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CHAPTERI
INTRODUCTION

Stage Combat Training Rationale
Training in Stage Combat helps actors attain better awareness and control of their
bodies. It also gives them a tool that helps them to effectively use their physicalit> to
fiirther enhance the story they are performing. Violence against fellow human beings has
long been a part of the stmggle of humanity. Its prevalence in all cultures has led to the
development of a variety of weapons and combat styles. From the earliest use of
indigenous weapons through the development of the sword and gun, the methods that
have been developed to defend and protect have evolved and adapted into many varying
styles and for a multitude of purposes. The art of theatre is based on the struggle of
humanity and conflict is the very basis from which a dramatic plot takes its form.
Aristotle maintained that 'conflict is the root of theatre.' Alan J. Suddeth, a Fight Master
with the Society of American Fight Directors, builds on this idea by stating, "If conflict is
the essence of theatre, then physical confrontation is a natural outgrowth of that
conflict."' While conflict does not have to be of a physically violent nature, often in
theatre we f nd ourselves attempting to stage a moment that involves some sort of
violence between the characters. Scenes involving staged violence require proper training
and adequate rehearsal time to realize the action, if they are staged by non-practitioners of
stage combat the risk of accident and injury is greatly increased. It is the intent of Ihis

'Allan J. Suddeth, Fight Directing for the Theatre. (Portsmouth: Heinemann,
1996), xvii.
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work to provide teachers and students with written descriptions of the techniques and
terminology incorporated in the safe presentation of physical and psychological conflict.
Methods to train actors in the art of stage combat are also provided.

Short History of Violence in Theatre
Theatre in ancient Greece relied primarily on verbal descriptions of violence and
allowed audiences to imagine the horrors described. Since the time of the Romans.
however, violence, real and theatrical, has taken place in amphitheatres challenging
theatre professionals to solve how violence should be presented to an audience. Stephen
Bull, author of An Historical Guide to Arms and Armour writes, "Staged combats had
existed in the classical era. The Roman 'gladiator' used not only the normal arms and
armor of war against other men and animals but also a number of special adaptations."^
The gladiatorial combats were in actuality fîghts to the death staged for entertainment
purposes, but performances of Roman theatrical productions such as those of Seneca
often displayed actual deaths on stage by casting political dissidents and prisoners for the
battle sequences in productions. As theatre evolved, it became necessary for actors to
survive the fîghts in order to repeat their roles in fijture performances. It is not knou n
exactly how flghts were staged in early theatrical productions such as those of the
Romans or even in Shakespeare, only a brief note such as "They Fight" is listed in the
scripts.

^Stephen BuU, A Historical Guide to Arms and Armor. ed. Ton> North. (New
York: Dover Publications, Inc, 1987), 214.

Fencing techniques and references to swordplay are mentioned in the lines of
plays such as Romeo and Juliet and gives us a clue about some of the choreography used
in the fights even if the complete notation does not exist. Lines such as. " 'Come sir. your
passado',' Pluck the pilchard by the ears,' and 'The very butcher of a silk button.' " all
refer to fencing terminology.^ The Elizabethan audience possessed a good understanding
of swordplay and its inherent technical nature. Henry the VIII began the process by reintroducing medieval jousting toumaments into England and then by issuing letters of
patent to fencing masters so that they could give instmction to his subjects for a price in
fighting techniques. Events such as Playing the Prize, Prize Fighting, and Bear Baiting
attracted huge crowds and provided a platform to display various armed and unarmed
fighting styles. Dueling was also a common occurrence. though it was often a private
affair.
This tradition of man-to-man combat continued in medieval Europe,
often as part of the judicial process, as in "trial by combat.' The two
aggrieved parties would be provided with identical weapons and
allowed to fight out what could otherwise have become a feud. This
was the essential basis of the later duels, which were eventually to
become illegal. The eighteenth and early-nineteenth century duel was
in fact highly stylized, and duels could be fought over comparatively
small slights or points of honor."*
George Farquar, author of such plays as The Beaux's Stratagem and The Recmiting
Officer had to live in Ireland because he killed a fellow actor in a duel that took place on

^William Shakespeare, Romeo and Juliet. ed. Richard Hoslev. (London: Yale
University Press, 1954), 48, 64.
'Bull,214.

stage during a performance. Arthur Wise, a founder of the Society of British Fight
Directors and author of the book Weapons in the Theatre points out,
We should remember, too, that Ben Johnson wrote of the Masters and
the fights not merely as an interested observer. On 22 September 1598,
he killed a fellow actor, Gabriel Spencer, in a duel at Hoxton. He was
found guilty of manslaughter, spent time in prison, had his goods
confiscated and his left thumb branded. Middleton, Dekker and
Marston all refer to weapons and fights in a way suggesting a close
knowledge of them.^
Tiimer and Soper, who co-wrote Methods and Practice of Elizabethan Swordplay suggest,
"With so much fighting in the streets and tavems and so many demonstrations of skill in
the theatre occurring on such a regular basis, it has often been assumed that
Shakespeare's audiences were knowledgeable and critical about quality swordplay."^
Italy and Spain began a trend around 1475 in which citizens of every class
possessed weapons and wore or carried them as a part of their daily accouterment.
Initially they were wom for protection against violence on the street and later the sword.
in particular, became a decorative accessory wom by the upper classes. The common
man had to acquire weapons in battle by defeating sword-carrying opponents using fami
implements, quarterstaffs, other pole arms, or by taking them from soldiers who had
fallen in battle. Developments in metallurgy made weapons more cost efficient, allowing
them to be afforded by peoples of all walks of life. Roving fencing masters were plentiful
and offered instmction to those who could pay. Public fencing bouts were common and

^Arthur Wise, Weapons in the Theatre. (New York: Bames and Noble, 1968),
9-10.
^Tony Soper and Craig Tumer, Methods and Practice of Elizabethan Swordplay.
(Carbondale: Southem Illinois University Press, 1990). xx.

those who could not afford private instmction often leamed individual attacks, defenses,
and strategies by attending these displays and then practicing what they had w itnessed.

Emergence of the Fight Director
Elizabethan scholars assume that actors of this period took instmction from
fencing masters in order to perform fights that would live up to the expectations of their
audience. This training was in the actual art of fencing and then adapted to the stage.
which undoubtably leaves an element of danger in this performance method. There have
been far too many anecdotes of actors being stabbed, hit, or killed in performance due to
another actor's lack of control in executing choreographed combat sequences on stage.
Due to a large number of these occurrences, it became apparent that certain safety factors
should be instilled in the fîghts. A specialized language of movement was invented and
placed into effect in order to avoid accidents. The simple fact is, theatre requires actors
who are physically capable of performing scenes of violence night after night. One
mishap in the performance of an intricate scene could result in the closing of the
production or a lengthy legal procedure to attest blame for the accident.
The theatre continues to include moments of violence as a plot enhancing tool
beginning in the early works and this practice is certainly continuing in modem pla\ s.
The renowned actor, Lawrence Olivier states,
I have always felt strongly that a stage fight offered the actor a unique
opportunity of winning the audience, as great almost as any scene,
speech or action. That Shakespeare put it high in his estimation of
stage effects is proclaimed by the amount of times he tmstingK leaves
it to this element to provide him with his denouements. and this, as

Mr. Hobbs points out, for an audience commonly practiced in the art
and therefore shrewdly critical of the goings on.^
Though Fight Directors are known to have existed since the time of Shakespeare. it w as
not until the late 1960's that a common language of movement. vocabulary, and training
for safe and effective theatrical combat started to develop in the United Kingdom. It was
took until the early 1970's before this movement filtered over to the United States. Initial
training in America was offered through small workshops or after being cast in a
production of a play or movie that required violent scenes to be performed. In England.
past productions used a set pattem of choreography for sword work that was handed
dovm through acting companies and was inserted whenever a bout was required. These
were often set routines such as the,'" 'The Square Eights', "The Round Eights", 'The
Glasgow Tens', and even one called 'The Dmnk Combat." These could be repeated as
often as required all over the stage..." to achieve the desired dramatic effect."^ As these
routines became more prevalent and recognizable, new fight sequences were needed.
Fight direction/performance emerged out of the need to associate the action of the play
with the requirements of the production.

Organization of the Document
This work is intended to provide a framework from which to build a curriculum
that will teach the actor to safely execute physical and psychological violence on stage.

^William Hobbs, Fight Direction for Stage and Screen. (London: Heinemann,
1995), 9.
'Hobbs, 17.

provide movement training, and also explore various acting choices that can be
incorporated into any given fight choreography. There is scant published research
regarding this topic which is why I felt the need to write this work. Primarily. the main
way of accessing this information and research material is by attending various
workshops that are offered periodically by various stage combat organizations. There are
a few books on the subject of stage combat including: J. AUen Suddeth's Fight Directing
for the Theatre. Richard Martinez's The Swords of Shakespeare: An Illustrated Guide to
Stage Combat Choreography in the Plays of Shakespeare. and William Hobb's Fight
Direction for the Stage and Screen. These books offer information on the subject of fight
direction, but little in the way of how to go about training actors to perform it. Suddeth's
book provides insight and commentary on the requirements of a fight director but he
provides no exercises or methods of training. Martinez's work displays interpretations of
fîght scenes and choreography for selected works of Shakespeare. It does not. however.
provide any suggestions on basic instmction. Hobb's book includes anecdotes and
describes the system of notation he has developed for directing fights. Again, this work
does not include information on how to attain basic knowledge or instmction in the
subject. Dale Anthony Girard's, Actors on Guard is an excellent work that provides
many training tips in Rapier and Dagger, but for a basic certifícation in stage combat. the
students must show proficiency in three weapons systems. It is necessary for a basic
course to start with unarmed combat and then move to weapons training as the students
become comfortable in their abilities. This work aids teachers of theatre and directors
with exercises and training information novv being used in workshops. It records on

paper, detailed descriptions of the techniques necessary to achieve basic certification in
the Society of American Fight Directors. These methods are currently handed down
through oral tradition and have not found their way into a training manual. This work
organizes and codifíes these techniques, making the information accessible for academic
study. It must be noted that hands-on-training with qualified teachers is essential to the
preparation process for teaching a course of this nature. Simply reading about the
techniques does not qualify one to perform or teach any form of stage combat. The work
documents training practices and is intended to gi\ e the interested party a good reference
for exercises and information regarding the motivation and practices that are \ ital to the
development and execution of stage combat techniques.
Fight Masters, Fight Directors, and Fight Instmctors from the combat
organizations worldwide have gone to great lengths to assist me in my research and I w ish
to thank them for their efforts. They have corresponded by telephone. e-mail, and
personal interviews, giving me the information required in assembling this basic training
manual. The professionals involved in teaching this art are dedicated to their research
and the safety of the actor is of paramount importance in their eyes. The violence that is
choreographed must be repeatable performance after performance. In ensuring this. the
performers are not put in any real danger. The actor"s bod} and voice are his or her tools
and the research in staged conflict is designed to encompass these attributes. keeping the
actor safe while effectively telling the story to the audience using these specitlc tools. It
must be understood that there are multiple ways to perform acts of violence. Thcre is
room for interpretation and exploration within the framework that is cstablished.
8

