	consent	is	discussed	before	scenes	of	sexual	content	and	nudity	and	document	applicable	specifics.		

• Document	all	choreography,	including	staged	violence	and	sexual	content.	Stage	Management	must	be	present	
for	all	rehearsals	when	choreography	is	rehearsed.	There	should	be	a	designated	fight	or	choreography	captain.	

• Allow	for	the	selecGon	of	the	CLEan	House	Liaison	during	the	first	week	of	rehearsal	and	include	the	CLEan	
House	Liaison	in	the	safety	walk	on	the	first	day	of	tech	before	actors	take	the	stage.		

• Communicate	with	the	CLEan	House	Liaison,	parGcularly	regarding	any	raised	concern.	Work	with	the	CLEan	
House	Liaison	to	determine	if	a	concern	requires	further	acGon	(i.e.	–	moving	to	Level	3	of	the	CRP)		

• Document	all	concerns	and	report	confirmaGon	that	procedures	and	protocols	for	the	rehearsal	and	perfor-
mance	of	all	forms	of	choreography	are	being	followed.		

• Oversee	that	all	commitments	related	to	the	actors’	Gme	in	audiGons,	rehearsals,	and	performances	are	fol-
lowed.	This	includes	calling	the	announced	breaks	and	working	with	the	director	and	producer	to	crai	daily	
schedule	and	producGon	calendars.		

Requires	No8fica8on		
• SMs	should	be	told	if	an	organizaGon	has	adopted	the	CHS	before	they	commit	to	a	producGon.		

• SMs	should	have	access	to	the	script,	or	known	scope	of	a	producGon,	before	they	agree	to	parGcipate	

CLEan	House	Liaison	

The	Goal		
The	goal	of	the	CLEan	House	Liaison	is	to	create	a	confidenGal	and	peer-level	liaison	and	reporGng	channel	between	par-
Gcipants	and	the	producer.	CommunicaGng	concerns	can	be	challenging.	ParGcipants	oien	have	long-standing	relaGon-
ships,	aspiraGons	for	future	collaboraGon,	or	a	fear	of	being	labeled	“difficult.”	Any	of	these	might	dissuade	a	parGcipant	
from	voicing	a	concern.	The	CLEan	House	Liaison	can	help	to	alleviate	this	tension.	In	producGons	that	employ	union	ac-
tors,	the	CLEan	House	Liaison	may	also	serve	as	the	Equity	Deputy.		

The	Commitment	
The	CLEan	House	Liaison	was	inspired	by	the	Actors’	Equity’s	“Equity	Deputy,”	but	the	CLEan	House	Liaison	does	not	re-
port	to	any	outside	regulatory	body,	since	the	CHS	is	a	tool	for	self-regulaGon.		The	CLEan	House	Liaison	navigates	the	
CHS	for	parGcipants	over	the	course	of	a	single	producGon,	can	serve	as	a	reporGng	channel	for	an	individual	parGcipant	
or	an	acGng	company	when	confidenGality	is	required	or	requested,	and	may	also	serve	(alongside	the	ProducGon	Stage	
Manager)	as	a	first	contact	when	a	concern	cannot	be	resolved	by	an	individual.				
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Role	and	ResponsibiliAes	of	the	CLEan	House	Liaison:	
• Become	familiar	with	the	CHS,	CRP,	and	any	related	policies	and	procedures	provided	by	the	producer.		

• Help	familiarize	others	with	the	CHS,	CRP.		

• Provide	contact	informaGon	and	availability	for	consultaGon	outside	of	rehearsal/performance	space/hours.		

• Serve	as	a	liaison	between	the	cast,	crew,	Stage	Manager,	and	producer	for	issues	brought	to	akenGon	by	parGc-
ipants.	

• Protect	anonymity	whenever	possible.		

• Report	concerns,	both	their	own	and	those	reported	by	fellow	parGcipants,	using	the	CRP,	and	communicate	the	
resoluGon	of	such	concerns	to	fellow	parGcipants	as	appropriate.	

• Respond	to	concerns	as	quickly	as	possible	(ideally	within	24	hours,	and	never	more	than	72	hours).		

• Shadow	the	SM	on	the	safety	walk-through	(see	the	Basic	Health	and	Safety	standard).		

• Commit	with	integrity	and	empathy	to	prioriGze	the	safety	and	well-being	of	parGcipants	and	discourage	efforts	
(intenGonal	or	otherwise)	to	use	the	CHS	to	divide	or	create	an	atmosphere	of	“heroes	and	villains.”		

• Engage	the	Concern	ResoluGon	Plan	if	the	SM	is	unable,	unwilling,	or	is	the	individual	of	concern.		

• Understand	that	their	role	is	not	to	solve	problems	or	act	in	a	judiciary	role	but	serve	as	a	confidenGal	reporGng	
channel	and	liaison.		

• Understand	that	their	role	is	one	of	service,	and	not	a	posiGon	of	power	or	status.	

Outside	of	the	CLEan	House	Liaison	Scope:		
• The	CLEan	House	Liaison	should	not	override	tradiGonal	roles	of	the	SM,	director,	or	any	other	member	of	the	

organizaGon.		

• The	CLEan	House	Liaison	should	never	create	divisions	or	marginalize	parGcipants.		

• The	CLEan	House	Liaison	should	not	mediate	between	conflicGng	parGes	-	the	Liaison’s	responsibility	is	to	report	
conflicts	using	the	CRP,	and	if	said	conflicts	are	not	resolved,	to	bring	the	conflict	to	the	akenGon	of	those	higher	
on	the	CRP	chain.	

Recommenda8ons		
How	to	select	a	CLEan	House	Liaison:	

• Each	producer	should	establish	a	process	for	selecGng	a	CLEan	House	Liaison.	For	example,	this	might	include	a	
nominaGng	process	with	secret	ballot	at	the	first	rehearsal	or	shortly	thereaier.		

• If	a	geung-acquainted	period	is	necessary	(where	parGcipants	don’t	know	one	another),	a	CLEan	House	Liaison	
may	be	chosen	by	the	end	of	the	first	week.		

• For	theatres	with	resident	acGng	companies,	the	CLEan	House	Liaison	should	not	be	a	member	of	that	company,	
whenever	possible.	If	the	cast	includes	a	person	on	staff	at	that	theatre,	we	recommend	that	the	staff	member	
not	serve	as	the	CLEan	House	Liaison.	

• The	last	page	of	the	CHS	(page	39)	is	a	printable	form	for	a	CLEan	House	Liaison	to	sign,	indicaAng	understand-
ing	and	acceptance	of	the	responsibiliAes	of	the	role.		This	should	be	signed	immediately	upon	selecAon	of	the	
Liaison.	
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III.	CLEan	House	Commitments		

Audi8ons		

The	Goal		
To	help	prospecGve	parGcipants	make	informed	decisions	about	proposed	producGons’	requirements	and	expectaGons.	
We	seek	to	communicate	what	we	expect	of	our	parGcipants	and	what	those	parGcipants	may	expect	of	us.	For	the	pur-
pose	of	this	secGon,	audiGons	may	consGtute	interviews,	readings,	presentaGons	of	prepared	pieces,	improvisaGon,	
singing,	movement,	or	similar	acGviGes	involved	in	a	casGng	process.		We	acknowledge	that	different	theaters	will	have	
different	needs	in	audiGoning	actors;	the	underlying	commitment	of	this	secGon	is	that	actors	will	be	noGfied	of	the	the-
atre’s	specific	requirements	before	and	during	the	audiGon.  

The	Commitment	
AudiAon	NoAces	and	InvitaAons		
Include	the	following	informaGon	in	audiGon	noGces	and	invitaGons:		

• Role(s)	for	which	the	actor	is	called,	and	role(s)	that	already	have	been	cast;		

• Any	role	that	requires	a	character	with	a	specifically	stated	gender,	gender	idenGty,	race,	age	range,	body	type,	or	
disability;		

• The	nature	of	the	acGvity	to	be	performed	at	the	audiGon	(i.e.,	sides	from	the	play,	choreography,	improvisaGon,	
monologue,	etc.);		

• The	nature	of	the	audiGon	(read	with	a	reader,	audiGon	in	a	group,	read	with	other	actors,	etc.)	

• Any	potenGal	stage	combat,	feats	of	physical	daring,	nudity,	parGal	nudity,	sexual	content,	or	other	reasonably-
understood	high-risk	acGviGes;		

• An	asserGon	that	prospecGve	parGcipants	can	decline	audiGons	without	fear	of	losing	future	audiGon	invitaGons;		

• Disclosure	if	the	audiGon	will	be	recorded;		

• The	names	of	the	director,	casGng	authority,	and	producer.	

• The	names	of	who	will	be	present	in	the	audiGon	room	and	their	job	Gtle,	if	available	at	the	Gme	of	posGng.	

• If	an	insGtuGon	requires	background	checks	before	hiring,	this	informaGon	should	be	included	in	the	audiGon	
noGce.	

• An	inclusivity	statement,	such	as:	[Theatre	name]	is	commi8ed	to	diversity	and	encourages	all	its	employers	to	
engage	in	a	policy	of	equal	employment	opportunity	designed	to	promote	a	posi=ve	model	of	inclusion.	As	such,	
[theatre	name]	encourages	performers	of	all	races,	ethnici=es,	gender	iden==es,	sexual	orienta=ons,	and	ages,	as	
well	as	performers	with	disabili=es,	to	a8end	every	audi=on.		

AudiAons		
• We	intend	to	provide	a	safe	space	for	the	audiGon	including:		

▪ A	smoke-free	environment.		
▪ A	reasonably	clean	space	with	sufficient	lighGng	and	reasonable	temperature.	
▪ A	safe	surface	for	dance	or	fight	calls,	if	applicable.		

• We	will	not	ask	prospecGve	parGcipants	to	akend	more	than	three	(3)	audiGon	calls	for	a	single	producGon.		

• AudiGon	calls	should	be	no	longer	than	four	(4)	hours	and	should	not	run	later	than	11pm.		
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• Required	materials	(scripts	and	sides)	should	be	provided	at	the	audiGon.		

• We	will	not	ask	prospecGve	parGcipants	to	perform	violence	or	sexual	contact	as	part	of	the	audiGon.		

• Any	physical	contact	required	for	an	audiGon	should	be	disclosed	and	choreographed.		

• We	will	not	ask	prospecGve	parGcipants	to	disrobe	at	an	audiGon.	(See	the	Sexual	Content	and	Nudity	standard.)		

• AudiGons	should	not	be	recorded	unless	specified	in	the	noGce	or	invitaGon.	If	recordings	are	made,	there	will	be	
wriken	assurance	that	the	recording	will	be	used	privately	among	casGng	authoriGes	and	destroyed/deleted	af-
ter	the	compleGon	of	casGng.	

• We	will	endeavor	to	make	reasonable	accommodaGons	to	facilitate	access,	such	as	allowing	interpreters	when	
necessary,	holding	audiGons	in	accessible	faciliGes,	and	providing	audiGon	materials	in	advance	to	arGsts	with	
disabiliGes.		

• Disclosures	should	be	clearly	posted	at	all	audiGons	and	callbacks	(See	the	Sample	AudiGon	Disclosure	Form).		

• We	will	not	charge	prospecGve	parGcipants	a	fee	to	audiGon.		

• ProspecGve	parGcipants	may	decline	audiGon	invitaGons	or	casGng	offers	without	fear	of	losing	future	opportu-
niGes	and	will	not	be	asked	to	explain	their	reason.		

Requires	No8fica8on		
• If	scenes	of	violence,	sexual	content,	or	other	choreography	will	be	a	part	of	the	audiGon.		

• Whether	or	not	understudies	will	be	engaged	for	the	producGon.		

• Who	is	in	the	audiGon	room.		

• If	an	audiGon	will	be	recorded.		

• If	known,	when	callbacks	are	scheduled.	

• If	an	insGtuGon	requires	background	checks	before	hiring.	

• Provide	the	names	of	the	producGon’s	design	team,	including	choreographers.		

• If	the	producer	has	an	inclusivity	policy,	it	should	be	provided	with	audiGon	noGces	or	invitaGons.		

• Once	casGng	is	complete,	producers	should	noGfy	those	who	were	called	back,	but	not	cast.		

Explore	It	Further	  

• If	possible,	provide	the	full	script	with	audiGon	invitaGon.		

Recommenda8ons	
• Try	creaGng	a	template	email	posGng	for	audiGon	noGces	and	invitaGons.	This	will	help	ensure	you	don’t	forget	

anything	important.		

• An	AudiGon	Disclosure	Form	visible	at	all	audiGons	can	streamline	communicaGon	and	disclosure.		