Members of the various fíght societies are studying old fencing manuals for historic
accuracy in an effort to recreate them safely for period presentations as well as exploring
the other end of the spectmm, the presentation of modem day domestic violence. for
example. This is an art form that leaves countless possibilities for growth and creati\ it\,
but a basis from which to grow is essential and wiU be the focus of this work. This text
explores the various required techniques, exercises. and teaching approaches that are
based on the language that has been developed and established over the past thirty years.
These techniques serve as a framework from which to further the story that is being told
and can be adapted to coincide with specific character and directorial choices. This
dissertation helps instmctors fínd techniques that wiU work for the classroom as well as
basic choreographic choices that might be incorporated into fíghts on stage. Its main goal
is to provide a variety of exercises and technical instmction that will help students
develop an understanding of the body and how it moves so that they can effectively use
their bodies and the language of violence to enhance the action of the play.
The Society of American Fight Directors (SAFD) has developed a testing process
to certify actor/combatants. These requirements are the basis from which I have
developed a working manual for the instmction of the subject. The hands-on-training I
have received is broken down into a series of exercises that coincide with the material
that must be covered in an SAFD certification course. Basic photographs and diagrams
are included to assist the reader in comprehending the material. The more complicated
movements are given written descriptions in the hopes that readers vvill seek hand-on
training with qualified instmctors. I have arranged the format so that teachers who are

looking for materials on developing a course of this nature will have a literary reference
as well as information on the training techniques and requirements of The Societ\
American Fight Directors. This work describes the basic techniques, includes acti\ ities
for the students to pursue, explains the goals of the exercises, and includes suggestions as
to how to examine and evaluate the students progress.

Research Foundations
Due to the physical nature of the work, I have sought training to acquire the
physical skills and to become attuned to the various methods that are used in teaching the
material. The workshops I have attended ha\e proved imaluable to the research of this
subject due to fact that there currently is no training manual for the Actor/Combatant.
While Dale Girard's book, Actors on Guard. is a training manual for staged rapier pla>.
there is no text that explores the basics of stage combat in a manner that would be
benefícial to a student or teacher wishing to undertake the stud> of this subject with no
prior martial arts or weapons training. Attending the w orkshops has given me the
physical basis from which to undertake the writing of this work and will enable me to
give detailed descriptions of the exercises that will be included. As stated pre\ ioush.
supervised hands-on training is essential to the instruction of this material. W hat follows
is a brief list of the training and teaching experience that has been undertaken. I ha\e
been certified as a Fight Director and an Instmctor of Stage Combat with Fight Directors
Címada (1999); and this certifícation is accepted by all of the organizations invohcd in
the intemational fight communit>. I hold the Ad\ anced Actor/Combatant status w ith
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Fight Directors Canada(1999), as well as being a Certifíed Actor/Combatant with the
Society of American Fight Directors( 1997). Currently. I am apprenticing with Fight
Master Steve Wilsher of the British Academy of Dramatic Combat (BADC) and Fight
Directors Canada (FDC). I am also teaching at Ryerson University and The Academ> of
Physical Theatre in Toronto, Ontario.
Previous teaching experience includes work at Ryerson Uni\ersit> (199-2000):
The Academy of Physical Theatre (1999-2000)Canadian Bi-Nationals in Halifax, Nova
Scotia (1999); Dance Nova Scofía (1999); Dalhousie University (1999); Lee's McRae
College (1999/2000); Theatre Winter Haven (1999); and Texas Tech Uni\ersity (1998).
Workshops attended include: Fight Directors Canada, Teacher Training Workshops
(1999); The Paddy Crean Workshops (1999/2000), Fight Master Drew Fracher's
Smallsword Workshop (1998); Acting Action with Anthony De Longis(1998): The
Crawfísh Boil Workshops (1998), The Intemational Stage Comat Workshops (1998); The
U.S. National Stage Combat Workshops (1997); and Fight Master Drew Fracher's
Unarmed Workshop (1996).
Training and certification can currently be attained at workshops and a grow ing
number of universities throughout the United States. Many of the Certified Teachers and
Fight Directors are in residency at colleges and universities and this is helping to cnsure
the teaching of safe fighting techniques as well as fostering student growth in the
organizafíon. The Society of American Fight Directors realizes the importance of getting
academic institutions involved in training and certih ing actor/combatants and is taking
measures to involve more and more colleges and uni\ersities in this process. Instructors
11

of all classifícations within the various societies have taken time out of their schedules to
help me with teaching techniques and strategies for the development of m> class as well
as the writing of this work. It is my hope that this effort wiU benefit instmctors of stage
combat, students in the classroom, and foster the growth of the various stage fight
societies.
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CHAPTERII
THE HISTORY OF THE SOCIETY OF
AMERICAN FIGHT DIRECTORS

Founding the First Stage Fight Society
"In the 1960's, with experts at everything popping up in all branches of theatre,
fight arranging too became a specialist activity, and stage fíght directors needed theatrical
experience which they effectively combined with some kind of martial art experience."'
The endeavor to specifically develop the language and performance of violence for use in
individual theatrical and fílm settings initially evolved into an organization in The United
Kingdom knovm as The Society of Brifísh Fight Directors(SBFD). "Until comparati\eh
recently, in the early 1960's, it was the custom in theatres and drama schools for a fencing
master or 'A Master of Fence' as he was more grandly called, to be employed to teach
stage fíghts. His knowledge and experience of the theatre and actors was to say the least,
in most cases, limited."^ The SBFD was founded in Febmary of 1969 through the efforts
of BiU Hobbs and Henry Marshall with founding members lan McKay, John Greenwood,
Derek Ware, Brian Mosley, Arthur Wise, B. H. Barry, Professor Roy Goodall, John
Barton and Charles Alexis. Its primary purpose was to develop safe effective techniques
and train actors in the execution of these techniques. Utilizing this training, students

'WiUiam Hobbs, Fight Direction For Stage and Screen. (London: Heinemann,
1995), 22.
'Hobbs, 22.
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could safely ftirther the action in a scene that required physical violence. Stmctured
classes were quickly established and the fírst proficiency test to certify Actor/Combatants
was held on February 9*, 1971. The Fight Director. the offícial magazine of the SBFD
was released in the Autumn of 1973 and from that point on, it has been a source of
reference and information about the organization, its goals, and its members. The SBFD
has since changed its name and direction to the British Academy of Dramatic Combat
(BADC) due to the fact that British Actor's Equity formed the first register of
professional Fight Directors in the world. Once the title of Fight Director was adopted
by Equity, the SBFD decided to change its name and goals to become a society focused
on the education of theatre students and professionals, hence, changing its name to the
British Academy of Dramatic Combat in order to ensure that the direction of the
organization was understood as being purely academic.

Founding an American Counterpart
The second organization devoted to the teaching and exploring of safe and
effective ways to tell a story through the use of controlled fight choreography was formed
in America by David Boushey. This organization, with the help of the British Society.
became The Society of American Fight Directors. It is this system of training that I will
primarily adhere to in the development of this project. The British style tends to take a
more direct approach by targeting the body while the American style often selects targets
that are just outside the body to ensure further safety. Other stage combat societies
include Fight Director's Canada, The Nordic Stage Fight Society (Denmark, Norwa>,
14

Sweden), The Society of Australian Fight Directors Inc, and The New Zealand Stage
Combat Society. The members of these various groups work together to pass on
knowledge and insight as well as different styles and perspectives. All of the stage fíght
associations are united in their quest to produce safe, effective theatrical violence but are
free to explore the influences of their own cultures and incorporate them into their
methods of training. They often pool their resources by working intemationally as
individuals and training together at conferences and workshops in hopes of providing new
insights to historical texts and new innovations in staging techniques.
The Society of American Fight Directors was founded on May 16'\ 1977. The
need for this organization was recognized after David Boushey retumed from England as
the first American to receive certification as a Fight Director. having eamed this title
thi'ough his studies with The Society of British Fight Directors. He offered his services to
various American employers and found he was being questioned about what a fight
director actually was. It was upon this realization that he decided to found a society that
would aid the American fílm and theatre industry in choreographing staged fights and
training actors to perform them. The Society of British Fight Directors (SBFD) had been
successfiil with their research and application, gaining the respect of the film and theatre
industries for their work in studying and presenting controlled violence on various
projects. Boushey realized that the American entertainment industries could benefít from
a similar organization and set out to gather a group of working professionals to teach and
promote the use of choreographed violence on stage.
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Boushey then contacted other American professionals who were invoh ed in
teaching and performing stage fíghting and this group of individuals collaborated to form
The Society of American Fight Directors (SAFD). The founding members included,
David Boushey, Rod Colbin, Erik Fredricksen, Byron Jennings, and Joseph Martinez.
The organization was an instant success and the fírst officers of the organization were
David Boushey as President, residing in Seattle, Byron Jennings as Vice-President,
residing in San Francisco, and Erik Fredricksen as Secretary/Treasurer. residing in New
York City. The founding members began searching for individuals who could contribute
to the society as well as the industry with their talents and experience.
Initially, the group was exclusively designed "to bring together into one
organization those individuals who eam a living choreographing fight scenes for stage
and fílm." Within the fírst year of its inception, the organization had branched out to
incorporate three separate classifícations. In April of 1978, the SAFD had Full Members
who were defíned as "professional fight directors," Affiliate Members who were defíned
as "fencing masters in drama schools," and student members who were "students who
aspire to become fight directors." July of 1978 brought about the inception of the
category "friend." The dues at this time were $15 forftalland affiliate members while the
rate for students and friends was set at $ 10.^