• Unless	it	is	necessary	to	the	nature	of	the	piece,	actors	should	not	be	asked	to	audiGon	in	front	of	other	actors.	

Agreements		

The	Goal		
To	create	an	understanding	between	ParGcipants	and	Producers	of	what	is	expected	throughout	the	producGon	process	
at	the	beginning	of	the	process.		
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The	Commitment	
We	will	provide	each	parGcipant	with	a	document	outlining	our	mutual	expectaGons	for	each	producGon.	These	agree-
ments	do	not	imply	that	parGcipants	are	employees	but	seek	to	provide	informaGon	about	the	terms	of	the	parGcipant’s	
role	in	the	producGon.		

Requires	No8fica8on	
Agreements	should	include,	at	a	minimum,	the	following	disclosures:		

• Compensa8on—the	amount	and	payment	schedule	of	any	sGpend,	honorarium,	or	other	compensaGon	to	par-
Gcipant.		

• Responsibili8es—a	general	outline	of	the	responsibiliGes	of	the	parGcipant.		
• Schedule—the	basic	schedule	informaGon	(start	date,	whether	the	rehearsals	will	be	the	day	or	evening,	pro-

posed	hours-per-week,	dates/hours	of	tech)	and	the	possibility	of	extensions.	

Explore	It	Further		
• Having	agreements	reviewed	by	a	labor	and/	or	entertainment	akorney	can	help	make	sure	that	the	agreements	

are	as	clear	and	comprehensive	as	possible.		
Recommenda8ons	

• A	sample	agreement	is	included	in	the	appendix	of	this	document.	More	are	available	at	tasc-cle.org	

• Producers	may	customize	agreements,	or	use	those	they	already	have,	provided	they	include	the	informaGon	
described	here	and	accurately	convey	the	expectaGons	and	responsibiliGes	of	the	parGcipants.	

Understudies		

The	Goal		
Being	an	understudy	is	a	tough	job,	and	the	job	can	be	made	more	difficult	if	the	understudy	is	not	kept	in	the	loop	
throughout	the	producGon	process.	This	standard	seeks	to	provide	ways	to	prepare,	include,	and	inform	understudies	so	
they	are	ready	to	save	the	day.		

The	Commitment	
Engaging	understudies	is	strongly	encouraged.	The	following	guidelines	can	help	ensure	that	they	are	effecGve	and	pro-
ducGve	members	of	the	producGon	and	given	an	opportunity	to	succeed.		

• Understudies	should	have	a	wriken	agreement	detailing	expectaGons	and	compensaGon.		

• Understudies	should	be	introduced	to	the	CLEan	House	Liaison	and	should	have	the	CRP	explained	to	them.		

Requires	No8fica8on		
• If	understudies	will	be	engaged	for	the	producGon	(disclosed	at	audiGons).		

• Any	special	skills	required	(dialect,	combat,	singing,	sexual	content	and	nudity,	etc.).		

• What	support	the	understudies	will	receive	(work	with	dialect	coach,	choreographer/s,	for	example).		

• Which	role(s)	the	understudy	is	expected	to	cover.		

• General	rehearsal	schedule	including	(in	a	general	sense)	when	understudies	are	welcome	into	rehearsals.		

• Whether	a	put-in	rehearsal	will	be	scheduled	if	advance	noGce	allows.		

• Whether	costumes	will	be	provided,	or	if	the	understudy	wears	the	costumes	of	the	actor	being	covered,	or	if	
the	understudy	is	expected	to	supply	their	own	costume.		
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• If	an	actor	leaves	a	producGon,	whether	the	understudy	will	replace	that	actor	or	if	the	role	will	be	recast.		

• The	complimentary	Gcket	policy.		

• The	amount	of	any	sGpend,	honorarium,	or	other	compensaGon	that	will	be	provided.	

Explore	it	Further		
• Have	understudies	shadow	the	actors	they	are	covering	during	a	performance.		

• Allow	understudies	to	observe	any	rehearsals	when	special	skills	(dialects,	choreography,	etc.)	are	being	taught.		

Recommenda8ons		
• Having	understudies	at	the	performance	venue	30	minutes	before	each	performance	will	ensure	that	they	are	

always	there	when	needed.	AlternaGvely,	being	within	a	30-minute	travel	radius	on	performance	days	gives	un-
derstudies	more	flexibility	while	sGll	helping	to	protect	the	producGon.		

• Provide	a	date	by	which	understudies	are	expected	to	be	off-book	and	performance	ready.	Have	a	policy	for	what	
happens	if	the	understudy	has	to	go	on	before	that	date.	Will	they	go	on	with	a	book	or	will	the	performance	be	
cancelled?		

• In	the	event	a	character	has	audio	and	or/video	in	producGon,	(If	a	character	leaves	a	voice	mail,	for	example),	
backup	recordings	featuring	the	understudies	should	be	made	in	case	they	go	on.		

• If	an	archival	video	recording	of	the	producGon	is	made,	giving	understudies	access	to	this	recording	can	help	
them	prepare	for	performance.	

Basic	Health	and	Safety		

The	Goal		
Performance-day	problems	are	oien	preventable	with	careful	planning,	and	we	endeavor	to	create	spaces	and	processes	
for	audiGons,	rehearsals,	and	performance	that	are	as	physically	safe	as	possible.		

The	Commitment	
We	intend	to	make	health	and	safety	a	regular	topic	at	producGon	meeGngs,	and	to	maintain	awareness	and	procedures	
that	contribute	to	a	safe	environment	at	all	Gmes.	We	seek	to	prevent	injuries,	idenGfy	and	remedy	situaGons	that	might	
be	considered	unsafe	or	unhealthy,	and	respond	to	injuries	and	medical	events,	and	seek	medical	akenGon	when	re-
quired.		

We	will	strive	to	promote	basic	health	and	safety	pracGces	by	providing	the	following:		
• Toilets	and	sinks,	with	soap	and	towels	or	a	hand	dryer;		

• Access	to	drinking	water	or	disclosure	of	lack	of	availability;		

• A	reasonable	working	temperature	(avoiding	inclement	weather	or	unsafe	temperatures	outdoors);		

• LighGng	suitable	for	the	work	being	carried	out;		

• Reasonably	clean	and	well-maintained	rehearsal	space;		

• Floors	and	traffic	routes	that	are	free	from	undue	obstrucGons	and	tripping	hazards;		

• FuncGonal,	non-expired	fire	exGnguishers;		

• A	suitably	stocked	first-aid	kit;		

• An	insurance	policy	that	covers	on-site	injuries;		
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• Emergency	Contact	forms	to	be	completed	including	noGficaGon	of	any	actor	allergies	or	medical	alerts.		

• If	young	actors	are	in	the	cast,	the	Child	Wranglers	will	have	background	checks.		

• The	theatre	spaces	will	be	free	of	untreated	weapons	of	any	kind	and	needles	(unless	required	for	insulin).		Ex-
cepGons	may	be	allowed	with	clear	noGficaGon	of	all	parGcipants	and	safety	precauGons	in	place.	

• All	parGcipants	in	theatre	spaces	will	refrain	from	use	of	perfume,	cologne,	or	aerosol	sprays.	

• A	plan	for	costume	maintenance	and	laundry.	

At	the	first	rehearsal	and	first	tech	day	with	actors,	a	safety	walk	with	the	SM	and	CLEan	House	Liaison	should	include:		
• Fire	exit	locaGons;		

• LocaGons	of	first-aid	kits;		

• Emergency	procedures	(including	contact	informaGon	for	local	police	staGons	and	the	nearest	ER);		

• Tripping	or	safety	hazards	in	rehearsal	seungs	and	constructed	stage	seungs;		

• LocaGons	of	restrooms;		

• Scenic	units,	stage	floor	surfaces,	and	special	effects;		

• Areas	of	potenGal	hazard	that	have	or	may	require	glow	tape,	including	the	opportunity	for	performers	to	point	
out	where	they	need	addiGonal	glow	tape.		

If	unsafe	condiGons	are	discovered,	they	should	be	immediately	reported	to	the	Stage	Manager,	who	should	keep	a	
record	of	concerns	and	their	resoluGon.	The	SM	should	also	maintain:		

▪ Accident,	incident,	and	first-aid	reports;		
▪ A	checklist	of	first	rehearsal	and	first	tech	rehearsal	walk-throughs.	

Requires	No8fica8on		
• If	any	aspect	of	this	Standard	cannot	be	achieved	because	of	the	nature	of	the	rehearsal	or	performance	space,	it	

should	be	disclosed	to	all	prospecGve	and	acGve	parGcipants.	For	example,	if	a	rehearsal	or	performance	space	is	
outdoors,	parGcipants	should	be	noGfied	in	advance	so	that	they	can	wear	appropriate	shoes	and	clothing	for	
the	weather	and	the	surface	(grass,	asphalt,	etc.).	Another	example:	if	the	theatre	cannot	supply,	maintain,	or	
launder	costumes,	that	should	be	disclosed	at	the	Gme	of	audiGon.	

Explore	It	Further		
• Rehearsal	and	performance	spaces	should	comply	with	City	building	and	fire	codes.		

• Staff	within	the	organizaGon	should	be	trained	in	first	aid	and	CPR.		

• Fire	exGnguishers	should	be	regularly	inspected	by	a	professional.		

• If	individuals	are	leading	parGcipants	in	physical	warm-ups,	yoga,	or	other	physical	acGviGes,	they	should	have	
cerGficaGon	or	professional	training	to	do	so.	

• Costumes	and/	or	soi	good	props	that	touch	the	skin	must	be	washed	before	being	use	or	worn	for	a	second	
performance.	
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Rehearsal	

The	Goal		

Rehearsals	should	be	a	Gme	of	creaGon	and	collaboraGon.	ArGsts	do	their	best	work	when	they	are	safe	and	supported	in	
the	rehearsal	process.	

The	Commitment	
Rehearsals	should	be	run	in	a	manner	that	allows	for	each	actor	to	do	their	best	work	in	a	safe	and	supporGve	environ-
ment.	Rehearsals	schedules	should	be	communicated	in	a	Gmely	manner	so	that	parGcipants	can	reasonably	plan	their	
life	outside	of	their	theatre	work	accordingly.	

We	will	strive	to	promote	a	safe	and	supporGve	rehearsal	process	by	providing	the	following:		
• A	rehearsal	schedule	to	each	actor	no	later	than	at	the	signing	of	the	contract	

• A	“daily”	schedule,	or	email	noGficaGon	to	confirm	the	next	day’s	rehearsal	schedule	the	night	before	a	given	
rehearsal.	

• Producers	should	make	every	effort	to	create	a	rehearsal	schedule	that	makes	reasonable	use	of	an	actor’s	Gme.	
Actors	should	not	be	asked	to	akend	a	full	rehearsal	and	be	used	for	less	than	30	minutes	of	work,	unless	un-
avoidable.		

• Actors	should	receive	either	a	5	minute	break	for	every	55	minutes	of	work,	or	a	10	minute	break	for	every	80	
minutes	of	work.	

• Actors	should	be	allowed	5	minutes	to	change	out	of	costume	that	is	not	part	of	a	break	period	in	rehearsals	
where	costumes	are	required.	

• For	rehearsals	lasGng	longer	than	5	hours,	actors	should	be	alloked	a	20	minute	meal	break.	

• For	rehearsals	lasGng	longer	than	6	hours,	actors	should	be	alloked	a	90	minute	meal	break.	

• Actors	should	never	work	more	than	8	hours	in	a	10	hour	window	of	Gme.	

• Actors	should	never	work	more	than	10	hours	in	a	12	hour	window	of	Gme.		

Audience	and	Front	of	House		

The	Goal		
Audience	members	are	acGve	parGcipants	in	live	performance.	In	recognizing	this,	we	seek	to	create	an	environment	in	
which	audiences	and	arGsts	can	collaborate	and	share	a	space	in	a	way	that	is	both	safe	for	all	involved	and	conducive	to	
the	theatrical	experience	designed	by	the	producGon’s	creaGve	team.		

The	Commitment	
ProducGons	are	mounted	in	a	wide	range	of	venues,	environments,	and	types	of	interacGon	with	audiences.	This	stan-
dard	defines	them	as	follows:		

A	tradi8onal	audience	environment	is	understood	to	be	a	performance	that	takes	place	in	a	theatre	where	the	
audience	space	and	the	performance	space	are	defined	and	primarily	separate	from	one	another.	In	a	tradiGonal	
audience	environment,	actors	are	not	typically	expected	to	directly	interact	with	the	audience.		
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A	nontradi8onal	audience	environment	includes,	but	is	not	limited	to,	site-specific	theatre,	performances	with	
direct	audience	interacGon,	promenade	theatre,	and	performances	where	the	actors	move	throughout	and/or	
interact	with	the	audience.	
		

Pre-producAon		
The	type	of	audience	environment	should	be	disclosed	to	the	parGcipants	at	the	Gme	of	audiGon,	or	as	soon	as	known.		

Preview	Performances		
NontradiGonal	audience	environments	may	require	that	special	akenGon	be	paid	to	the	preview	process	in	order	to	cre-
ate	the	desired	audience	interacGon.	Preview	performances	for	producGons	with	audience	engagement	are	strongly	rec-
ommended.	

Performances		
To	the	extent	feasible,	without	disturbing	the	arGsGc	integrity	of	the	producGon,	the	nature	of	any	audience	interacGon	
or	other	nontradiGonal	audience	environment	should	be	communicated	to	audience	members	before	the	performance	
begins.	This	allows	the	audience	to	be	willing	parGcipants	in	the	producGon	and	can	help	to	prevent	unexpected	audi-
ence	behavior	during	the	performance.	It	will	also	allow	audience	members	to	make	an	informed	choice	based	on	their	
needs	and	comfort	level.	

For	all	public	performances,	including	previews,	the	producer	should	designate	an	individual	to	oversee	the	box	office	
and	front	of	house	operaGons.	This	individual	should	be	expected	to:		

• Akend	at	least	one	run-through	or	technical	rehearsal	prior	to	the	first	audience.	

• Inform	the	stage	manager	of	any	audience	condiGons	that	may	impact	the	performance.		

• Conduct	a	pre-performance	meeGng	with	any	and	all	ushers	and	front	of	house	staff	prior	to	every	show	to	
cover:		
▪ Building	safety	requirements	and	emergency	plans;		
▪ Audience	configuraGon;	ExpectaGons	of	audience	engagement;		
▪ A	prevenGon	and	response	plan	for	frequent	unacceptable	audience	behaviors	(drunkenness,	inappro-

priate	interacGons	with	actors).	

Dressing	Rooms		

The	Goal		
Performers	need	Gme	and	space	to	prepare	for	their	performance.	The	space	provided	for	this	preparaGon	should	be	
safe,	respectul,	and	wherever	possible,	private.		

The	Commitment	
Even	in	the	Gniest	of	spaces,	privacy	and	concentraGon	are	important	when	preparing	for	performance.	We	will	endeav-
or	to	create	a	dressing	room	environment	where	all	inhabitants	recognize	these	values	and	parGcipate	in	fostering	a	safe	
place	for	arGsts	to	prepare.		

• Children	under	the	age	of	18	should	be	given	private	dressing	room	accommodaGons	whenever	possible.		

• Reasonable	accommodaGons	should	be	made	to	respect	individual	modesty,	and	designated	space	should	be	
provided	for	parGcipants	to	change	clothes	and	prepare	for	their	performance.	This	space	will	be	referred	to	as	a	
dressing	room,	even	if	it’s	not	an	enGre	room.		

• Non-actors	(with	the	excepGon	of	the	SM	and	wardrobe	staff)	should	not	be	allowed	in	the	dressing	room	during	
the	Gme	between	30	minutes	before	the	performance	begins	and	30	minutes	aier	the	performance	ends.	In	the	
event	that	is	not	possible,	communicaGon	between	the	dressing	room	inhabitants	and	those	who	need	to	pass	
through	is	encouraged	to	establish	the	least	intrusive	way	to	share	the	space.		
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• Where	costumes	are	used,	a	clothing	rack	and	hangers	should	be	provided.		

• Recording	by	any	means,	and	posGng	any	recordings	or	photos	online,	should	not	be	permiked	in	the	dressing	
room	without	the	prior	consent	of	all	individuals	present.		

• The	producer	and	all	parGcipants	will	make	every	reasonable	effort	to	respect	the	preferences	of	the	actors	shar-
ing	a	dressing	room,	parGcularly	with	regard	to	presence	of	food	(i.e.	–	peanuts),	language,	the	discussion	of	re-
views,	or	who	might	be	in	the	audience.		

• Where	separate	dressing	and	restrooms	are	available	for	men	and	women,	actors	should	be	allowed	to	occupy	
the	dressing	room	in	accordance	with	their	gender	idenGficaGon.	Reasonable	accommodaGons	may	also	be	
made	for	those	parGcipants	who	are	gender	non-conforming.		

• Inhabitants	of	dressing	rooms	should	respect	the	property	and	personhood	of	fellow	inhabitants	by	limiGng	their	
use	of	perfumes,	smelly	or	messy	food,	and	behavior	such	as	talking	on	cellphones,	playing	music	(without	con-
sulGng	dressing	room	mates),	or	other	similar	acGviGes.		

• No	cologne,	perfume,	or	aerosol	sprays	shall	be	worn	or	used	in	dressing	rooms.	

• Any	concerns	related	to	the	dressing	rooms	should	be	resolved	(a)	between	its	inhabitants,	(b)	with	the	consulta-
Gon	of	the	CHS,	or	(c)	according	to	the	concern	resoluGon	path.		

Explore	It	Further		
• Dressing	room	space	should	accommodate	a	reasonable	amount	of	parGcipants’	personal	belongings.		

• While	it	is	always	advisable	to	leave	valuables	at	home,	provisions	should	be	made	for	a	reasonable	quanGty	of	
“valuables”	to	be	collected	before	and	returned	immediately	aier	each	performance.		

Choreography	

The	Goal		
Some	forms	of	theatre	and	styles	of	movement	carry	with	them	a	greater	risk	of	harm	than	others,	and	the	goal	of	this	
secGon	is	to	outline	consideraGons	specific	to	these	forms	of	higher-risk	theatre,	including	onstage	violence,	inGmate	
content	and	nudity,	and	physical	theatre.	These	forms	share	many	of	the	same	consideraGons,	while	some	considera-
Gons	are	acGvity-specific.	These	consideraGons	also	apply	to	other	forms	of	physical	theatre,	including	dance	and	other	
forms	of	choreography,	and	this	secGon	may	serve	as	a	guide	for	these	forms	as	well.		

The	Commitment	
In	audiGon	noGces,	audiGons,	discussions	of	offers,	agreements,	understudy	preparaGon,	rehearsals,	tech,	and	perfor-
mances,	we	intend	to	create	a	safe	and	respectul	atmosphere	for	all	parGcipants.	We	believe	that	communicaGon,	safe-
ty,	respect,	accountability,	arGsGc	freedom,	collaboraGve	integrity,	and	personal	discipline	are	the	cornerstones	of	this	
atmosphere.		

FaciliAes		
The	following	should	be	provided	in	all	rehearsal	and	performance	spaces	in	which	high-risk	physical	theatre	takes	place:		

• First-aid	kit,	including	cold	packs		
• Accident	report	forms		
• Water		
• Telephone	for	emergencies		
• Adequate	on-	and	off-stage	lighGng		
• Temperature	control		
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• VenGlaGon		
• Space	for	warm-ups		
• Floors	and	surfaces	that	are	clean,	well	maintained,	and	appropriate	for	the	acGvity		
• Padded	and/or	glow-taped	corners	and	hazards		
• Proof	of	liability	insurance	

Equipment,	Weapons,	and	Specialized	Costumes		
All	specialized	equipment	and	costumes	should	be:		

• Suitable	for	the	required	choreography;		
• Installed	by	a	qualified	rigger,	if	applicable;		
• Inspected/maintained	by	a	trained	technician	before	each	use;		
• Inspected	by	any	actors	who	use	the	equipment	before	each	use.		
• Handled	only	by	those	required	to	do	so.		
• No	real	weapons	shall	be	used,	unless	treated	(i.e.-	firing	pin	removed	from	gun	and	barrel	soldered,	knife	dulled,	

etc.),	or	unless	there	is	full	disclosure	to	all	cast	members	and	appropriate	training	and	security	provided	to	pre-
vent	harm.	

PreproducAon	and	AudiAons		
A	designer	or	choreographer	should	be	engaged	for	any	producGon	that	includes	weapons,	hand-to-hand	combat,	sexual	
violence,	sexual	choreography,	specialized	movement	techniques,	or	any	similar	high-risk	acGvity	

▪ This	designer/choreographer	may	or	may	not	be	the	producGon’s	director	or	an	actor	in	the	producGon,	so	
long	as	the	role	is	clearly	communicated	to	all	parGcipants.		

▪ This	designer/choreographer	should	be	engaged	as	early	in	the	producGon	process	as	possible	and	be	in-
cluded	in	producGon	and	design	meeGngs	whenever	feasible.		

At	the	Gme	of	audiGon,	prospecGve	parGcipants	should	be	noGfied	about:		
▪ The	nature	of	any	specialized	movement	or	physical	theatre	(i.e.	weapons,	physical	combat,	sexual	violence,	

sexual	choreography,	tumbling,	aerial	acrobaGcs,	dance,	yoga,	etc.)	acknowledging	that	concepts	may	
change.		

▪ The	name	and	professional	experience	of	the	designer/choreographer	if	possible.		
At	the	Gme	of	audiGon,	prospecGve	parGcipants	should	be	asked	to	provide	accurate	descripGons	of	their	physical	abili-
Ges	and	limitaGons/injuries	as	they	relate	to	the	possible	choreography.	

Rehearsal		
• The	designer/choreographer	should	be	introduced	to	the	cast	at	the	first	rehearsal,	or	as	soon	thereaier	as	pos-

sible.		

• A	schedule	for	rehearsing	all	choreography	should	be	established	and	followed.		

• Adequate	Gme	should	be	allocated	for	stretching	and	warming	up	before	all	choreography	rehearsals.		

• Adequate	Gme	should	be	given	to	teach,	rehearse,	and	adjust	all	choreography	or	movement	techniques.		

• Adequate	Gme	should	be	allocated	at	the	end	of	rehearsal	for	cooling	down,	asking	quesGons,	and	voicing	con-
cerns.		

• Before	work	starts	the	actors,	director,	choreographer,	and	stage	manager	should	agree	to	the	requirements	of	
the	planned	acGvity	(kiss,	slap,	dance,	etc.).	ParGcipants	are	then	responsible	for	staying	within	those	agreed-
upon	boundaries.		

• A	choreography	captain	(typically	a	cast	member	with	experience	in	the	form	of	physical	theatre	being	taught)	
should	be	chosen	to	ensure	that	the	choreography	is	rehearsed	regularly	and	doesn’t	change	unintenGonally.	
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The	captain	should	be	empowered	to	noGfy	the	stage	manager	or	designer/choreographer	of	any	issues	with	the	
choreography.		

• Choreography	should	be	recorded	(in	wriGng	or	on	video,	if	appropriate)	so	that	performers	and	captains	have	a	
reference	for	maintaining	the	choreography.		

• Once	choreography	is	set,	a	choreography	“call”	should	be	established.	This	Gme	should	be	set	aside	at	the	be-
ginning	of	rehearsal	to	run	through	choreography.	These	calls	are	parGcularly	important	before	running	the	
show.	Calls	should	be	conducted	in	a	distracGon-free,	appropriately	lit	space.		

• Actors	should	communicate	any	injury,	discomfort,	or	faGgue	experienced	before,	during,	and	aier	rehearsals.		

• A	10-minute	break	should	be	provided	aier	every	80	minutes	of	physical	work.		

• The	director/choreographer	and	actors	should	agree	on	a	vocabulary	of	safety	(i.e.,	the	word	“bail”	could	be	
used	to	abandon	a	movement	mid-execuGon).		

• Regular	rehearsal	reports	should	be	sent	to	the	designer/choreographer	and	should	include	notes	to	the	design-
er/choreographer	if	any	adjustments	need	to	be	made	to	the	choreography,	or	if	any	problems	develop.	

• A	comfortable	working	temperature	should	be	maintained	in	the	rehearsal	space.	The	nature	of	the	choreogra-
phy	should	be	considered	when	establishing	this	temperature	(warmer	in	the	case	of	nudity,	cooler	in	the	case	of	
highly	physical	acGvity,	for	example).		

• Performance	footwear	and	any	other	costume	or	prop	that	might	restrict	movement	should	be	made	available	to	
actors	as	early	as	possible	and	no	later	than	three	rehearsals	before	the	first	technical	rehearsal.	

• Fight	calls	should	occur	before	every	performance	and	include	a	run	through	at	50%	performance	speed	and	75%	
of	performance	speed.	

Performance		
• Choreography	calls	should	occur	before	every	performance	and	should	take	place	in	a	focused	environment	free	

of	interrupGons	or	distracGons.		

• Performance	reports	should	be	distributed	to	the	designers/choreographers,	noGng	any	issues	that	arise	and	any	
actor	injuries	(whether	related	to	the	choreography	or	not).		