^Margaret Raether, "SAFD History: Tuming Back the Hands of lime," Thc light
Master, (20.1, 1997), 16.
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Growth and Changes
As with any newly formed organization, its long term success rested in its abilit>'
to branch out and grow. The Society of American Fight Directors had to reach across the
United States and attract new members while documenting its accomplishments to ensure
further employment in the industry. Again, Boushey looked to the organization's
European counterpart and suggested that an organizational magazine be incorporated into
the society and distributed throughout the membership. He explains the moti\ ation
behind this venture by stating, "It was a matter of public relations and focusing attention
on a central organization which could bring all known fíght arrangers into a common
group with a common philosophy- that of safe and well-conceived fight choreography."''
The Society of British Fight Directors published a joumal called The Fight Director.
which was originally edited by Henry Marshall. This publication was to serve as the
model for The Fight Master. its American counterpart. The first issue appeared in April
of 1978 and was set on a schedule to be published four times a year. The association
attained recognition by sending representatives to various conventions and gaining
support from the American Theatre Association.
Seven months later there was another idea that would continue to provide the
membership with opportunities while helping to establish the organization further. Once
again the British society was looked to for guidance and a testing procedure for certiíy ing
Actor/Combatants was suggested and adopted. J. AUen Suddeth. now a Fight Master
with the organization, was about to test for his SBFD certification and was among thosc

*Raether, 16.
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supporting the initiative to instill a fíght certifícation test into the American society. The
Society of British Fight Directors had previously tested students in England and had even
begun testing students at selected American conservatories such as JuUiard and CamegieMelon. Upon the completion of his SBFD test, Mr. Suddeth contacted Mr. Boushey
suggesting that a testing procedure be adopted by the SAFD. Within a year of this
request, twelve of Mr. Suddeth's students were adjudicated by Fight Master Erik
Fredricksen on July 14, 1979, and all twelve passed with two of them being
recommended due to their outstanding abilities in the performance of their test. It was
from this initial test that the certifícation practice would continue to grow and further the
teachings of the society. As a result of the newly adopted testing procedure, the fírst
national meeting of the organization on August 15'*" of the same year brought about a new
category of membership, the "Actor/Combatant." This classifícation was to consist of
members of the society who had passed the basic level certifícation test.
April 20'^ 1980 brought about the offícial acceptance of the American testing
procedure by the British associafíon by stating, "We fully recognize the authority of the
SAFD to conduct tests in their own country. We mle that certifícates issued by the SBFD
should only be issued for tests conducted in the Llnited Kingdom."' Thus, the Society of
American Fight Directors had emerged as a professional organization that was respected
and endorsed by its British counterpart to instmct students in the art of stage combat. The
fírst three years of the organization saw tremendous growth in membership as well as a
working relationship with both professional and academic institutions. The idea was

'Raether, 17.
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coming into fmition and would continue to expand into a diversely talented core of
individuals committed to the instmction and performance of violence for use on stage and
film.
Yet another revelation became apparent when a steadily increasing number of
students sought training. Though the organization had representatives throughout the
United States, it was impossible for many students to get to those areas where the classes
were being offered and to stay the required amount of time to achieve certifícation. The
idea of a National Fight School was conceived and discussed with its eventual realization
in the very first National Stage Combat Workshop. This workshop was hosted b> Joseph
Martinez at Westem IUinois University in the summer of 1980. Erik Fredricksen and
David Boushey joined Mr. Martinez to complete the teaching staff. Theirs was a three
week intensive training workshop that included instmction in rapier and dagger,
broadsword, quarterstaff, smallsword, unarmed combat, and aikido. The workshop was a
success and has been a yearly event for the Society ever since. Initially, it was decided
that the workshop would be hosted by different facilities to ensure that students would
have a greater opportunity to seek out training. It has been hosted at several locations
over the years, but now has a permanent home at the University of Las Vegas in Nevada.
The cost of moving the workshop and the problem of fínding adequate spaces in which to
work led to the decision keep the workshop at a location that could provide the best
facilities along with reasonable housing rates. It is held each summer during the last
three weeks of July and provides students with the opportunit> to certif>' as
Actor/Combatants in a three week highly intensive period.
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In 1983, there was another shift in the classification of the members of the society.
Full Members remained as a category, while an Associate category was added to
incorporate the fencing masters in drama schools and Actor/Combatants were assigned
Affiliate status. The categories of Students and Friends remained as w ell as the Honorar>
Member category that was originally incorporated in 1977. This designation was added
to allow persons who are not of United States origin to be included in the Fight Master
category. Patrick "Paddy" Crean, a Canadian professional was the fírst to recei\ e this
honorary classification. It was also in 1983 that The Fight Master was cut back from four
issues a year to three because the low membership fees did not provide enough fiinds to
produce and distribute the magazine.
Several adaptations were made in 1984, including a change in the official
classifications and standards for attaining the various levels of certification. FuII
members were officially titled Fight Masters, while Associate Members became Fight
Directors and Actor/Combatants became the accepted title for Affíliate members. The
testing for Actor/Combatants had become so large that adjudicators began to receive fees
for their services and the organization continued to grow in enrollment. This growth
displayed the respect that the society had attained and inspired new and old members to
continue to work towards better training standards. Erik Fredricksen was instmmental in
implementing training and testing procedures in American colleges and universities. He
assumed the position of President and was dedicated to upgrading the standards for the
member classifications and placing qualifíed instmctors in teaching positions at \ arious
universities across the country. This effort was helpful in making thc training more
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accessible to a greater number of students and in establishing the importance of the
association in actor training programs.
The ten-year anniversary took place in 1987 as well as another change in
membership classifícations. A logo of a circular cup hilt rapier was offícially adopted
and membership levels were required to re-certify in order to ensure that those in\ olved
in the society were keeping up-to-date with their training. The new membership
classification became the Certified Teacher. A new testing procedure was developed and
adopted to ensure that there was a knowledge of the subject matter as well as a high
quality of teaching ability in the persons attaining this qualifícation. This classification
designated the step after Actor/Combatant and before Fight Director. The
Actor/Combatants and Certified Teachers were now officially required to re-certiíy after
each three year period in order to maintain their classification within the society. The
category of Fight Master became an honorary category and the membership
classifícations became Fight Director, Certified Teacher, Actor/Combatant, and Friend.
This enabled the society to continue to be open to anyone with an interest in stage
combat, while delineating levels of membership by the amount of training and experience
that have been accomplished by the individual.
In addition to training students and promoting the organization, Fight Masters
David Boushey and Erik Fredricksen applied for a Federal not-for-profit tax-excmpt
status over a period of two and a half years. They submitted three petitions and with the
help of an attomey, fínally achieved not-for-profít status in Januar>, 1988. This status
helped to insure the future growth and stabilit\ of the organization.
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The Fight Master once again saw a change in its distribution when in 1990 it was
decided that it would be issued twice yearly. The organization began distributing The
Cutting Edge, a periodic newsletter, six times yearly in order to give the membership a
more up-to-date source of information in lieu of the third issue of The Fight Master. Also
in 1990, the fírst Advanced Actor Combatant Workshop was held with great success due
to the fact that there was a growing number of participants in the organization who had
certified on the basic level and were seeking further instmction in the subject of stage
combat. This workshop held more intensive training for those who had achieved actor
combatant status and offered a chance to study fíghting styles that needed prior
experience with the weapons in order to be performed. The Advanced Workshop has
now become a part of the National Workshop and is offered for two consecutive years
with the teacher certifícation workshop being held every third year in the cycle.
With the steadily increasing number of members. it was decided in 1993 that
membership representatives needed to be appointed. These positions were instated and
added voices from the lower levels of the membership at the meetings formerly attended
only by the elected offíces. The organization also made progress with the Actor's Equity
Association by getting Fight Directors, Fight Captains. and fight calls into the wording of
contracted positions. Once again the organization met with challenges in the industr> and
adapted itself to ensure its growth and reputation in the entertainment community.
The Paddy Crean Workshops have been hosted at various locations since 1991
and are tmly an intemational gathering of fíght professionals from the world o\cr. Ihere
is no certifícafíon process held at any of these workshops. rhe> are intended to pro\ ide
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instmction in stage combat and to provide a meeting ground for everyone interested in
fîirthering the art of staged conflict. They are designed to teach students of varying
abilities and to introduce new innovations and techniques without the pressure of an
examination. The fírst Intemational Stage Combat Workshop took place in 1996, offering
students the chance to certify with three associations in one test. The Societ> of
American Fight Directors, The Society of Brifísh Fight Directors, and Fight Director's
Canada all teamed up to host this event in London, England. This was an historic event
due to the testing procedure and its success ensured that more intemational workshops
would be held in the ftiture. Though the testing for all three associations was only to be
held at this particular event, the cooperation between the instmctors and the great pooling
together of knowledge produced a monumental workshop that would set a precedent for
ones in the fiiture.
The Society of American Fight Directors celebrated its 20"^ anniversary in 1997.
The membership currently numbers over four hundred and continues to grow with each
workshop offered as well as by word of mouth and mounting interest. My first exposure
to the organization was in 1996, when Fight Master Drew Fracher came to the Uni\crsit>
of Kentucky and offered a one week workshop on unarmed techniques. His dedication to
his work, as well as his teaching ability, spurred my interest to leam more about the
Society and how to pursue further instmction. This ultimateh resulted in my initial
certificafíon at the National Workshop and m> attendance at many workshops that ha\ e
been held since. I have participated at these events in order to document \ arious
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exercises utilized by teachers and to leam teaching strategies for use in the uni\ ersity
classroom.