• Performers	should	have	a	communicaGon	plan	with	the	stage	manager	to	report	(on	the	day	it	occurs)	any	inap-
propriate	or	potenGally	unsafe	changes	in	the	performance	of	choreography	and/or	use	of	equipment	or	
weapons.		

• A	comfortable	working	temperature	should	be	maintained	in	the	performance	space.	The	nature	of	the	choreog-
raphy	should	be	considered	when	establishing	this	temperature	(warmer	in	the	case	of	nudity,	cooler	in	the	case	
of	highly	physical	acGvity,	for	example).		

• The	stage	manager	should	check	in	before	and	aier	performances	with	each	actor	involved	in	the	choreography,	
confirming	that	the	choreography	is	maintained	and	consent/boundaries	have	not	been	overlooked.		

• If	any	choreography	is	altered	during	performance,	actors	should	noGfy	the	stage	manager	and/or	CHD	as	soon	
as	possible.	
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Specific	Considera8ons	

Violence		

The	Goal		
Onstage	violence	can	be	a	shove,	a	slap,	the	use	of	stage	weapons,	elaborate	fight	sequences,	sexual	violence	and	more.	
We	believe	that	performers	should	not	rouGnely	incur	pain,	bruises,	or	other	injury	while	enacGng	violence.	Our	inten-
Gon	is	to	prepare	for	and	miGgate	the	risks	of	onstage	violence	to	create	a	safe	space	in	which	to	take	arGsGc	risks.		

Recommenda8ons		
• It	can	be	helpful	to	assign	a	fight	captain	who	is	not	involved	in	the	fight	choreography,	so	that	the	fight	captain	

has	the	opportunity	to	observe	the	choreography	from	the	outside	(off-stage	during	performances,	if	possible).		
• The	stage	manager	should	have	a	good	line	of	sight	to	any	fight	choreography	so	that	they	can	monitor	and	dis-

cuss	any	changes	during	the	run	of	the	show.		
• As	a	pracGce,	real	weapons	should	not	be	used	onstage	or	in	rehearsal.	Once	a	weapon	has	been	treated	for	use	

on	stage	(i.e.-	firing	pin	removed	from	gun	and	barrel	soldered,	knife	dulled,	etc.),	it	ceases	to	be	considered	a	
“real	weapon”.	In	rare	occurrences	when	the	use	of	a	real	weapon	is	essenGal	to	the	performance,	this	disclosure	
must	be	made	to	all	parGes	associated	with	the	producGon	prior	to	hiring.		

InAmate	Content	and	Nudity		

The	Goal		
Sexual	Content	and	Nudity	(SC/N)	require	careful	consideraGon	as	early	as	the	season	selecGon	process.	ArGsts	in	scenes	
with	SC/N	take	great	personal	risk,	and	our	goal	is	to	allow	them	to	take	that	risk	in	an	environment	that	is	as	safe,	sup-
porGve,	and	comfortable	as	possible.	SC/N	should	only	be	included	in	a	producGon	when	it	can	be	done	responsibly	and	
according	to	the	following	recommendaGons.	We	seek	to	replicate	the	condiGons,	detail,	documentaGon	and	account-
ability	tradiGonally	employed	for	fight	choreography	for	scenes	with	sexual	choreography.		

PreproducAon	and	AudiAons		
• SC/N	should	not	be	required	or	requested	at	any	audiGon.	

• Actors	performing	nude	must	be	at	least	18	years	old	and	should	provide	proof	of	age	at	the	audiGon.		

• Actors	who	will	be	asked	to	perform	SC/N	as	part	of	the	producGon	should	confirm	consent	in	wriGng	to	per-
forming	SC/N	at	the	Gme	of	audiGon.		

• Nudity	should	not	be	permiked	in	an	audiGon.	

• Producers	should	be	prepared	to	give	a	thorough	descripGon	of	the	type	of	SC/N	anGcipated	in	the	performance	
so	that	actors	can	make	an	informed	decision.	This	recommendaGon	may	be	achieved	by	providing	the	sides	for	
the	scene	in	quesGon.		

Rehearsal		
• Prior	to	rehearsing	scenes	with	SC/N,	the	actors,	director,	choreographer,	and	stage	manager	should	discuss	the	

content	and	create	consent	and	boundaries	for	the	rehearsal.	A	safe	word	(such	as	“hold”)	should	be	established	
to	pause	SC/N	rehearsals.		

• IniGal	SC/N	rehearsals	should	be	closed,	such	that	only	parGcipants	involved	in	the	scene	(actors,	the	choreogra-
pher,	stage	manager	and	director)	are	present.	SC/N	rehearsals	should	be	opened	aier	agreement	by	the	stage	
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manager,	director,	and	actors	involved.	The	stage	manager	should	be	present	at	all	rehearsals	where	SC/N	is	re-
hearsed.			

• Once	SC/N	choreography	is	set,	there	is	limit	of	three	runs	of	that	choreography	per	rehearsal.		

• Stage	managers	should	document	the	terms	of	consent	and	details	of	sexual	choreography.		

• Actors	performing	nude	scenes	should	be	allowed	to	have	and	wear	robes	or	other	coverings	when	not	rehears-
ing.		

• Actors	should	have	the	opGon	to	decline	SC/N	elements	added	aier	audiGon	disclosure.		

• Nude	actors	should	not	be	photographed	or	recorded	on	video	at	any	Gme	during	rehearsal,	tech,	or	perfor-
mance.		

• Notes	on	moments	that	include	SC/N	should	be	given	separately	from	the	cast	members	and	producGon	team	
not	involved	in	that	scene.	

• If	choreography	involves	nudity,	the	recorded	rehearsal	should	be	taped	while	actors	are	clothed.	

Tech		
• Nudity	during	technical	rehearsals	should	be	limited	to	those	Gmes	when	it	is	absolutely	necessary.	Flesh-colored	

clothing	or	a	robe	may	be	worn	when	nudity	is	not	required.		

• Technical	rehearsals	should	be	closed	to	visitors	during	scenes	with	SC/N.		

• The	stage	manager	should	be	vigilant	in	idenGfying	and	resolving	potenGal	physical	hazards	for	nude	actors,	such	
as	splinters	and	rough	edges.	

• During	technical	rehearsals	where	SC/N	is	being	worked	on,	there	should	be	a	“no	phones”	policy	in	the	theatre.	

Performance		
• Only	parGcipants	whose	presence	is	required	should	be	present	in	the	wings	or	in	any	backstage	space	with	a	

view	of	the	stage.	Gawkers	should	be	dispatched.		
• The	Producer	will	make	every	effort	to	enforce	the	“no	cell	phone”	policy.	

Consent		
We	believe	that	building	consent	among	parGcipants	is	an	important	part	of	creaGng	an	atmosphere	of	trust	and	com-
municaGon.	We	encourage	the	following	pracGces	when	building	consent	among	parGcipants:		

• A	consent-building	conversaGon	should	specify	the	range	of	contact	that	is	acceptable	(e.g.,	anything	but	bikini	
area	is	within	the	range,	or	kissing	is	always	closed	mouth,	etc.).		

• The	boundaries	may	change	over	the	rehearsal	process,	either	narrowing	or	broadening,	but	any	change	to	the	
boundaries	should	be	discussed,	agreed	upon	before	the	rehearsal	&	put	into	wriGng.	i.e.	a	special	note	in	the	
rehearsal	report.	

• There	should	be	an	opportunity	to	discuss	potenGal	boundary	violaGons	at	the	end	of	each	rehearsal	and	per-
formance.		

• The	agreed-upon	structure	of	inGmate	contact	should	be	maintained	once	a	show	is	in	producGon.		

• Actors	should	inform	the	stage	manager	and	their	scene	partner(s)	if	they	are	sick	(sore	throat,	cold	sore,	etc.),	
and	alternate	choreography	should	be	defined	for	sick	days.		

Requires	No8fica8on	
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▪ SC/N	should	be	disclosed	in	noGces	and	invitaGons	and	at	audiGons.		
▪ Precast	actors	or	hired	designers	should	be	made	aware	of	SC/N	prior	to	accepGng	their	roles.		
▪ Designers	should	receive	disclosure	of	SC/N	and	known	design	requirements.	

Explore	It	Further		
• Link	to	InGmacy	Directors	InternaGonal:	hkps://www.teamidi.org/	This	organizaGon	can	help	idenGfy	InGmacy	

Directors	near	you.		

• DefiniGon	of	an	InGmacy	Choreographer/Director:	An	expert	hired	to	choreograph	any	scenes	of	inGmacy,	the	
same	way	a	dance	choreographer	would	for	a	dance	number,	or	a	fight	choreographer	would	for	a	big	fight	
scene.	

• When	sexual	choreography	is	required,	prospecGve	parGcipants	can	be	audiGoned	using	nonsexual	choreogra-
phy	to	determine	physical	control.		

• Discussions	around	sensiGve	requirements	and	how	they	will	be	handled	should	begin	during	preproducGon	
meeGngs.		

• InGmacy	designers	should	be	engaged	for	the	producGon	and	included	in	pre-producGon	meeGngs.		

• The	producer	should	standardize	communicaGon	and	protocols	with	directors	requiring	SC/N.		

• If	a	full	script	is	made	available	to	prospecGve	parGcipants,	language	similar	to	the	following	should	be	included:	
“Please	read	the	script	closely	and	confirm	that	you	are	comfortable	working	with	this	material.	Feel	welcome	to	
bring	quesGons	about	content	to	the	audiGon	process.	Your	level	of	comfort	with	the	content	of	this	script	will	
not	impact	your	casGng	consideraGon	for	future	producGons.”		

• Robes	should	be	provided	and	regularly	laundered	for	all	actors	who	will	appear	nude.		

• Actors,	directors,	and	choreographers	should	have	equal	status	in	devising	SC/N	scenes.		

• A	Gme	limit	for	rehearsing	SC/N	should	be	established	and	communicated.	(see	above	under	Rehearsal)	

• Backstage	areas	and	dressing	rooms	should	provide	reasonable	accommodaGons	for	modesty/privacy.		

High-Risk	Physical	Theatre		

The	Goal		
High-risk	physical	theatre	uses	performance	techniques	that	carry	with	them	a	greater	chance	of	injury	than	tradiGonal	
theatre	pracGces.	This	includes	but	is	not	limited	to	acrobaGcs,	tumbling,	performing	on	silks	or	other	equipment,	and	
performing	in	motorized	set	pieces.	This	type	of	work	should	not	be	undertaken	without	the	extra	akenGon,	experts,	
equipment,	and	precauGon	needed	to	do	so	safely.	
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An8-Harassment	Policy	

The	Goal		
Understanding	harassment	as	it	pertains	to	the	theatre,	provide	procedures	to	prevent	it,	and	outline	recourse	when	it	
occurs.	We	recognize	the	potenGal	for	harassment	in	rehearsal,	during	performance,	and	outside	the	theatre	among	par-
Gcipants,	staff,	board,	and	audience	members.	We	acknowledge	theatre	environments	can	court	confusion	about	the	
difference	between	chemistry,	arGsGc	freedom,	and	harassment;	we	believe	parGcipants	can	be	bold	and	live	“in	the	
moment”	of	theatrical	material	while	maintaining	choreography,	fellow	parGcipants’	safety,	and	agreed-upon	bound-
aries.		

The	Commitment	
Clear	boundaries	should	be	established	and	agreed	upon	among	all	parGcipants	involved,	both	in	rehearsals	and	perfor-
mance,	parGcularly	in	scenes	depicGng	violence,	sex,	inGmate	contact,	abuse,	or	gestures	of	inGmacy.		
For	reference,	according	to	the	U.S.	Equal	Employment	Opportunity	Commission	(EEOC),	sexual	harassment	is	described	
as	follows:		

• It	is	unlawful	to	harass	a	person	(an	applicant	or	employee)	because	of	that	person’s	sex	[sic].	Harassment	can	
include	“sexual	harassment”	or	unwelcome	sexual	advances,	requests	for	sexual	favors,	and	other	verbal	or	phys-
ical	harassment	of	a	sexual	nature.		

• Harassment	does	not	have	to	be	of	a	sexual	nature,	however,	and	can	include	offensive	remarks	about	a	person’s	
sex	gender	or	gender	expression.	For	example,	it	is	illegal	to	harass	a	woman	by	making	offensive	comments	
about	women	in	general.		

• Both	vicGm	and	the	harasser	can	be	either	a	woman	or	a	man,	and	the	vicGm	and	harasser	can	be	the	same	sex	
gender	or	gender	expression.		

• Although	the	law	doesn’t	prohibit	simple	teasing,	o{and	comments,	or	isolated	incidents	that	are	not	very	seri-
ous,	harassment	is	illegal	when	it	is	so	frequent	or	severe	that	it	creates	a	hosGle	or	offensive	work	environment	
or	when	it	results	in	an	adverse	employment	decision	(such	as	the	vicGm	being	fired	or	demoted).		

• Harassment	can	happen	in	person,	online,	or	via	phone/	text	message.		

• The	harasser	can	be	the	vicGm's	supervisor,	a	supervisor	in	another	area,	a	co-worker,	or	someone	who	is	not	an	
employee	of	the	employer,	such	as	a	client	or	customer.		

The	EEOC	covers	“employees”	only,	not	contractors	and	volunteers.	For	that	reason,	the	CLEan	House	Standards	seek	to	
provide	a	definiGon	for	sexual	harassment	in	the	theatrical	workplace	for	parGcipants	not	covered	by	EEOC	laws	and	oth-
er	regulaGons,	and	to	provide	an	understanding	of	and	sensiGvity	to	the	nuances	of	a	theatrical	workplace.	

Harassment	in	a	broader	sense	includes,	but	is	not	limited	to:		
• Inappropriate	or	insulGng	remarks,	gestures,	jokes,	innuendoes,	or	taunGng	about	a	person's	gender,	gender	ex-

pression,	sexual	orientaGon,	racial	or	ethnic	background,	color,	place	of	birth,	ciGzenship,	ancestry,	creed,	or	abil-
ity;		

• Persistent	unwanted	quesGons	or	comments	about	a	parGcipant’s	private	life	outside	the	boundaries	of	consent	
established	in	rehearsal;		

• PosGng	or	displaying	materials,	arGcles,	graffiG,	and	so	on,	which	may	cause	humiliaGon,	offense,	or	embarrass-
ment	on	prohibited	grounds	that	are	outside	the	parameters	of	the	producGon.	A	producGon	about	pornogra-
phy,	violence,	or	racism	may	involve	such	images	in	the	rehearsal	space	or	in	a	dramaturgy	packet,	but	such	im-
ages	are	not	appropriate	for	open	display	in	dressing	rooms,	bathrooms,	or	other	similar	spaces.		
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Sexual	Harassment	in	a	theatrical	workplace:		

• In	a	theatrical	context,	harassment	can	be	addiGonally	defined	as	one	or	a	series	of	comments	or	conduct	of	a	
gender-related	or	sexual	nature	outside	the	boundaries	of	consent	or	producGon	content,	which	is	known	or	
ought	to	reasonably	be	known	to	be	unwelcome/unwanted,	offensive,	inGmidaGng,	hosGle,	or	inappropriate.	It	is	
worth	noGng	that	the	higher	the	emoGonal/sexual	risk	a	producGon	asks	of	its	arGsts,	the	greater	the	diligence	
of	each	member	of	producGon	and	arGsGc	staffs	is	needed	to	foster	an	environment	of	emoGonal	safety.		

Sexual	harassment	includes	but	is	not	limited	to:	
• Unwelcome	remarks,	jokes,	innuendoes,	or	taunts	about	a	person's	body,	aure,	costume,	gender,	or	sexual	ori-

entaGon	outside	the	boundaries	of	consent	or	producGon	content;		

• NegaGve	stereotyping	of	race,	gender,	gender	idenGty,	religion,	color,	naGonal	origin,	ancestry,	marital	status,	
sexual	orientaGon,	ability,	or	other	status	protected	by	law	outside	the	boundaries	of	consent	or	producGon	con-
tent;		

• Any	unwanted	or	inappropriate	physical	contact	such	as	touching,	kissing,	massaging,	paung,	hugging,	or	pinch-
ing	outside	the	boundaries	of	consent	or	producGon	content;	

• Unwelcome	inquiries	or	comments	about	a	person's	sex	life	or	sexual	preference	outside	the	boundaries	of	con-
sent	or	producGon	content;		

• Leering,	whistling,	or	other	suggesGve	or	insulGng	sounds	outside	the	boundaries	of	consent	or	producGon	con-
tent;		

• Inappropriate	comments	about	clothing,	physical	characterisGcs,	or	acGviGes	outside	the	boundaries	of	consent	
or	producGon	content;		

▪ PosGng	or	displaying	materials,	arGcles,	or	graffiG	that	is	sexually	oriented	outside	the	boundaries	of	
consent	or	producGon	content;		

• Requests	or	demands	for	sexual	favors,	especially	those	that	include,	or	imply,	promises	of	rewards	for	complying	
(e.g.,	job	advancement	opportuniGes)	and/or	threats	of	punishment	for	refusal	(e.g.,	denial	of	job	advancement	
or	opportuniGes)	outside	the	boundaries	of	consent	or	producGon	content;		

• AkempGng	to	engage	in	sexual	behaviors	offstage	that	are	choreographed	for	the	stage;		

• SuggesGng	an	actor	who	appears	naked	onstage	or	in	rehearsal	is	not	allowed	physical	boundaries	and/or	privacy	
backstage	or	in	the	dressing	room	and/or	not	respecGng	those	boundaries;		

• IntenGonal	failure	to	observe	the	dressing	room	standards	laid	out	in	this	document;		

• InviGng	an	actor	to	rehearse	sexual	content	outside	of	scheduled	rehearsals;		

• Repeated	invitaGon/suggesGon	to	take	relaGonships	of	a	sexual	nature	beyond	the	stage;		

• Using	the	text	of	a	producGon	that	is	sexual,	violent,	threatening,	or	offensive	in	offstage	discourse;		

• Improvising	sexual	content	without	expressed	consent.		

ParAcipants	have	the	right	to	be	free	from:		
• Sexual	solicitaGon	or	advances	made	by	a	person	in	a	posiGon	to	confer,	grant,	or	deny	a	benefit	or	advancement	

outside	producGon	content;		

• Reprisal	or	threat	of	reprisal	for	the	rejecGon	of	a	sexual	solicitaGon	or	advance	where	the	reprisal	is	made	by	a	
person	in	a	posiGon	to	grant,	confer,	or	deny	a	benefit	or	advancement	outside	producGon	content.	

Any	of	the	behaviors	outlined	here	have	the	potenGal	to	create	a	negaGve	environment	for	individuals	or	groups.	It	
should	be	noted	that	a	person	does	not	have	to	be	a	direct	target	to	be	adversely	affected	by	a	negaGve	environment.	It	
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is	understood	that	creaGve	atmospheres	are	not	always	“emoGonally	sanitary”—they	can	safely	be	bawdy,	profane,	vul-
gar,	and	challenging.		

We	believe	that	having	(a)	a	pracGce	of	building	consent	and	(b)	an	environment	that	allows	for	response	to	clear	
boundary	violaGons	can	broaden	our	opportunity	to	be	challenging	and	fearless	in	our	work.		

Concerns	about	harassment,	safety,	or	a	negaGve	environment	should	be	reported	using	the	Concern	ResoluGon	Path	
(starGng	with	level	one	wherever	possible),	and	all	concerns	should	be	treated	with	the	utmost	respect	for	the	safety	and	
well-being	of	all	parGcipants.		

Diversity,	Inclusion	and	Representa8on		

The	Goal		
Theatre	engages	the	full	spectrum	of	humanity.	Telling	the	stories	of	complex	human	experience	oien	includes	represen-
taGons	of	violence,	racism,	homophobia,	abuse,	and	other	challenging	content.	We	seek	an	ethical	and	empatheGc	at-
mosphere	when	engaging	in	this	content,	working	with	diverse	groups	of	parGcipants,	and	parGcularly	when	producing	
culturally	sensiGve	work.	The	CLEan	House	Standards	does	not	dictate	content,	casGng,	design,	or	other	producGon	ele-
ments	but	seeks	to	create	respectul,	safe	and	equitable	environments.	

The	Commitment	
We	make	the	following	commitments	to	all	parAcipants	who	work	with	us:		

• When	invited	to	audiGon,	prospecGve	parGcipants	have	the	right	to	make	inquiries	about	how	their	cultural	per-
sonhood	will	be	used	within	the	producGon,	parGcularly	when	the	work	will	be	devised	(when	there	is	no	script	
at	the	Gme	of	audiGon).	Inquiries	will	receive	a	thoughtul	response	and	will	remain	confidenGal.		

• SomeGmes	a	potenGal	parGcipant	discovers	in	the	course	of	audiGoning	that	they	are	uncomfortable	with	pro-
ducGon	elements	as	they	relate	to	their	personhood.	PotenGal	parGcipants	have	the	right	to	decline	casGng	of-
fers	without	fear	of	reprisal	such	as	losing	future	opportuniGes.	It	is	not	the	parGcipant’s	responsibility	to	explain	
why	they	chose	to	decline	an	offer.		

• Whenever	possible,	diversity	and	inclusion	should	be	considered	both	in	casGng	and	in	assembling	producGon	
and	design	teams.	In	parGcular,	culturally	specific	work	should	seek	producGon	personnel	who	can	speak	to	that	
cultural	experience;	however,	these	consideraGons	should	not	be	limited	to	those	producGons.		

• During	the	rehearsal	process,	parGcipants	should	voice	concern	if	they	feel	uncomfortable	with	the	use	of	their	
cultural	personhood,	which	may	include:		

• Costume	pieces	that	can	reasonably	be	understood	as	culturally	demeaning,	which	were	not	disclosed	at	audi-
Gon/casGng,	and	could	not	have	been	expected	by	a	reading	of	the	script	or	otherwise	available	materials;		

• Staging	(culturally	based	violence	or	abuse,	for	example),	which	was	not	disclosed	at	the	Gme	of	audiGon/cast-
ing;		

• Accents	or	dialects	to	underscore	a	cultural	representaGon	not	disclosed	at	the	Gme	of	audiGons/casGng;		

• Make-up	that	can	reasonably	be	described	as	“black	face,”	“brown	face,”	or	similar	portrayal,	which	was	not	dis-
closed	at	the	Gme	of	audiGon/casGng.		

• When	staging	scenes	of	cultural	violence,	or	other	culturally	charged	narraGves	and	language,	we	will	follow	the	
same	pracGce	of	consent	building	outlined	in	the	SC/N	standard.	Disclosure	of	this	type	of	performance	will	be	
made	at	the	audiGon,	and	the	emoGonal	risk	associated	will	be	recognized	throughout	the	process.		

• We	seek	to	address	concerns	with	generosity	and	humility	through	the	channels	of	the	Concern	ResoluGon	Path	
as	outlined	in	this	document.	

Explore	it	Further		
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• Producers	should	seek	opportuniGes	to	intern,	mentor,	include,	and	professionally	engage	parGcipants	of	color	at	

all	levels	of	their	organizaGon.		

Social	Media	Policy	

The	Goal		
Social	media	networks	–	Facebook,	Instagram,	Twiker	and	others	–	provide	useful	markeGng	and	promoGonal	tools	for	
theatres	and	theatre	arGsts.	Other	areas	in	the	CLEan	House	document	will	largely	cover	issues	that	arise	when	using	
social	media,	but	recommendaGons	below	should	provide	addiGonal	guidance	on	specific	quesGons.		

The	Commitment	
CLEan	House	Theatre	should	adopt	and	make	available	some	form	of	social	media	policy	that	protects	both	the	privacy	of	
arGsts	and	the	public	image	of	the	arts	organizaGon.	

Explore	it	Further	

•	Using	social	media	sites	means	that	you	(and	the	content	you	exchange)	are	subject	to	their	terms	of	service.	This	can	
have	legal	implicaGons.	The	social	media	network	has	access	to	and	control	over	everything	you	have	disclosed	to	or	on	
that	site.	Any	informaGon	might	be	turned	over	to	law	enforcement	without	your	consent	or	even	your	knowledge.	

•	Although	an	organizaGon	should	not	seek	to	restrict	staff	members’	parGcipaGon	in	civic	life,	they	should	be	aware	that	
outside	affiliaGons	and	memberships	may	create	real	or	apparent	ethical	conflicts.	When	those	affiliaGons	have	the	po-
tenGal	to	damage	the	theatre’s	reputaGon,	staff	members	should	proceed	with	cauGon	and	take	care	to	advise	supervi-
sors.	
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IV.	Appendix	of	Forms	and	Supplemental	Support		

Sample	Concern	Resolu8on	Plan	

CreaGng	a	safe	and	comfortable	environment	for	all	members	of	our	team	is	important	to	this	company.	We	take	con-
cerns	seriously	and	seek	to	address	issues	in	a	sensiGve	and	Gmely	manner.		
The	following	individuals	are	available	to	help	you	resolve	any	concerns	or	issues	that	may	arise.	We	encourage	concerns	
of	level	2	and	above	to	be	made	in	wriGng	when	possible.		