Training Opportunities
Though the National Workshop's three-week intensive program gives the
participant the opportunity to test and achieve certification. there are other shorter events
that offer instmction in the area of staged conflict. Many three-to-four-day events, such
as The Crawfish Boil Workshop in Louisiana, The Summer Sling in New York, The
Winter Wonderland in Chicago, and other similar workshops offer regional training with
guest instmctors from throughout the United Stated and sometimes even Canada and the
United Kingdom. Workshops are also being held in the United Kingdom, Norway,
Australia, New Zealand, and Canada, allowing interested students to greatly benefit by
seeking instmction from a variety of different sources and locations. AIso, Certifíed
Teachers and Fight Directors in the Society of American Fight Directors will travel to any
location to instmct for very reasonable fees. This dedication to their art. and their efforts
to reach out to the acting community, are some of the reasons behind their success,
showing that hard work and determination can bring ideas into reality.
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CHAPTERIII
DEVELOPING THE COURSE

Minimum Requirements
The Society of American Fight Directors(SAFD) requires a minimum of 80
contact hours with a qualified instmctor before a student is eligible to test for
certifícation. Currently, a certified Actor/Combatant instmcting a course has three years
in which to pursue and complete teacher certification within the Society of American
Fight Directors before the opportunity for their students to test under SAFD jurisdiction is
revoked. This enables interested instmctors to continue teaching while taking the
necessary steps to achieve certifícation. The Teacher Training Workshop is offered every
three years at the SAFD National Workshop in Las Vegas, Nevada. The organization is
wiUing to assist the trainee teacher with questions about teaching strategies as well as
sending certifíed SAFD representatives to provide workshops at the trainee's place of
instmction. At these workshops, the instmctor serves as an assistant to the Certified
Teacher and has the opportunity to observe and practice teaching strategies that are used
within the SAFD.
The course I taught at Texas Tech University was a one semester, three hour per
week course that totaled forty-fíve contact hours. Most university programs that offer
certification generally do so in a two semester course that includes one three hour course
per week in both the fall and spring semesters. It is possible to offer a fí\ e hour course
with a required weekend workshop, but this material is highly specialized ph>sicall> and
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it takes time for students to master. A one semester course accelerates the comprehension
process of a new skill to such an extent that the student will feel mshed within that
process and suffer greatly in his or her overall comprehension of the material. It is better
to plan the course over an extended period, as this allows time for the given material to
sink in before new material is introduced. The testing process is frustrating and students
are often overwhelmed by the amount of material required for the fínal performance
exam. Initial certification requires that the participant test in three separate disciplines:
unarmed combat, rapier and dagger, and either quarterstaff or broadsword. Each weapon
system contains separate fight vocabularies. Of these, the unarmed vocabulary can be
achieved in a relatively short period of time, but the other weapons styles require more
time to achieve adequate training. A pressured student focuses on technique and
vocabulary rather than establishing a believable character, thus reducing the overall
theatricality of the pieces.

Organizational Suggestions
When teaching this material in the future, I would submit a proposal to distribute
the course work into a three-hour course in both the fall and spring semesters, enabling
time for the students to absorb the material and attain the necessary hours to be eligible
for testing within the Society of American Fight Directors. Approaching the course in
this manner would allow more time to be spent on basic techniques and footwork
exercises. This would enable a broader foundation from which to solidify the material
and allow acting choices to emerge. The subject is extremely physical and often students
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are more adept at using their minds than their bodies in the early stages of training. By
spanning the course over two semesters, we can afford to spend more time on the
student's physical work and introduce weapons at a point where the students are
comfortable with footwork and the basic language of combative movement. The initial
reaction to handling a weapon for the first time often results in a student focusing on the
weapon rather than the movement and control of the body as a whole. Thus, it is
necessary to give the students time to leam how to make the weapon an extension of the
character and give them the freedom to explore the possibilities of using the entire body
to tell the story. The weapon is merely a tool that is used to achieve a goal and the actor
must leam how to use that tool in order to make it a believable part of his or her character
development.
The opportunity I had to instmct this material allowed me to realize the benefits of
an extended period of teaching. Initially, I planned to give the students an overview of
four different fighting styles. The course was designed to incorporate three-week
segments in the stage fighting techniques of unarmed combat, quarterstaff, rapier and
dagger, and broadsword. The unarmed combat section of the syllabus went according to
schedule and was accepted with great enthusiasm by the participants. As the quarterstaff
was introduced, I noticed the safety techniques and footwork that had been established in
the unarmed segment beginning to lose specificity, and I could see the mounting
fmstration in the students. By placing a six foot staff in their hands, I introduced a tool
that their minds and bodies were not accustomed to working with. Though student
confídence had been asking for weapons, it soon became apparent that their ability to
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wield them effectively would require an adaptation of the syllabus. At this time, I
decided to revert back to the basics and restmcture the course so that more time would be
allowed with each weapon. The broadsword component was cut and we added t\\ o
weeks to both the quarterstaff and the rapier and dagger sections. I offered a workshop on
broadsword techniques so that the students could get a feeling for the weapon, but
realized that trying to stay with the original plan would not allow students to develop a
strong foundation in any of the weapon systems. Therefore, rather than give them a crash
course in each weapon, I slowed the pace to allow the students to achieve a good basic
understanding of the three fighting styles that had been chosen. This strategy also
allowed me time to focus on the acting and motivation behind each technique because the
material is ineffective on stage unless the actors understand how to translate the technique
into characterization. Fight Master Alan J. Suddeth states, "The most important thing,
aside from safety, about any staged combat, is the STORY. To tell the story well and
engage the audience, the performers must ACT the fight. This is easier said than done."'
By extending the time frame, more opportunity is available for students to work on
characterization exercises that incorporate stage combat techniques. I found this choice to
be effective for the student's growlh. I also found that the course provided a good overall
foundation upon which the students could continue to build. As Fight Master Steve

'Allan J. Suddeth, Fight Directing for the Theatre. (Portsmouth: Ileinemann,
1996), 155.
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Wilsher of the BADC and FDC aptly states, "Stage combat without an actor attached is of
no use to anyone."^

Attaining Weapons and Materials
With regard to preparing for the teaching of this course, attaining the necessar>
course materials should be given serious consideration. Stage worthy weapons are costh
and require a great deal of maintenance to ensure both the safety of the students and the
working life of the weapons. Suddeth suggests that classrooms as well as productions,
"require safe, practical weapons; in other words, weapons that can stand up to the abuse
of stage combat rehearsals and performances and not break."^ For an initial course, rapier
and daggers are necessary because they are a weapon system that is required for fight
certifícation. If the course spans two semesters, ideally quarterstaves and broadswords
should be attained so that a minimum of four weapon's styles can be taught over the
course of the year. Should a theatre department be short of fiinds, I suggest purchasing
rapiers, daggers, and quarterstaves and dividing the course equally between three fighting
styles. The purchase of these particular weapons would be the most economical because
a broadsword costs great deal more than a wooden staff Eventually, any department that
wishes to offer consistent courses in this area of expertise should invest in as many
weapons as possible, but due to the cost of these materials it is understandable

^Fight Master Steve Wilsher, interview by author, 2 October 1999, Toronto.
'Suddeth, 184.
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that certain sacrifíces wiU have to be made. Arthur Wise describes the necessar\
materials as such,
The weapons used in theatrical fíghting need to be specifícally designed
for the purpose. It has been established earlier that neither the authentic
weapon nor the weapons used in modem fencing have any usefiil place in
theatrical combat. The most important factor in the design of theatrical
weapons is one of safety. No weapon, of course, can be entirely safe
whilst remaining a weapon, but it is possible to effect usefiil
compromises on this point. The blade, for example, should have no
sharp edges to it. The point should be flattened so that penetration is
almost impossible. A compromise is possible, too, between the need
for safety and the need for certain historical accuracy in appearance.
The openwork guard on the authentic late sixteenth-century rapier can
be filled in to some extent, to provide greater protection for the hand.
Altematively, a solid or pierced cup guard can replace the openwork
guard, without any serious loss of historical accuracy in appearance."*
My advice is to spend money initially on a variety of high quality weapons rather
than on cheap counterparts because cheaper weapons break easily. More expensive
weapons last longer and cost less in the long mn when properly maintained. It is
inevitable that blades will have to be replaced from time to time especially in classes of
novice students, but investing in high quality weaponry will pay off over time. Another
suggestion that will aid the department is to buy as many different styles of weaponr> that
you can. This allows designers and directors a greater number of possibilities when
deciding which swords to arm their characters with, thus saving on hire fees. It also
benefíts students who are able to work with different weapons because they w ill leam that
each weapon has its own balance and characteristics, thus allowing students to become
accustomed to making adjustments for variations in weaponr>.

*Arthur Wise, Weapons in the Theatrc. (New York: Barncs and Noble, 1968), 50.
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When purchasing quarterstaves, there are many options that can be pursued. For
instance, the raw material can be purchased from lumber stores, sanded and fínished by
the scene shop, or quarterstaves can be purchased from a variety of dealers. If fínishing
your own staves, it is important to remember to buy hardwood rods and sand them
thoroughly. They undergo a great deal of abuse and splinter and crack if not properly
sealed. Financially, it is usually better to order fmished staffs. Martial arts catalogues are
a reliable source and offer variations of staves at reasonable prices. I ad\ ise ordering a
non-tapered staff, but different staffs might be purchased for the sake of \ariation.
Museum Replicas Limited and other medieval or historical re-enactment publications
also sell staves, but often they are much more expensive. The best thing is to shop
aroimd because there are many suppliers and you will fínd that prices and quality \ ar>. It
requires homework, but these efforts pay off in the long mn. Wise remarks,
Bladed weapons are another concem and often advertisements can
mislead the buyer. This is the area in which the price tag will grow
signifícantly but quality weapons wiU be worth the additional
expense in the long run. Swords have been made from aIlo> s of
aluminum. They are credible in appearance, they ha\e some of the
feel of the genuine weapon to the actor, and the> are possibly safer in
use. Butanaudiencehasheardthetouchofsteel. It has an expectation
of the sound it will hear when Hamlet's blade meets Laertes' for the fírst
time. Aluminum on aluminum sounds quite different from steel on steel.
The expectafíon of the audience is not ftilfilled and the illusion of reality
is destroyed.^
A few sword cutlers in the United States are designing weapons specificalh for stage
combat. I recommend these cutlers. Dennis Graves is both efficient and reliable, he
offers a lifefíme guarantee on everything but the blade of the weapon. Lcwis Shaw is

^Wise, 50.
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another dealer who builds quality weapons with the same guarantee. These two dealers
are well established and though the weapons are expensive, they will try to work with
your budget if you need a large number of swords. They also make variations of the
weapons so that departments have a choice when using the weapons for productions.
Another dealer who makes weapons specifically for stage combat is Neil Masse>. He
does not offer much in the way of variafion but he makes high quality weapons at
reasonable prices. I suggest working within the budget to gain as many stage worthy
weapons as possible while still attaining the necessary number of items for the class size.
It is important to realize that these cutlers will require time to produce and distribute these
weapons. I recommend giving them a few months notice, but their availability and
schedules may considerably alter that time frame in either direction.
American Fencers Supply tends to be efficient in their distribution of weapons and
parts. Their swords are not made specifically for stage combat, but if the budget is of
great concem, they provide adequate combat-worthy weapons at a price that can be much
lower than the specialized dealers. They provide a catalogue that allows the purchaser to
choose from many different styles of weaponry, and they also provide discounts for large
orders by educational institutions. This company is a good source for replacement blades
when they are needed and their efficiency in shipping parts might prove useful in a bind.
I recommend having spare blades on hand, especially during the mn of a show. This is a
good source to order those parts. Their business deals primarily in competitive fencing,
but they have a huge selection of period replicas and accessory parts.
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Museum Replicas Limited advertises swords for stage combat use, but I ha\ e > et
to hear how well the swords are constmcted and if they can withstand the constant strain
of stage combat use. Previous weapons distributed by this supplier did not stand up to
repeated use and the blades tended to break faster than those of other specialist
companies. I ordered some broadswords from this company and the blades proved to be
too sharp and the blade's temper, or strength, too weak to withstand classroom
instmction. The blades produced sharp burrs with minimal contact, so I would suggest
avoiding their products when stocking an armory. Perhaps in the near fiiture, this
supplier will be a more reliable source of stage combat weaponry.
Weapons of Choice is another company that I do not suggest for ordering or hiring
weaponry. I purchased a few of these weapons and found them unsatisfactory. Though
prices are reasonable, the level of quality is substandard. The guards of the rapiers had
many sharp and potentially dangerous areas. I also found the balance and stability of the
weapons lacking. The daggers I ordered were too sharp for stage use. Money saved
ultimately cost more in terms of safety. Their broadswords were made of materials that
are unsuitable for repeated stage use. The broadsword blades were of a weak temper and
produced sharp burrs when tested.
When ordering rapiers, a commonly selected blade for use in stage combat is the
diamond cross section schlager blade. It is tapered and its intemal strength proves to be
the most effective for extended usage. The diamond shape of its blade adds extra surface
angles for light to reflect upon, which allows the audience to follow the mo\cment of the
blade and adds to the overall excitement of the scene. The regular schlager blade has a
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good life span, while epée blades and musketeer blades have a shorter period before they
break or must be retired.
Again, fínances come into play. The epée is the least expensive, but for an overall
investment it is better to purchase longer-lasting blades. Some armories stock both epée
and schlager bladed weapons. This can be a very cost-effícient way of attaining a
variance in weapon looks and styles. If mixing blades, epée and schlager, remember to
match the blades when students are working together. A schlager blade will quickly
render an epée useless if one of the students has a heavy delivery. AIso, require students
to work with both blades so that they can feel the weight difference and how that affects
their ability to accurately maneuver the weapon.
Daggers come in many styles and hilt designs, they also have a variety of choices
in the blades. I suggest a dirk blade or one similar for use in the classroom. There are
many variations on the width and length of dagger blades to choose from. One should
always order blades that are of a good temper in to ensure the greatest life span.
Ultimately, the choice is up to the buyer, and the dealers who specialize in weapons for
stage combat will be able to help you identify and locate the blades that are the most
suitable for your needs. American Fencers Supply also carries a variety of dagger blades.
Their catalogue is a usefiil reference when trying to describe what you are looking for. If
epée and schlager blades for rapiers are purchased, match the blade numbers with those of
the daggers. Epée and musketeer blades are available for daggers. Pair matching blade
types in order to cut down on wear and tear in the classroom.
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Purchasing rapiers with both schlager and epée blades builds in directing choices
because the lighter epée blades can be used for quick sword work and prove easier to
handle initially. Rehearsal time does not always build in adequate weapons' training for
the actor and the weight of a schlager blade can prove tiresome for a new combatant. The
schlager blades are historically more accurate in look and feel to a tme period rapier, but
the epée blade can be substituted as a usefiil altemative due to its easier maneuverability
and minimal weight. One drawback to using an epée blade is that they are difficult to
spot on stage. The speed of using an epée blade may inspire confidence, but the actor
must sell the story with the body to a greater extent and make each move specific. Often
adrenaline takes over and the lightness of the blade causes the actor to rush through his or
her scenes without letting the audience in on the story line of the fight sequence.
Broadswords are weapons of simplicity and the blades must be made of high
quality carbon steel. The specialized dealers I have mentioned prior, also produce
broadswords for stage combat. Once again you will pay more for the quality
workmanship and a lifetime guarantee. American Fencers Supply does sell broadswords
that are suitable, but they tend to require more maintenance and do not have as long of a
stage life. With proper care, however, most swords will last a reasonable amount of time.
All swords should periodically be disassembled and inspected for wear and tear to insure
the safety of both actors and audience. "One should not forget to budget in such things as
replacement sword blades in case of breakage (a must!) And such items as oil, rags, steel
wool, and polishing compound."^ Blades should be checked and replaced periodicalh.

'Suddeth, 185.
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This necessity should be understood when undertaking the responsibilit\ of teaching and
performing the subject of swordsmanship.

Requirements for Students
Students should be required to wear comfortable clothing that allows a ftill range
of movement when working in the classroom. Such clothing includes: t-shirts,
sweatshirts, sweat pants, workout shorts, and martial arts pants. Jeans and tight-fitting
clothing prove to be too restrictive and should be avoided. Students should also be
required to wear durable non-slip athletic shoes to ensure comfort and support. Leather
gloves are recommended when handling weapons because palms can become sweaty and
cause the loss of a steady grip on the weapon. A wide variety of styles are available, and
if students carmot afford gauntlets then baseball batting gloves, weightlifting gloves,
light-weight welding gloves, leather work gloves. competitive fencing gloves, and other
products are suitable as long as they do not slip off the hands easily. Horseback riding
gloves are also excellent for use but can be a bit costly. Students wearing eyeglasses must
wear contact lenses or find a way to secure the eyeglasses so that they do not fall off
while fighting. Glassware can break and is distracting if it is loose. When handling
weaponry, these distractions must be avoided. Students should also bring any body
padding that they feel might be necessary. The types of pads that are most commonl>
usefîil include: knee, elbow, hip, and stomach wraps or padding. Some combatants also
favor the use of a spine or armadillo back protector.
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General Reguirements
Even though you have the weaponry to arm your class with and they have the
proper attire, the list is not complete. Adequate rehearsal space must be provided along
with gym mats for instmcfion in falls and rolls. If mats are not available, students can be
taken outside to soft grass as an absolute last resort. Rehearsal space should be wide
open with no obstacles for students to trip over or become entangled. Good lighting is
necessary in the classroom so that students can see their partners as well as others who are
working around them. Often on stage the lighting is altered for dramatic effect, but the
rehearsal space should allow the actors to focus on the material that is being taught by
providing a well lit working enviroimient. The room should also be of suitable height;
necessitated by the swinging of 36" swords and eight-foot-Iong quarterstaves. The final
tools instrumental in teaching this material are a video camera and a playback monitor.
These tools provide images of the students' work that can be used as a basis for critical
review. It has been my experience that allowing students to evaluate their own fight
exercises and scenes gives them the opportunity to see from the audience's perspective
and inspires them to make adjustments. As a teacher you can tell them to change a
movement or adjust the staging slightly, but often they do not tmly understand the
reasoning until after they have seen themselves executing a move that doesn't quite work
from an audience's point of view. Sit down with the partners and let them tell >ou what
they think needs to be changed and why. Discuss problem areas and play back an>
portions of the scene that are in need of improvements and ask the students to cxpress
their ideas on how to make the fights more theatrically effecti\e. Many times you will
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hear the students critique the moves that you thought needed work and then see those
adjustments being made as a result of this self-critique.
A few other odds and ends should also be incorporated into the classroom to aid
teaching and provide a change of pace. One such item is the pool noodle, a six foot
length of foam that is about four inches in diameter. These prove to be very usefial when
cut in half and used as play swords. Specific exercises will be described later. but they
are a good altemative to real weaponry and allow students to engage in an actual fight
sequence involving physical contact with little possibility of injury. A few pairs of long
tube socks can also be transformed into a soft weapon to allow the students to explore the
possibilities of striking distance and what happens when they neglect to respect it. Kali
sficks are also usefiil in this type of training and can be made for a very reasonable sum or
purchased if funds are available. They are about two feet in length and are usually made
of rattan wood but can be made out of old broom handles. broken quarterstaffs, or other
wooden rods cut to size. Any extra available padding should also be used during repeated
rehearsals and classroom instmction to prevent injury when leaming new material. AIso,
an extra pair or two of gloves should be on hand should students forget to bring their
own. Always keep in mind that the most important things to bring to the classroom are a
positive attitude, a creative spirit, and most of all patience.
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CHAPTERIV
BEGINNING THE COURSE

The Reasoning Behind the Subject
The subject of stage combat is one that many students find intriguing. It often
brings back vivid memories of wild adventure and imaginative exploits, much of which is
fiieled by television and movies. American society as a whole is barraged with images of
violence, both real and acted, by news casts and dramatic presentations. Our cultural
fascination towards acts of violence serves as a basis from which to develop characters
who possess aggressive tendencies.
When organizing and instmcting staged violence, it is important to make students
understand that violent moves executed on stage must be precise to ensure the safety of
all performers as well as the audience. As Hobbs puts it, "Complete control is the
essential requirement, while an appearance is given of being out of control."' The
feelings of rage and anger must be successfiilly acted and not allowed to overtake the
rational judgement of the performers. If the latter happens, the action of the play becomes
reality and results in the needless injury of cast members due to the actor's inability to
control his or her actions. "The main problem is how to give a production the effect of
reality, while using only an acceptable level of simulated violence according to the

'WiUiam Hobbs, Fight Direction for Stage and Screen. (London: Heinemann,
1995), 120.
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requirements of the play."^ Students performing material should understand that they
must control their acfions from start to finish. No excuse justifies injuring one's partner
needlessly. "Remember, we are dealing with the illusion of violence and not the reality
of violence."^ Accidents will happen from time to fime. The intention behind training in
stage combative techniques is to maximize the actor's control over his or her actions in
order to ensure that rafíonal judgement is not lost while performing acts of violence on a
stage or film set. Executing well acted techniques with accuracy and precision through
the use of body repetition and character explorafion is the goal. Safe techniques and
practices need to be taught and ingrained into our muscle and body memory. We then use
that memory as a basis from which to add character choices and actions.