Level	One	
	If	you	feel	comfortable	doing	so,	we	encourage	you	to	first	directly	address	your	concern	with	the	individual(s)	involved.	
This	helps	to	foster	an	honest	and	open	community	and	is	oien	the	fastest	path	to	a	resoluGon.	

Level	Two		
If	you	are	not	comfortable	directly	addressing	the	individual(s)	involved,	or	if	no	resoluGon	can	be	agreed	upon,	your	
next	points	of	contact	can	be	any	of	the	following:		
NAME:	________________________		 	 	 	 NAME:	________________________		
TITLE:	Stage	Manager		 	 	 	 	 	 TITLE:	Director		
EMAIL:	________________________		 	 	 	 EMAIL:	________________________		
PHONE	#:	______________________		 	 	 	 PHONE	#:	______________________		

NAME:	________________________		 	 	 	 NAME:	________________________		
TITLE:	CLEan	House	Liaison		 	 	 	 	 TITLE:	(Equity	Business	Rep.	or	other/s)		
EMAIL:	________________________		 	 	 	 EMAIL:	________________________		
PHONE	#:	_____________________		 	 	 	 PHONE	#:	______________________		

Level	Three		
If	an	issue	is	not	been	resolved	through	Levels	One	and	Two,	or	if	you	are	an	individual	named	in	Level	Two	who	needs	
assistance	to	resolve	the	issue,	your	next	points	of	contact	can	be	any	of	the	following	people.	The	contacts	at	this	level	
may	consult	with	each	other	and	review	any	legal	or	other	implicaGons	of	any	decision.		

NAME:	________________________		 	 	 	 NAME:	________________________		
TITLE:	ArGsGc	Director		 	 	 	 	 	 TITLE:	Managing	or	ExecuGve	Director		
EMAIL:	________________________		 	 	 	 EMAIL:	________________________	
PHONE	#:	______________________		 	 	 	 PHONE	#:	______________________		

NAME:	________________________		 	 	 	 NAME:	________________________		
TITLE:	Board	Member		 	 	 	 	 	 TITLE:	(Other	Individual)		
EMAIL:	________________________		 	 	 	 EMAIL:	________________________		
PHONE	#:	______________________		 	 	 	 PHONE	#:	______________________		

A	complaint	may	include	allegaGons	of	civil	or	criminal	misconduct	or	liability	and	may	require	legal	advice	or	acGon.		
In	case	of	physical	emergency	or	criminal	acGvity,	call	911.	
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Sample	Audi8on	No8ce		

• This	theatre	has	adopted	The	CLEan	House	Standards,	which	seeks	to	foster	an	environment	of	communicaGon,	
safety,	respect,	accountability,	and	the	health,	safety,	and	well-being	of	insGtuGons	and	its	parGcipants.	We	hope	
the	following	disclosures	help	you	make	an	informed	choice	should	you	be	offered	a	role	in	this	producGon.		

• All	theatres	that	abide	by	The	CLEan	House	Standards	make	the	following	audiGon	commitments	to	you:		
▪ You	will	not	be	asked	to	audiGon	more	than	3	Gmes	for	this	producGon	without	compensaGon.		
▪ You	will	not	be	kept	at	any	audiGon	more	than	4	hours,	or	past	11pm.		
▪ You	will	not	be	asked	to	disrobe	or	perform	any	inGmate	contact	or	violence	as	a	part	of	your	audiGon.		
▪ You	will	not	be	charged	to	audiGon.	
▪ You	will	be	noGfied,	by	the	producer,	if	you	were	called-back	but	not	cast.	
▪ You	may	decline	audiGon	invitaGons	or	casGng	offers	without	fear	of	losing	future	opportuniGes	and	will	

not	be	asked	to	explain	your	reason.	

PRODUCTION	SCHEDULE		
First	day	of	rehearsal:	________________________		
Range	of	rehearsal	hours:	________________________		
Tech	begins:	________________________		
First	preview:	________________________		
Opening:	________________________		
Closing:	________________________	
Days/Gmes	of	planned	performances:	________________________		
Performance	venue:	________________________	

Director:	________________________	
CasGng	Authority:	________________________	
Producer:	________________________	

ProducGon	Team:	(Name	&	Title)	
__________________________________________________________________________________________________
__________________________________________________________________________________________________	

Who	Will	be	in	the	CasGng	Room:	(Name	&	Title)__________________________________________________________	

Callbacks	will	be	scheduled	for:________________________________________________________________________	

DISCLOSURES	(check	all	that	apply):		
☐	There	is	a	possibility	that	the	producGon	will	be	extended	through	___________________.		
☐	Costumes	will	be	supplied	by	the	producer.		
☐	Actors	will	be	expected	to	help	build	and	strike	the	set.		
☐	There	will	be	understudies	for	this	producGon.		
☐	Understudies	will	be	engaged	in	rehearsals.	
☐	There	will	be	pay	for	this	producGon	in	the	amount	of	____________________________.		
☐	This	producGon	contains	sexual	content.		
☐	This	producGon	contains	nudity.		
☐ This	producGon	contains	violence.	
☐ This	producGon	contains	stage	combat	or	feats	of	daring.	
☐	If	yes,	a	fight	choreographer	will	be	on	staff	for	this	producGon.		
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☐This	producGon	contains	culturally	sensiGve	content.		
☐	This	producGon	is	accessible	to	actors	who	use	a	mobility	device.		
☐	This	producGon	will	have	a	nontradiGonal	audience	seaGng	arrangement.		
☐	There	are	_____	previews	planned	for	this	producGon.		
☐	AudiGons	will	be	recorded.		
(Recording	will	be	used	privately	among	casGng	authoriGes	and	destroyed/deleted	aier	the	compleGon	of	casGng)	

Physical	Contact	Required	for	AudiGon:________________________________________________________________	

Roles	that	require	characters	with	a	specifically	stated	gender,	race	age	range,	body	type,	or	disability:	
_______________________________________________________________________________________________	

Roles	Already	Cast:________________________________________________________________________________	

Further	Disclosures:	_______________________________________________________________________________	

[Theatre	name]	is	commi8ed	to	diversity	and	encourages	all	its	employers	to	engage	in	a	policy	of	equal	employment	
opportunity	designed	to	promote	a	posi=ve	model	of	inclusion.	As	such,	[theatre	name]	encourages	performers	of	all	eth-
nici=es,	gender	iden==es,	and	ages,	as	well	as	performers	with	disabili=es,	to	a8end	every	audi=on.	
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Sample	Contract	

This	sample	agreement	is	wri8en	for	a	performer.	Addi=ons	and	omissions	should	be	made	to	adapt	the	agreement	for	
directors,	designers,	and	other	par=cipants.		

The	following	agreement	is	made	between	_________________	(“Theatre”)	and	_______________	(“Actor”)	on	this	
_____________	(date).	The	Theatre	hereby	engages	the	Actor	in	its	producGon	of	_______________	(“ProducGon”)	in	
the	role	of	__________________.		

1.	Produc8on	Dates.	The	ProducGon	Dates	are	as	follows:		
Rehearsals:		
Tech:		
Previews:		
Opening	Date:		
Performances:		
TentaGve	Closing	Date:		

2.	Compensa8on.	Actor	shall	receive	a	total	fee	of	$___________,	according	to	the	following	schedule:	
____________________________________.	This	agreement	shall	not	consGtute	the	Actor	as	an	employee	of	the	The-
atre,	and	it	is	understood	that	the	Actor	shall	perform	his/her	duGes	as	an	independent	contractor.		

3.	Rehearsal	and	Performance	Schedule.	Subject	to	SecGon	4	of	this	Agreement,	the	Actor	agrees	to	report	to	and	at-
tend	punctually	all	rehearsals,	tech,	calls,	and	performances	as	sGpulated	by	the	Theatre,	the	director,	or	the	stage	man-
ager.	The	Actor	agrees	to	be	available	for	all	performances.	Any	factors	that	may	impact	the	Actor’s	availability	must	be	
immediately	communicated	to	the	stage	manager.	The	failure	by	the	Actor	to	akend	such	rehearsals,	tech,	or	perfor-
mances	or	the	late	arrival	by	the	Actor	to	such	rehearsals,	tech,	or	performances	may	result	in	terminaGon	of	the	Actor	
and	removal	from	the	ProducGon	at	the	discreGon	of	the	Theatre,	without	noGce	or	compensaGon.	

4.	Conflicts	and	More	Remunera8ve	Employment.		
a. Any	potenGal	conflicts	with	the	performance	schedule	shall	be	disclosed	to	the	Theatre	prior	to	the	execu-

Gon	of	this	contract.	All	absences	due	to	conflicts	must	receive	prior	approval	by	the	director	and	stage	man-
ager.	Approvals	for	an	Actor’s	absence	due	to	conflicts	will	not	be	granted	for	tech,	previews,	or	opening	
night	or	any	performance	during	the	first	weekend	(“Opening	Weekend”).		

b. In	the	event	the	Actor	has	been	offered	short-term,	higher	paying	employment	in	the	entertainment	industry	
during	the	ProducGon,	the	Theatre	will	generally	grant	permission	to	the	Actor	to	take	a	short-term	leave	of	
absence	to	pursue	such	employment.	Such	employment	must	be	within	the	jurisdicGon	of	one	of	the	enter-
tainment	unions.	In	order	to	receive	approval	for	such	more	remuneraGve	employment,	the	Actor	must	noG-
fy	the	director	and	the	stage	manager	no	later	than	at	the	Gme	of	the	audiGon	for	employment	that	would	
qualify	under	this	secGon.	Approval	is	at	the	discreGon	of	the	Theatre,	and	will	not	be	granted	for	tech,	pre-
views,	or	Opening	Weekend.		

5.	Responsibili8es.	The	Actor	agrees	to	meet	all	guidelines	generally	accepted	for	professional	behavior,	including,	but	
not	limited	to,	punctuality	with	regard	to	all	rehearsal	and	performance	calls	and	adherence	to	the	director	and	produc-
ing	body’s	intents.	The	Actor	agrees	to	perform	such	roles	and	duGes	as	are	listed	on	the	face	of	this	contract	as	well	as	
other	duGes	that	may	be	assigned	at	a	later	date.	The	Actor	further	agrees	to	abide	by	all	rules,	regulaGons,	and	policies	
as	set	forth	by	the	Theatre,	such	policies	to	be	discussed	and	distributed	at	the	first	rehearsal	and	deemed	to	be	incorpo-
rated	into	this	agreement.	The	Actor’s	failure	to	comply	with	the	responsibiliGes	herein	stated	may	result	in	terminaGon	
of	the	Actor	and	removal	from	the	ProducGon	at	the	discreGon	of	the	Theatre,	without	noGce	or	compensaGon.		
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6.	Property.	The	Theatre	and	its	representaGves	are	not	responsible	for	the	Actor’s	personal	property	during	meeGngs,	
rehearsals,	tech,	or	the	run	of	the	producGon.	The	Actor	hereby	waives	all	claims	for	recovery	from	the	Theatre	for	any	
such	loss	or	damage	(whether	or	not	such	loss	or	damage	is	caused	by	negligence	of	the	Theatre).		

7.	Complimentary	Tickets.	[Insert	complimentary	Gcket	policy]		

8.	Severability.	The	provisions	of	this	contract	shall	be	separable,	and	the	invalidity	of	any	provision	shall	not	affect	the	
validity	of	the	remaining	provisions.		

9.	En8re	Agreement.	The	parGes	agree	that	this	instrument	represents	the	enGre	agreement	between	them	and	that	the	
terms	of	this	agreement	may	not	be	altered	unless	such	alteraGon	is	accomplished	in	wriGng	and	is	signed	by	both	par-
Ges.		

Agreed	and	Accepted	as	of	the	date	first	wriken	above,	by:		

__________________________________________________________________________________________________	
Name:		 	 	 	 	 	 	 	 Name:		
For	the	Theatre			 	 	 	 	 	 Contractor	
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Sample	First	Rehearsal	Language		

The	following	is	adapted	from	the	First	Rehearsal	Script	created	by	Lifeline	Theatre	In	Chicago;	one	of	the	contributors	
to	the	Chicago	Theatre	Standards.	The	following	is	an	extension	of	the	“First	Day	Implementa8on	Notes”	described	
earlier	in	this	document.	Pilot	theatres	have	found	these	support	documents	par8cularly	helpful.	The	following	is	not	
prescrip8ve	or	defini8ve,	but	is	offered	as	a	sample	to	be	used	or	adapted.	This	script	does	not	include	the	elec8on	of	
the	CLEan	House	Liaison,	although	that	is	o\en	done	at	the	first	rehearsal.		

Staff	Member:	____________Theatre	has	adopted	The	CLEan	House	Standards,	available	at	cleanhousecleveland.org.		