Explanation of Process
Students need to be aware that this training helps them use their bodies in scenes
that do not contain violence. Teachers should emphasize the possibilities that arise when
the body is used in conjunction with the voice to further the story line. A fight in a play is
a part of the overall story. It should be used to fiirther the plot and add dimension and
depth to the characters involved, not stand out as an entity on its own. Fight Master
Wilshire states, "A Fight Director who receives a review in any newspaper or magazine
for their fight choreography has not done their job well, their work should fit seamlessl>

^Hobbs, 13.
^Fight Master Steve Wilsher. interview by author, 2 October 1999, Toronto.
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into the overall concept of the piece and not stand alone."^ A fight is not an excuse to
stop acfing and lose all of the characterization that has been established. It is a
continuafion of the situafion that characters find themselves in. The characters on stage
have come to a point where fighting is the only altemative. Actors must not lose their
character work and go into a standardized fight mode to perform scenes of violence.
Character choices are integral when performing acts of violence. The leamed techniques
can be adapted to fit character choices while still maintaining the safety elements.
A neutral fighting style should be emphasized in basic training exercises to ensure
that actors concentrate on body positioning and targeting exercises. It is from these
neutral positions that character choices are made and developed. The initial emphasis on
neutrality teaches students to maintain control and balance over their bodies. Once this is
achieved, alterations and choices can be made to personalize the traits of the character
that is to be portrayed. Initially, we seek to train the students" bodies to tell the story of
violent actions by teaching how bodies and weapons can work together. In unarmed
combat, hands, knees, feet, elbows, and other parts of their bodies are the weapons that
are to be mastered. Later in the course, swords and other weapons will become an
extension of the body when telling the story to the audience. Even if the character being
played does not know how to handle a weapon well, this is no excuse for the actor not to.
The actor must take responsibility for leaming about the weapon and how to use his or
her body in conjunction with the weapon to perform a lack of confidence or ability.

'Wilsher, Interview.
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Often, playing characters that appear awkward is more difficult than portraying characters
that know weapons and are no strangers to combative situations.
The fighting methods taught have been developed to ensure the safety of everyone
involved. Students should strive for an effective theatrical performance that is safe for
the actors on stage and for the audience. Arthur Wise maintains,
The fight in the theatre differs from the fight outside the theatre in
intention. As we have seen, the intention of the fighter outside the
theatre is to do physical injury to his opponent. The intention of the
fighter inside the theatre is to appear to do so. Nevertheless, all the
movements possible in a real fight are equally possible in a theatrical
fight. In the real fight these movements are largely spontaneous and
unplanned. In the theatrical fight they must be planned and rehearsed
as meticulously as any other part of the production.^
The techniques that assist in making violence believable on stage are in use in the United
States, Canada, Britain, and throughout the world. Though slight variations do exist, the
inherent safety stmcture is the same. These practices have been developed by
professionals for professionals to ensure that the career span of each performer is as long
as possible. William Hobbs states that, "On the stage, fights have to be performed
effectively and safely night after night, which means that the action carmot afford to
become sloppy, or to take chances in an effort towards greater realism."^
A basic mle is that if it hurts it is wrong. If a move is painful, it is not being
executed correctly or it may not be possible to execute by certain students. Different
body types and physical restrictions call for alterations in choreography or teaching

^Arthur Wise, Weapons in the Theatre. (New York: Bames and Noble, 1968). 37.
'Hobbs, 14.
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methods. These altematives should be provided without hesitation. If an actor cannot
perform a specific move, or if it is painftil, the teacher/choreographer must change that
move. There is no one way to perform an act of theatrical or real violence. Its
manifestafions are as individual as each of us, and though we are teaching a generalized
system, there is room for individual interpretation. I seek to provide a framework from
which to allow actors to work with one another in order to let the story unfold. InitiaII>',
some of the movements will seem awkward and uncomfortable to students.
Contemporary society is not as physically active as in the past. Sword training hardly
takes place as it once did. This system of movement and weapons training is a
combination of martial arts, fencing training, dance, improv, and historical research, this
due to different instmctors' exposure and incorporation of different influences. Stage
Combat has adapted and embraced many different styles. It is these styles, in
combination with effective staging techniques, that unite to fiirther the action and enhance
the story of the play. William Hobbs admits,
Then there are the "tricks of the trade"-- mostly stage. such as the
simulation of the sound of a punch coimecting, the secretion and showing
of blood at the right moment, the masking from the audience of the
moment of a blow's supposed coimection and the substitution of safe
replica weapons in the place of real ones for a potentially dangerous
move-- all have their place in creating a few moments, or minutes, of
theatrical illusion— or magic^

Creating this magic on stage requires an actor to be versatile and to respond to a gi\ cn
siluation in a variety of ways. Giving students opportunities to work with multiple

'Hobbs, 15.
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weapons in the classroom enables them to leam and explore the possibilities of diverse
weapons in relation to their own bodies on stage.
It is also important for students to seek out training with other professionals in this
field. Each teacher brings his or her own style and adaptations into their instmction.
Working with different teachers, students wiU be exposed to more styles of fighting as
well as different approaches to the material. Initially, it may be confusing. but these
differences in styles of movement ultimately build the students' repertoire by challenging
their mental and physical abilities. The Society of American Fight Directors and other
fight societies continues to grow because the members value and encourage new ideas
and approaches to exercises. They constanfly search for new techniques as well as
incorporate new ways to teach the material. The room for growth and exploration is
infmite while the one factor that always remains constant is the pursuit of safety. An
actor's body is a tool that can be trained to execute a variety of functions through
different teaching approaches. Such inspiration encourages different reactions and
triggers new ideas.
At the outset of the course, inform students to expect periods of fmstration and
confusion. Students are asked to move their bodies in new ways and execute movcs that
might initially, to the novice, seem awkward and dangerous. Students must ask their
bodies to execute rolls and movements that seem both difficult and intimidating. It is
important to demonstrate the end result or finished move. Then break it dow n into the
steps so students can leam how to build the framework and develop the confidence that
allows their bodies to execute the movement as a whole. They will be asked to execute
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each and every movement in slow motion so that a complete sense of balance is
developed through the use of muscle memory. Repetition is a key factor when teaching
and leaming this material. Students will experience fmstration when asked to repeat the
same exercises and wiU be eager to move forward. The key to growth in this s>'stem of
training is mastering the basics. This can only be done through repetition, practice, and
self discipline. Many exercises emphasize basic movements in different pattems. These
should be repeated until students gain accuracy and precision. The natural tendency is for
students to get comfortable with an exercise and then perform it faster and faster rather
than continue to focus on the goals of that exercise. Performing with speed is easy.
Performing with accuracy and consistency is the real challenge.

Partnering Techniques
Another important factor when training students is encouraging them to work with
a variety of partners. Certain students will be more adept at leaming the material. if left
to their own devices, often you will find them partnering together in almost every
exercise. Working with partners of varying skill levels helps them immensely in their
overall training. If students find a partner in class who possesses a similar rhythm in
movement and together are able to execute the movements in a very fluid fashion, point
out that a tmly skilled actor combatant should be able to find a common rhythm with a
variety of partners. The only way to develop such skill is to work with different partners.
Fight Master Suddeth adds, "Being a good partner is \ ital. Connecting with a partner
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emofionally, visually (eye contact), and physically is extremely important."* This
requirement will help the more advanced students to translate their abilities by exploring
the possibilifies of leaming through teaching. Never talk dovm or ridicule a student who
is of a lesser skill level or make them feel uncomfortable in any way. An advanced
combatant knows that he or she must instiU confidence and tmst in their partner and any
derogatory attitudes must be curbed immediately.
Many students find certain weapons easier to master than others and often
dialogues between students will result in partners communicating and helping each other
throughout the life of the course. Hobbs affirms this idea by stating, ''Communication is
unquestionably the greatest aid to safety."^ Students who msh ultimately partner with
another that leams the material slowly and this will help both students to leam to adjust to
the needs of their partner. Stage combat is tmly a discipline that requires people to work
together. Suddeth states, "A fight is not two monologues, but a physical dialogue. It is
about sharing and timing an illusion."'^ The control of each scene is traded off between
each of the participants and this constant shift of control forces a dialogue to exist
between partners at all times. There wiU be frustrating moments when partners have
difficulty finding a common rhythm, but this is to be expected as it is part of the leaming
process.

^Allan J. Suddeth, Fight Directing for the Theatre. (Portsmouth: Heinemann,
1996). 163.
'Hobbs, 80.
''Suddeth, 176.
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The most important thing for students to strive for. other than safety. is control.
Students should be in control of their bodies, minds, and most importantly their
adrenaline. As a teacher and as a partner. watch closely to see when fiiistration mounts.
If it gets in the way of progress, a break should be taken. Sometimes getting a drink of
water allows students to relax and retum with a different outlook. There are man>'
obstacles when leaming this material and it is very difficult to work through mounting
fhistration. The body and the mind need periodic breaks to register new information.
Students should be encouraged to take a moment when they feel overwhelmed or
fhistrated. They are being asked to leam a complex stmcture of movement and timing,
and must have patience with their partners as well as with themselves.

Allowing for Ouestions
Teachers should encourage students to ask questions when the material seems
confiising or if they are having difficulty. It is essential to create a positive working
envirormient that encourages questions and allows for mistakes. Often. the look of
finstration can be seen on the faces of students. yet they do not verbalize the questions
that are on their minds. At the begirming of the course, encourage students to ask
questions freely. Let them know you are their resource. Inevitably. some students will
understand one analogy while others have trouble making the connection. As a teacher,
be prepared to explain the material in different ways so that you communicate the
material effectively to all of your students, not just a select fcw. Observing faces of
students tells you if they tmly understand. Initially. it might be beneficial to ask students
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who look fmstrated what does not make sense. Eventually, students understand that the
classroom experience encourages quesfions, and you should find that students question
more freely. Often, students fear that a quesfion may be stupid or that classmates will
think them foolish for not understanding. More often than not, any questions that arise
are on the minds of others as well. Establishing a dialogue with students is essential in
leaming this material. In sum, encourage quesfions and give them courteous answers.
Remember, sometimes it is the teacher who is not speaking clearly.