The	aim	of	the	CHS	is	to	adopt	procedures	to	prevent	and	respond	to	unsafe	and/or	abusive	events,	environments	or	
individuals.	If	there	is	a	fight	scene	in	the	show,	there	will	also	be	a	qualified	choreographer.	If	there’s	a	sex	scene	in	the	
show,	parameters	will	be	agreed	upon	and	safeguards	will	be	put	in	place	to	maintain	them.		

An	important	component	of	the	CHS	is	the	Concern	ResoluGon	Plan.	This	is	a	three-Gered	list	of	people	who	you	can	con-
tact	if	you	feel	uncomfortable	or	have	any	concerns	throughout	this	producGon	process.	You	have	received	a	printed	
copy	of	the	Concern	ResoluGon	Plan	with	contact	informaGon	for	everyone	on	the	path.	This	document	will	also	be	post-
ed	in	the	rehearsal	and	dressing	rooms	for	your	reference.	I’d	like	to	ask	everyone	on	the	path	to	introduce	themselves.		

The	CLEan	House	Standards	contains	a	number	of	pledges	that	we,	the	producing	theater,	make	to	you.	Among	these	is	a	
welcoming	environment	free	of	harassment	and	discriminaGon.	

	Since	a	posiGve	environment	is	a	team	effort,	we’d	like	to	take	this	opportunity	to	read	the	definiGons	of	harassment	
aloud	to	make	sure	we	have	a	shared	understanding.	NAME	(show	director)	if	you	could	begin,	and	then	everyone	else	
just	jump	in	for	a	secGon	when	you	like,	no	parGcular	order,	changing	speakers	with	color	changes.	

Prompt	and	allow	Ame	for	company	members	to	read:		
Harassment	includes,	but	is	not	limited	to:		

1.	Inappropriate	or	insulGng	remarks,	gestures,	jokes,	innuendoes	or	taunGng	about	a	person's	racial	or	ethnic	back-
ground,	color,	gender,	gender	expression,	sexual	orientaGon,	place	of	birth,	ciGzenship,	ancestry,	creed,	or	disability,		

2.	Unwanted	quesGons	or	comments	about	an	ArGst’s	private	life,		

3.	PosGng	or	display	of	materials,	arGcles,	or	graffiG,	etc.	which	may	cause	humiliaGon,	offence	or	embarrassment	on	
prohibited	grounds.	

	4.	Sexual	Harassment:		
a. One	or	a	series	of	comments	or	conduct	of	a	gender-related	or	sexual	nature	that	is	known	or	ought	reasonably	

be	known	to	be	unwelcome/unwanted,	offensive,	inGmidaGng,	hosGle	or	inappropriate.	ArGsts	have	the	right	to	
be	free	from:		

i. Sexual	solicitaGon	or	advance	made	by	a	person	in	a	posiGon	to	confer,	grant	or	deny	a	benefit	or	
advancement,	

ii. Reprisal	or	threat	of	reprisal	for	the	rejecGon	of	a	sexual	solicitaGon	or	advance	where	the	
reprisal	is	made	by	a	person	in	a	posiGon	to	grant,	confer,	or	deny	a	benefit	or	advancement.		

b. Sexual	harassment	includes	but	is	not	limited	to:	
i. Unwelcome	remarks,	jokes,	innuendoes	or	taunGng	about	a	person's	body,	aure,	gender,	gender	

expression,	or	sexual	orientaGon,		
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ii. Unwanted	touching	or	any	unwanted	or	inappropriate	physical	contact	such	as	touching,	kissing,	

paung,	hugging	or	pinching,	
iii. Unwelcome	enquiries	or	comments	about	a	person's	sex	life	or	sexual	preference,		
iv. Leering,	whistling,	or	other	suggesGve	or	insulGng	sounds,		
v. Inappropriate	comments	about	clothing,	physical	characterisGcs	or	acGviGes,		
vi. PosGng	or	display	of	materials,	arGcles,	or	graffiG,	etc.	which	is	sexually	oriented,		
vii. Requests	or	demands	for	sexual	favors	which	include,	or	strongly	imply,	promises	of	rewards	for	

complying	(e.g.,	job	advancement	opportuniGes,	and/or	threats	of	punishment	for	refusal	(e.g.,	
denial	of	job	advancement	or	opportuniGes).		

All	or	part	of	the	above	grounds	may	create	a	negaGve	environment	for	individuals	or	groups.	This	may	
have	the	effect	of	"poisoning"	the	work	environment.	It	should	be	noted	that	a	person	does	not	have	to	
be	a	direct	target	to	be	adversely	affected	by	a	negaGve	environment.	It	includes	conduct	or	comment	
that	creates	and	maintains	an	offensive,	hosGle,	or	inGmidaGng	climate.		

Staff	Member:	Thank	you.	NegaGve	comments	or	acGons	oien	occur	accidentally	–	but	even	when	that	is	the	case	--	if	
we	don’t	address	them	in	the	moment	it	can	start	a	slide	into	a	less	professional	room.	(please	see	following	page	for	
Oops	and	Ouch	approach)	

One	way	to	handle	nega8ve	comments	or	ac8ons	in	real	8me:		

It’s	up	to	the	offended	person	whether	a	negaGve	comment	or	acGon	requires	some	conversaGon.	There	may	be	a	con-
versaGon	–	or	perhaps	the	offended	person	says	“Cool,	let’s	move	on.”	But	the	decision	to	move	on	must	come	from	the	
person	who	has	been	offended.		

Please	note	that	anyone	in	the	room	can	draw	akenGon	to	a	negaGve	comment	or	acGon.	It	does	not	have	to	come	from	
the	person	who	is	the	focus	of	the	potenGally	hurtul	remark	or	acGon.		

Any	quesGons	or	discussion?	

• Most	common	quesGon	is:	"SomeGmes	I	don't	know	I	may	have	offended	or	been	hurtul	unGl	I'm	trying	to	sleep	
that	night.	Can	I	bring	it	back	later?"	

• I	say	"Yes.	If	you've	felt	hurt	or	offended	and	didn't	say	anything,	please	do	bring	it	to	whoever	you're	comfort-
able	with	on	the	leadership	team.	We	want	to	know	and	we	will	figure	out	how	to	address	it.		

• **	most	common	comment	is	"If	anyone	is	thinking	this	feels	like	overkill,	let	me	tell	you	what	happened	to	me	
last	week	at	blahblah	(insert	bad	story	here).	If	something	like	this	had	been	set	up	in	advance,	I	bet	it	wouldn't	
have	happened.”	

Thank	you.	May	I	ask	that	we	pledge	to	each	other	that	we	will	work	together	to	promote	an	environment	where	it	feels	
safe	to	speak	up	--	and	that	we	will	welcome	any	reminder	to	maintain	a	posiGve	and	respectul	room.	If	you	so	pledge,	
please	say	“I	do.”		

Thank	you.	If	an	experience	ever	feels	larger	than	a	moment	like	the	ones	implied	above,	please	know	that	concerns	
about	harassment,	safety,	or	a	negaGve	environment	may	be	reported	through	several	channels.		

1.	For	cast	members:		

a. The	stage	manager.		

b. The	CLEan	House	Liaison	(CHL)	(Aier	the	first	week	of	rehearsal,	the	cast	elects	a	member	who	agrees	to	be	a	
conduit	to	bring	cast	quesGons	or	concerns	to	the	stage	manager	or	to	the	organizaGon).		
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c. If	you	do	not	feel	comfortable	reporGng	to	either	your	stage	manager	or	the	CHL,	please	report	to	either	

_____________(ArGsGc	Director)	or	_________________(Managing	Director)		

2.	For	producGon	team:		

a. _____________(ProducGon	Manager)		

b. _____________(ArGsGc	director)	or	___________(Managing	director)	

Addi8onal	Resources	for	Conflict	Resolu8on		

Books		
Nonviolent	CommunicaGon	by	Marshall	B.	Rosenberg		

Workshops		
EffecGve	Management	Strategies	for	Theatre	Leaders,	produced	regularly	by	the	League	of	Chicago	Theatres	

Credits/History	

On	January	15,	2015,	Chicago	actor	Lori	Myers	made	a	social	media	rallying	cry	“NOT	IN	OUR	HOUSE”	aier	hearing	yet	
another	account	of	sexual	harassment	by	the	same	perpetrator	at	their	long-standing	theatre.	Hundreds	of	responses	
revealed	that	the	problem	was	well	known,	but	no	one	felt	safe	enough	to	speak	out.	They	feared	reprisal	both	from	
their	abuser	and	from	the	larger	community.	They	feared	they	would	not	be	believed.	They	feared	they	would	not	work	
again.	People	who	knew	felt	they	could	not	speak	out	because	they	didn’t	have	first-hand	experience.	They	feared	they	
would	harm	the	survivor.	They	feared	they	would	be	labeled	as	a	gossip	or	divisive	in	the	community.	While	a	whisper	
network	warned	many,	others	knew	nothing	and	some	hoped	they	could	“handle	it.”	This	theatre	was	highly	regarded	
and	offered	opportuniGes	to	emerging	arGsts,	who	oien	got	noGced	by	the	press	and	eager	audiences.	The	brave	sur-
vivors	who	spoke	out	changed	the	Gde,	and	the	Not	in	Our	House	Chicago	Theatre	Community	was	born.		

By	March	of	2015,	this	document	was	underway.	Coordinated	by	Chicago	actor	Laura	T.	Fisher,	a	small	group	of	theatre	
arGsts	and	administrators	craied	a	drai	over	the	course	of	a	year.	Twenty	theatres	agreed	to	pilot	the	document	–	they	
incorporated	it	into	their	theatre	pracGces	and	met	periodically	to	improve	the	document	and	discuss	implementaGon	
strategies.	
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Graphics	and	Documents	to	Post	

It	is	suggested	that	theatre	organizaGons	explore	graphic	and	documents	that	can	help	inform	arGsts	and	staff	around	
safe	workplaces,	inclusion,	etc.	

Diversity,	Equity,	&	Inclusion	(DEI)	Vocab		
Here	are	some	examples	of	defini=ons	of	terms	related	to	Diversity,	Equity,	and	Inclusion.		 	

Ableism:	This	can	refer	to	either	individual	or	insGtuGonal	acGons	and	language	that	disadvantage	or	disempower	people	
with	disabiliGes,	people	experiencing	disabiliGes,	or	disabled	people.	Ableism	includes	mental,	physical,	and	emoGonal	
disabiliGes.		

Affinity	Bias:	Unconscious	preferences	we	have	for	people	who	are	more	like	us.		

Allyship:	Allyship	is	a	philosophy	rooted	in	acGon;	it	demands	doing	what	is	necessary	to	recognize	and	subvert	systems	
of	oppression.	Allyship	is	a	process,	is	based	on	trust	and	accountability,	looks	different	for	everyone	based	on	you	idenG-
Ges,	experiences,	and	spheres	of	influence,	and	is	not	self-defined	(i.e.,	you	don’t	to	label	yourself	as	an	“ally”).	Recently,	
allyship	has	been	criGqued	as	being	too	passive	and	replaced	by	accompliceship.	For	a	more	robust	discussion	of	this	
topic	see	www.whiteaccomplices.org.		

Cisgender:	A	person	whose	gender	idenGty	is	the	same	as	the	sex	they	were	assigned	at	birth.	(i.e.	a	person	assigned	
female	at	birth	idenGfies	as	female).	

Class:	Class	refers	to	how	much	wealth	you	have	access	to	through	property,	inheritance,	family	support,	investments,	or	
other	wealth	not	directly	associated	to	wage	earning.	It	is	different	than	socioeconomic	status.		

Code-switching:	The	pracGce	of	altering	behavior,	appearance,	and	language	to	fit	in.	Codeswitching	happens	for	many	
reasons,	but	in	the	DEI	context,	code-switching	typically	refers	to	the	pracGce	by	people	with	marginalized	idenGGes	of	
changing	their	behavior,	appearance,	and	language	to	assimilate	to	the	dominant	culture	and	gain	access	to	advantages	
experienced	by	people	with	dominant	idenGGes.		

Cultural	competence(y)	is	the	ability	to	interact	effecGvely	across	various	facets	of	diversity,	to	flex	with	differences.	Cul-
tural	competence	is	what	we	need	to	be	inclusive.	It	requires	(1)	being	self-aware	of	your	own	culture,	assumpGons,	val-
ues,	styles,	biases,	autudes,	privilege,	etc.;	(2)	understanding	others’	cultures,	assumpGons,	values,	styles,	biases,	au-
tudes,	privilege,	etc.;	and	(3)	based	on	this	knowledge,	understanding	your	potenGal	impact	on	others	and	interacGng	
with	them	in	a	situaGonally	appropriate	way.		