Outlining Expectations
Student's work should be graded on individual progress and not how they perform
in comparison to other students. Each student moves in different ways. Some will have
difficulty executing the most basic of moves. Any physical injuries or weaknesses need
to be reported to the instmctor so necessary changes and adaptations can be made.
Students should be encouraged to wear any protective padding or additional support when
necessary. It is the actors responsibility to inform the instmctor of potential problems. A
teacher cannot be expected to know about pre-existing injuries.
It is extremely important to let students know that their overall effort and their
attitude towards the work are what count. Growth from the beginning of the course to
their final fight performance should be the definitive factor in assessing overall
performance scores. Try to discourage students from comparing themselves to others.
Encourage student efforts and let them know when they have made signifícant
accomplishments. Hobbs notes, "...it is essential that the actors feel confídent in the
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moves they are given, and in their ability to carry them out. It is paradoxical that a
fundamentally safe move can be performed dangerously, and a dangerous move executed
safely."" Confídence is a requirement in leaming this material. Positive reinforcement is
a necessary aid in teaching. Concentration must be maintained at all times in order to
provide a safe working enviroimient for both students and teachers.
The ultimate sense of fmstration comes with the culmination of the course.
Students are asked to step outside the safe realm of the classroom and take the
certifícafion test before an unbiased adjudicator. It is my opinion, that all of the students
should have to perform their fight scenes for the class, but should have the opportunity to
decide whether or not they want to test for certifícation in the SAFD. Of course, this is a
matter to be decided upon by each individual instmctor and his or her department. If a
student is traumatized by formal testing, then I feel the safety of their partner is at great
risk. Nervous apprehension and fear result in careless errors and accidents. The
certifícation is a personal accomplishment and we must keep in mind that not every actor
will pursue a career in stage fíghting. I would certainly suggest that they attempt the test,
but growth in the classroom is what should be stressed.

"Hobbs,59.
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CHAPTER V
UNARMED COMBAT

Introduction
The first portion of the course work deals with the varied techniques incorporated
in unarmed combat. Students are required to focus on the movement and control of their
bodies, concentrating on safety aspects that will build the foundation for the weapon
training later in the course. Initially, emphasize the importance of concentration and
stress its importance throughout the course. Concentration is a key element in the proper
execution of staged combat techniques.
Most students will feel that they can progress quickly in this particular discipline
due to the fact that they are accustomed to working with their own particular body.
Challenges will arise as students leam to incorporate movements with those of a partner
in order to create an effective portrayal of a violent act. Hobbs states, "In fact, in my
experience, there can be more possible hazards in unarmed combat, because the actors
assume there to be less danger, sometimes producing a cavalier attitude and this can lead
to problems."' One must also make sure to stress the importance of accuracy and
precision in the execution of every technique and firmly place this responsibility in the
hands of the students. They must leam to look outside of themselves and take the

'WiUiam Hobbs, Fight Direction for Stage and Screen. (London, Heinemann.
1995), 102.
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necessary steps to protect their partners while performing the illusion of violence for
onlookers.
In this section of the course, students will leam how to adapt a real fighting
technique and make it look believable on stage. The training actually works in opposition
to the natural impulses and reactions that arise when a fight takes place. Stage
combatants work in partnership while giving the illusion of a stmggle. They must leam
to be open and receptive to the needs of their partner. In a real confíictive situation. a
combatant would try to deceive an opponent in order to overcome. Whereas in stage
combat, it is carefiilly rehearsed with partners cuing and assisting each other through
every choreographed movement. Encourage students to take their time when leaming
new material. The slow and steady reinforcement of each and every technique eventually
leads to the ability to perform at speed.

Basic Fighting Stances
Wide Stance
This stance is executed by placing the feet a little wider than shoulder width apart
(Figure 5.1). Take a step forward with the chosen lead foot, bend the knees, and then shift
the hips so that they face forward and are open to the opponent. The lead foot
(whichever foot is forward) faces directly ahead. The rear foot faces outward at a fortyfive degree angle. Weight should be evenly distributed on both legs and the center of the
body rests in the hips. This stance is also referred to as the four point stance because you
can easily move in all four direcfíons. Hands should be up at about chin level in a boxing
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"gloves up" posifíon. Do not dangle hands freely at the sides. This ensures that the hands
remain an acfive part of the body.

Figure5.1. The wide stance.

Narrow Stance
The narrow stance is primarily used in footwork for sword play because it closes
the body off to attack while enabling the sword arm to make direct thmsting attacks
(Figure 5.2). Place feet so that they are almost heel-to-heel, with the lead foot about a
step in front of the rear. The feet are in close proximity but should not overlap to ensure
the ability to move in any direction. Knees should have a slight bend. Adjust hips so
they are off at a forty-five degree angle to the opponent. Face the lead foot forward and
the rear foot at a ninety degree angle outward. Essentially, the main difference between a
wide stance and a narrow one is the width of the base. The narrow stance lends itself
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more to linear movement. This stance requires hands to be kept up and in a ready
position.

Figure 5.2. The narrow stance.

Horse Stance
The name of this stance is derived by the fact that it is similar to what a person
would look like if they were riding a horse (Figure 5.3). A deep horse stance requires the
legs to be farther apart with a deeper bend in the knees, while a shallow horse stance has
the feet closer together with less of a bend in the knees. This stance comes originally from
the martial arts and is executed by keeping the feet parallel to the shoulders, opening
them a little wider than shoulder width and bending the knees. Face both feet directly
forward with the back straight. Keep the knees and heels in vertical alignment to avoid
urmecessary stress to the knee joints.
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Figure 5.3. The horse stance.

Basic Footwork
The basic pattems of movement call for the actors to move on a linear plane. The
description is often referred to in terms of a set of railroad tracks because the feet are
always kept equidistant when executing the foot movements. Once the feet are placed in
position, they move forward and back along this established line of movement. Feet
should not be allowed to creep closer together nor become wider than the original stance
in order for the student to maintain proper balance and direction.

The Advance
This movement on a forward momentum can be executed from a wide or a narrow
stance (Figure 5.4). Begin with a step of the lead foot forward and then the rear foot
follows. Maintain a constant distance between the feet so that the original stance is
regained in a position that is in advance of the original posifion. This is a two count
movement and should never be executed as a hop. Feet remain on the railroad tracks and
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should be kept the same distance apart at the completion of the step. The lead foot should
raise the toes and move forward to the next position with the heel skimming the floor.
This is done so that the person executing the move can compensate for any uneven
terrain. The heel leads in this step. If the toes lead, there is a greater opportunity of
tripping because the majority of the foot is following the toes and this gives very little
margin for error. If the heel leads, then the foot can roU forward onto the arch and there
is more of a secure basis from which to recover one's balance. Once the heel of the lead
foot is placed in its new posifion, the rear foot steps forward to compensate for the
distance. Once completed, the feet and body should be in the same relationship as they
were prior to the move, with the entire body about a step forward on railroad tracks. The
hoUow rectangles represent the placement of the feet prior to the movement and the solid
rectangles represent the new positions of the feet after the completion of the move. The
numbers indicate which foot moves first and second in the execution of this maneuver.

I
1
2
Figure 5.4. The advance.
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The Retreat
This movement can also be executed from a wide or narrow stance and involves a
two-step backward motíon that leads with the rear foot (Figure 5.5). The front foot
moves after the rear foot so that a well balanced fighting stance is retained behind the
original position. The heel is raised and the ball of the rear foot skims the ground so that
the person executing the move can again get a sense of the terrain and compensate using
the greater part of the foot to control the movement. If the heel leads, as opposed to the
ball of the foot, then there is a greater possibility of falling. The ball of the foot senses
the terrain and tells the student when it is safe to fiilly execute the movement. The rear
foot leads and when it arrives at its new destination, the front foot follows it back so that
the original stance is regained a short distance behind the first one. This is a two count
movement because the front foot moves to its new position only after the rear foot has
established its new solidified position.

I
1
Figure 5.5. The retreat.
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Pass Forward
Place one foot in front of the other as if walking (Figure 5.6). This movement
involves a change of the lead foot and a shift of the hips to ensure that the body remains
open to one's opponent but still in a comfortable, well balanced position for action. Raise
the rear foot toes and then skim the heel on the ground until it arrives at its new
destination with the toes facing forward. When this is accomplished, the weight of the
body comes forward into the toes and the rear foot shifts to a forty-five degree angle so
that a fighting stance is resumed with a new lead foot. The pass forward can also be
executed from a wide or a narrow stance and still follows the parallel nature of all the
basic footwork. Maintain a fighting stance so that the movement does not make the body
move up and then settle back into the original stance. The shoulders should remain at the
same level throughout the execution of the technique.

^

Figure5.6. The pass forward.
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Pass Back
Passing back is the reverse of the pass forward, it involves taking the lead foot and
placing it behind the rear foot so that the rear foot becomes the new lead foot (Figure 5.7).
This also involves a shift of the hips to compensate for the new lead foot. In this
movement, raise the heel up so that the toes skim the surface as the foot moves back.
Once the foot reaches its new destination, bring the heel down and distribute the weight
evenly on both feet so that the four point stance is regained with a new lead foot. The
level of the fighting stance is again maintained to ensure that the movement is as efficient
as possible.

I

V

•

Figure 5.7. The pass back

Double Pass Forward
This movement calls for two forward passes of the lead foot but does not require a
shift of the hips. The hips are kept at the same forward angle as the basic stance because
the end position will leave the body in the same relationship as it was before the
movement. By not making the extra hip shift, the combatant saves time and makes the
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move more efficiently. This move is used when there is a need for a greater distance than
that of anadvance.

Double Pass Back
This movement involves two passes of the rear foot by the lead foot without a
shift of the hips. It foUows the same principle as the double pass forward in regards to the
lack of a hip shift. It is used when a retreat is not sufficient to cover the distance that is
necessary.

Triple Pass Forward
This movement combines a double pass forward with a pass forward. The double
pass forward is executed first and then a single pass forward moves the body into the
necessary relafionship. There is a shift of the hips on this move, and it is executed after
the third pass.