Colorblindness:	The	process	by	which	a	person	akempts	to	ignore	the	existence	of	race	or	skin	color	in	service	of	seeing	
past	race	and	just	seeing	the	person.	This	de-emphasizing	of	race,	however,	ignores	the	real,	lived	experience	of	people	
of	color	in	the	US	and	ignores	their	experience.	We	oien	shy	away	from	using	this	term	when	possible	because	it	is	also	
ableist	in	that	it	diminishes	the	experiences	of	people	who	are	actually	blind	or	experience	visual	impairments.	

Confirma8on	Bias:	Our	tendency	to	interpret	informaGon	based	on	a	way	that	confirms	our	own	previous	beliefs	and	
experiences.		

Culture:	A	set	of	shared	ideas,	customs,	tradiGons,	beliefs,	and	pracGces	shared	by	a	group	of	people	that	is	constantly	
changing,	in	subtle	and	major	ways.		

Disability:	A	mental,	emoGonal,	or	physical	difference	that	limits	a	person	in	everyday	acGviGes.	Increasingly,	disability	is	
being	discussed	as	a	social	construct,	meaning	that	the	mental,	emoGonal,	and	physical	norms	from	which	we	then	de-
termine	what	is	different	or	what	is	a	disability	are	arbitrary.		
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Diversity:	The	differences	among	us	based	on	which	we	experience	advantages	or	encounter	barriers	in	access	to	oppor-
tuniGes	and	resources.	Race	and	ethnicity	is	not	the	only	way	in	which	we	are	diverse	as	a	group.	There	are	countless	
visible	and	invisible	facets	of	diversity.	Furthermore,	a	person	cannot	be	“diverse”	(as	in	“diverse	candidate”).	Diversity	is	
the	outcome	of	inclusion	and	equity	efforts.		

Equity:	An	approach	based	in	fairness	to	dismantle	systems	that	privilege	and	disadvantage	people	based	on	their	idenG-
Ges.	In	pracGce,	it	ensures	everyone	is	given	equal	opportunity	to	thrive;	this	means	that	resources	may	be	divided	and	
shared	unequally	to	make	sure	that	each	person	can	access	an	opportunity.	Equity	takes	into	account	that	people	have	
different	access	to	resources	because	of	system	of	oppression	and	privilege.	Equity	seeks	to	balance	that	disparity.	

Ethnicity:	A	group	of	people	who	idenGfy	with	one	another	based	on	shared	culture.		

Inclusion:	CelebraGng,	valuing,	and	amplifying	perspecGves,	voices,	styles,	and	idenGGes	that	have	been	marginalized.	
Inclusion	is	not	merely	toleraGng	or	accommodaGng	differences;	it’s	about	acGvely	valuing	and	honoring	it.	Inclusion	is	
also	not	about	surmounGng,	overcoming,	or	transcending	differences	to	focus	on	“our	common	humanity.”	Diversity	is	
what	we	are,	and	inclusion	is	what	we	do.	

Gender	Binary:	The	false	assumpGon	that	there	are	only	two	genders,	male	and	female.		

Gender	Expression/Presenta8on:	The	way	that	someone	outwardly	displays	their	gender	through	clothing,	style,	de-
meanor,	and	behavior.		

Gender	Iden8ty:	Refers	how	a	person	self	idenGfies	on	the	gender	spectrum.	There	are	countless	ways	in	which	people	
may	idenGfy	themselves.	Gender	is	a	universe	and	we	are	all	stars.		

Genderqueer:	A	person	whose	gender	idenGty	or	gender	expression	does	not	align	with	the	gender	binary.	

Indigenous:	Also	known	as	first	peoples,	aboriginal	peoples,	naGve	peoples,	or	autochthonous	peoples,	indigenous	peo-
ple	are	ethnic	groups	who	are	descended	from	and	idenGfy	with	the	original	inhabitants	of	a	given	region,	in	contrast	to	
groups	that	have	sekled,	occupied	or	colonized	the	area	more	recently.	

Intersec8onality:	A	term	coined	by	feminist	legal	scholar	Kimberlé	Crenshaw,	intersecGonality	originally	was	created	to	
account	for	the	ways	in	which	black	women	experience	both	racism	and	sexism.	The	term	has	now	expanded	to	account	
for	the	ways	that	an	individual	can	experience	mulGple	forms	of	oppression	based	on	mulGple	marginalized	idenGGes.	A	
salient	quote	on	intersecGonality	is	Audre	Lorde’s	quote	“There	is	no	such	thing	as	a	single-issue	struggle	because	we	do	
not	live	single-issue	lives.”		

Jus8ce:	JusGce	is	the	end	goal	of	equity	efforts.	JusGce	is	the	result	of	dismantling	systems	of	oppression	and	privilege	
that	create	barriers	to	people’s	ability	to	access	resources	(e.g.,	the	“isms”).		

Microaggressions:	Unconscious	everyday	behaviors	that	oien	unintenGonally	disempower	someone	based	on	a	margin-
alized	idenGty	(real	or	perceived).	They	can	feel	small	or	subtle	to	the	person	engaging	in	the	microaggression,	but	the	
impact	can	be	large	for	the	recipient.	If	experienced	chronically,	a	person	can	feel,	“death	by	a	thousand	Gny	cuts.”	

Oppression:	The	flip	side	of	privilege,	oppression	consGtutes	mistreatment	we	experience	or	barriers	and	disadvantages	
we	encounter	by	virtue	of	one	or	more	of	our	idenGGes,	called	“marginalized”	or	“disadvantaged”	idenGGes.	Systems	of	
oppression	refer	to	systems	of	power	in	society	that	advantage	certain	groups	over	others,	and	include	ideologies	such	as	
racism,	sexism,	cissexism,	heterosexism,	eliGsm,	classism,	ableism,	naGvism,	colonialism,	ageism,	and	sizeism.	(collecGve-
ly	“the	isms”).		

People	of	color:	This	term	is	a	blanket	term	to	include	those	who	do	not	idenGfy	as	only	white	or	Caucasian.	This	is	the	
preferred	and	most	inclusive	term,	currently.		

Privilege:	The	flip	side	of	oppression,	privilege	consGtutes	advantages	we	receive,	consciously	or	not	consciously,	by	
virtue	of	one	or	more	of	our	idenGGes,	called	“dominant	idenGGes”.	These	advantages	are	upheld	by	systems	of	power	
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that	advantage	certain	groups	over	others,	and	include	ideologies	such	as	racism,	sexism,	cissexism,	heterosexism,	elit-
ism,	classism,	ableism,	naGvism,	colonialism,	ageism,	and	sizeism.	(collecGvely	“the	isms”).	Privilege	is	the	freedom	from	
stress,	anxiety,	fear	of	harm	related	to	your	idenGty.		

Race	(versus	Ethnicity):	Race	is	a	false	construct	that	conflates	skin	color	and	ancestry	with	behavior,	intelligence,	and	
culture.	Though	race	is	a	false	construct,	it	has	real	consequences	for	all	people.		

Roman8c	Orienta8on:	An	affinity	for	someone	that	evokes	the	desire	to	engage	in	an	emoGonally	inGmate	relaGonship	
oien	described	based	on	the	gender	relaGonship	between	the	person	and	the	people	they	are	romanGcally	akracted	to.	

Sex	or	Biological/Natal	Sex:	A	term	used	to	classify	individuals	as	male,	female,	or	intersex	(oien	at	birth	or	based	on	an	
ultrasound)	based	on	their	chromosomal,	hormonal,	and	anatomical	characterisGcs.		

Sexual	Orienta8on:	the	type	of	akracGon	one	feels	for	others,	oien	described	based	on	the	gender	relaGonship	be-
tween	the	person	and	the	people	they	are	sexually	akracted	to.		

Socioeconomic	status:	The	amount	of	money	you	earn	in	wages	each	month	or	year.	This	can	change	rapidly.		

Stereotypes	(versus	Norms):	Stereotypes	refer	to	the	widely	held,	oversimplified	ideas	we	hold	about	a	person	based	on	
their	idenGGes	(real	or	perceived).	Usually,	stereotypes	are	based	on	assumpGons,	popular	opinion,	or	misinformaGon,	
are	generally	negaGve,	are	sweeping	and	simple,	and	are	oien	characterized	by	words	such	as	“always”	and	“never.”	
Norms,	on	the	other	hand,	are	based	on	observable	experiences	within	a	community,	are	not	necessarily	negaGve,	are	
helpful	and	intended	to	guide	people	in	their	acGons,	are	complex,	and	are	oien	qualified	by	words	such	as	“oien,”	
“someGmes,”	and	“may.”		

Transgender:	A	person	whose	gender	idenGty	(and	someGmes	expression)	is	different	from	the	sex	they	were	assigned	at	
birth.	Trans*	is	an	umbrella	term	that	refers	to	various	different	ways	that	people	idenGfy	differently	than	their	biological	
sex.		

Unconscious	Bias:	Unconscious,	subtle,	involuntary	assumpGons	or	judgments	we	make	every	day	based	on	our	prior	
experiences	and	culture.	
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CLEan	House	Liaison	Agreement	Form	

The	goal	of	the	CLEan	House	Liaison	is	to	create	a	confidenGal	and	peer-level	liaison	and	reporGng	channel	between	par-
Gcipants	and	the	producer.	CommunicaGng	concerns	can	be	challenging.	ParGcipants	oien	have	long-standing	relaGon-
ships,	aspiraGons	for	future	collaboraGon,	or	a	fear	of	being	labeled	“difficult.”	Any	of	these	might	dissuade	a	parGcipant	
from	voicing	a	concern.	The	CLEan	House	Liaison	can	help	to	alleviate	this	tension.	In	producGons	that	employ	union	ac-
tors,	the	CLEan	House	Liaison	may	also	serve	as	the	Equity	Deputy.			

FOR	THIS	PRODUCTION	OF	______________________________________________	,	

The	Role	and	ResponsibiliAes	of	the	CLEan	House	Liaison	are:	
• Become	familiar	with	the	CLEan	House	Standards,	the	Concern	ResoluGon	Plan,	and	any	related	policies	and	pro-

cedures	provided	by	the	producer.		

• Help	familiarize	others	with	the	CLEan	House	Standards	and	Concern	ResoluGon	Plan.		

• Provide	contact	informaGon	and	availability	for	consultaGon	outside	of	rehearsal/performance	space/hours.		

• Serve	as	a	liaison	between	the	cast,	crew,	Stage	Manager,	and	producer	for	issues	brought	to	akenGon	by	parGc-
ipants.	

• Protect	anonymity	whenever	possible.		

• Report	concerns,	both	of	my	own	and	those	reported	by	fellow	parGcipants,	using	the	Concern	ResoluGon	Plan,	
and	communicate	the	resoluGon	of	such	concerns	to	fellow	parGcipants	as	appropriate.	

• Respond	to	concerns	as	quickly	as	possible	(ideally	within	24	hours,	and	never	more	than	72	hours).		

• Shadow	the	Stage	Manager	on	the	safety	walk-through.	

• Commit	with	integrity	and	empathy	to	prioriGze	the	safety	and	well-being	of	parGcipants	and	discourage	efforts	
(intenGonal	or	otherwise)	to	use	the	CLEan	House	Standards	to	divide	or	create	an	atmosphere	of	“heroes	and	
villains.”		

• Engage	the	Concern	ResoluGon	Plan	if	the	Stage	Manager	is	unable,	unwilling,	or	is	the	individual	of	concern.		

• Understand	that	my	role	is	not	to	solve	problems	or	act	in	a	judiciary	role	but	serve	as	a	confidenGal	reporGng	
channel	and	liaison.		

• Understand	that	my	role	is	one	of	service,	and	not	a	posiGon	of	power	or	status.	

Outside	of	the	CLEan	House	Liaison	Scope:		
• The	CLEan	House	Liaison	should	not	override	tradiGonal	roles	of	the	Stage	Manager,	director,	or	any	other	mem-

ber	of	the	organizaGon.		

• The	CLEan	House	Liaison	should	never	create	divisions	or	marginalize	parGcipants.		

• The	CLEan	House	Liaison	should	not	mediate	between	conflicGng	parGes	-	the	Liaison’s	responsibility	is	to	report	
conflicts	using	the	Concern	ResoluGon	Plan,	and	if	said	conflicts	are	not	resolved,	to	bring	the	conflict	to	the	at-
tenGon	of	those	higher	on	the	Concern	ResoluGon	chain.	

I	have	read,	understand,	and	accept	the	responsibiliAes	of	the	CLEan	House	Liaison:	

_______________________________________________________										________________________	

Signature	 	 	 	 	 	 	 	 Date
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