Triple Pass Back
This is the combination of a double pass back and a pass back. The double pass
back is executed first without a shift of the hips and then the third pass is completed with
the necessary hip shift.
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Exercise 5.1
Once the students become familiar with the stances and what is required for each
movement, call out the individual movements to them and have them execute the mo\ es
you ask for. Begin slowly and allow time to execute each movement with precision and
accuracy. Watch closely to make sure that the lead foot initiates the advance and that the
rear foot leads the retreat. It is sometimes helpful to call out '"Advance" and then have
them say "one, two" as their feet execute the moves so that they will begin to establish the
rhythm of the movements. Explain that you will call out either advance or retreat and
they must call out when each foot moves. They will have some difficulty executing these
moves at first, so give them time to work the new movement into their muscle memory.
Once they seem to have the advance and retreat memorized, call out "advance,
retreat, pass forward, and pass back" in various orders, they should execute each step as
called for. There is no need for the "one, two" count here because the rhythm should be
understood in this exercise and we do not want to encourage the students to count each
time they execute a move. The counting was just there to help them leam the moves
initially and should be discarded when they achieve the basic principle. Again, start
slowly and give them time to make each movement. A popular waming that is usefiil in
all of these exercises is "Think, and then Do." In other words, make sure you know what
you are doing before you take action and also know that you are responsible for your
actions. This is a basic principle in the system and should be initiated from the outset.
The students must be in control of their actions at all times and if they mo\c without
thinking, then they might endanger their partner or themsehcs. The basis of all combat
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starts here in the footwork and the tendency will be for them to msh ahead to try and keep
up with the other students. This is not a race, so they must be encouraged to take their
time and execute each move with precision and accuracy. This is a good warm up
exercise and can be used and added to throughout the course. Double and triple passes
can eventually be added as well as punches, blocks, and parries.

Star System
The star system of footwork developed by Payson Burt and Brad Waller combines
a study of traditional footwork pattems, martial arts stances, and modem fencing steps
into a standardized format that has become the basic language of movement for the
teachers of the Society of American Fight Directors (Figure 5.8). This system works on a
set pattem, the feet are positioned according the lines of a star, the movements are
dictated in reference to the angles that are being stepped to and the direction in which the
body moves. The basis of the system begins with two perpendicular lines in the form of a
cross. This basis is then intersected by a second set of perpendicular lines that bisect the
original 90° degree angles. Thus we have a total of eight lines that are divided into 45°
degree segments. The horizontal line (90° right and left) should be considered the basis
from which all movements take place, meaning that you will have a forward 45° on the
right and left, a rear 45° on the right and left, a forward and rear 90°, in addition to the
90° right and left. There are also teachers who use an North, South, East, West
orientation pattem and others who use the numbers on a clock in order to cxplain the
positioning that is required. It is good to realize that other analogies work so that if a
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student does not respond to one example, another can be given. The system works by
training students to correctly place their feet by giving them a guideline to follow. The
movements can be executed from a neutral stance which requires both feet to be on the
90° degree horizontal line about shoulder width apart, or they can be executed from a
right or left dominant stance. If the student is right handed, the right foot is placed on the
forward 45° right line and the left foot is placed on the rear 45° left line. The feet are
about shoulder width apart in a fighting stance. Each movement is called out and the
student is asked to execute the command. Upon attaining the correct position, the student
it then asked to recover, placing him or her in the original fighting stance on the star.
Both left and right foot forward positions should be drilled so that the students will
develop better coordination. An advance requires them to execute the move and end up a
step forward on the imaginary railroad tracks we discussed earlier. The feet remain in the
same relation to each other and once the move is executed, the student recovers by
executing a retreat. A retreat requires the student to establish his or her feet in the same
relationship a step back from the neutral position by executing the move as it was
explained earlier. Pass forwards and pass backs can also be called out and then the
student will be able to recover to the original position on the star after any of these moves
are executed. This system prepares the combatants to move off-line and also trains them
to execute circular movement pattems. This is accomplished by adding thwarts, slips,
and crosses to the footwork that has already been established.
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Figure 5.8. The star system of footwork

The Thwart
A thwart requires the combatant to step outside the railroad tracks in order to miss
the threat of an attack. A thwart to the right requires the right foot to move to a new
position while the left one retains its original placement (Figure 5.9). The base foot must
be rotated to enable the greatest possible balance, but its position will remain intact. If
the combatant is in a right foot forward stance, a basic 45° thwart requires the right foot
to move fiirther out on the forward 45° right. A right thwart can also be executed by
placing the right foot to the right 90°, the right rear 45°, and the back 90°. Thwarts to the
left would be executed by moving the left foot to the left 45°, the left 90°, the rear left
45°, or the back 90°. Thwarts can be made from a left foot forward stance, a right foot
forward stance or a neutral stance.

63

•
V
Figure5.9. Thwartto the forwardright45.

The Slip
Slips require the combatant to execute a circular motion that rotates the body back
and away from a possible threat. From a neutral stance, a slip to the right rear 45°
requires the actor to leave the right foot in place and move the left foot so that it is a step
behind the right foot on the right rear 45° line (Figure 5.10). The left foot is
perpendicular to the 45° line and the right foot pivots so that it is at a 45° degree angle to
the left of the neutral stance. Right slips can also be executed to the right 90° and the
right front 45°. Left slips require the left foot to retain its basic position and the right foot
to be placed on the left rear 45°, the left 90°, or the left front 45°. Each slip requires an
adjustment of the base foot in order to allow the combatant to maintain the best possible
balance when the new position is accomplished.
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Figure 5.10. Slip to the rear 90.

The Cross
A cross requires the fighter to overlap the feet while traversing to avoid or set up
an attack. A cross left from a neutral stance requires the combatant to move the right foot
to the forward left 45° while leaving the left foot in place (Figure 5.11). The right foot
ends up perpendicular to the 45° line while the left foot remains in its original position.
A cross right moves the left foot perpendicular to the forward right 45° while the right
foot remains stationary. It is important that the weight be distributed evenly on both legs
and that the knees be bent to allow for greater stability. Crosses can also be made to the
90° left, the 90° right, the back 45° right, and the back 45° left.
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Figure 5.11. Cross to the forward left 45.

Detailed diagrams and descriptions of the footwork described here can be found in Of
Paces, by Payson Burt.

Circular Footwork
While the later developments in sword play (smallsword and modem fencing)
eventually focused on linear footwork, earlier weapons such as the broadsword and the
quarterstaff used a great deal of circular footwork to avoid attacks and re-establishing
guards. In executing circular footwork, the combatants match each other step by step in a
circular pattem rather than a linear one (Figure 5.12). Whereas the linear footwork has an
imaginary set of parallel lines that keep the fighters in direct relation, circular footwork
requires the combatants to adhere to a set of two concentric circles. The inner circle and
the outer circle should be about the distance between the feet of a combatant in fighting
stance.
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Thwarts, slips, and crosses are used to take the combatants off-line, but a rigid
pattem of movement is still enforced. The lead foot moves along the irmer circle while
the lag foot follows the pattem of the outer circle. Specific attacks and defenses that
derive from the circular footwork will be discussed later in the work but it is important to
realize that introducing the idea of concentric circles aids the combatants in keeping
proper distance when circular choreography is introduced.

Figure 5.12. Circular footwork basis.

Unarmed Techniques
Distance
The basic mle is that no weapon or body part should be any closer than six inches
to one's partner when attacking. Granted there are techniques that do make light contact
with your partner"s anatomy and times when the actors will be in direct physicai contact.
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but for the most part, attacks that are seen to "connect" actually ha\e a safety factor of at
least six inches built in. It is estimated that the depth perception of the audience greatly
diminishes at a distance of about six feet and the success of the illusion depends on the
view that the audience is given of the attack. The actors must be positioned in such a wa>
as to mask or hide the miss from the audience, and present them instead with a
preparation and a reaction that looks as if contact was actually made. Six inches is
usually about a hand span or the distance from the tip of the pinky finger to the tip of the
thumb when they are extended and the three middle fingers are closed. This hand
position is the "Y" in American sign language and is sometimes referred to as the "hang
loose" sign from Hawaii. The simplest way to check for distance is for both fighters to
assume a fighting stance and then have one partner slowly reach forward as if simulating
an attack to a target and have the other partner remain stationary in a fighting stance with
the hand in the "Y" position in front of the target. The thumb should actually be touching
the target we want to be perceived and the pinky is extended directly out from this target.
Then as the attacking partner slowly extends the reach, the "Y" hand of the receiving
partner should not come into contact with the attack. If the attack can be launched without
violating the established six inches, then the actors are safely out of distance. It is
important that the combatant with the longer reach be the one to extend the attack for
checking distance in this practice to ensure the safety of both performers.
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Targeting
Stage combat requires specific targeting measures to ensure the safety of the
performers. Inifially this system will seem a bit awkward but once leamed, it can be used
to simulate violence on stage with a high degree of believability as well as to ensure the
safety of the performers. Basic targeting is a three step approach that requires
communication between the acting partners and an execution of the required technique.
The first step is making eye contact with your partner so that both know that the other is
ready. The second step involves the attacker shifting his or her focus to the desired safe
target. The third step is the actual execution of the move.
This is an example of how a right handed roundhouse punch to the chin is thrown
in stage combat. First the actors must check to make sure that they are safely out of
distance. The partners then face each other and the attacker establishes eye contact with
the person who is receiving to determine that the person is ready. Then the attacker shifts
his or her focus to just in front of the victim's chin. The chin is the actual target and as
they pull the elbow back to launch the punch, this gives the receiving partner his or her
cue that the attack is about to come. Then after this preparation or "prep,"" the fist is
brought to the target. The fist continues over the right shoulder and the victim reacts as if
the punch had actually landed.
A common initial mistake is made when the person who is attacking does not shift
his or her focus to the established safe target and instead focuses on the actual target of a
real attack. It is our instinct to simulate the actual move but in theatrical combat wc must
establish safe targeting that only gives the illusion of hitting a real target. The bod> lends
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to follow where the eyes are looking and if the attacker is focused on the chin of the
receiver, then his or her fist wiU naturally go towards the chin rather than over the
shoulder. This is why targeting is so important in this work, and it must be practiced
repeatedly unfil it is established as muscle memory for each new technique.

Fight Speed
"Fight speed" or "performance speed" is the term that is used for the pace with
which the techniques in a sequence will be executed in an actual performance. Full speed
would be as fast as the performers could perform the routine but this is often too fast for
the audience to follow the story of the fight. At this speed, the fight can often become
sloppy, thus technique and intention is sacrificed in an attempt to perform the fight as fast
as possible. Actual performance speed is about three-quarter speed which will allow the
actors more time to act the intention behind the moves and in tum slows the fight down
enough for the audience to follow the actions and intentions of the performers. After all
our goal is to fiirther a story through the action of a fight and not perform it so fast as to
lose the audience. When leaming techniques and routines, it is essential to practice them
in what is referred to as slow motion, one quarter, or "tai chi" speed. Practicing at slow
speed is utilized in order to make sure that the combatants are executing the moves
properly and can maintain balance and a fluidity of motion throughout the required
techniques. Once the sequence of moves is able to be performed at quarter speed, then
the moves should be increased to half speed, and then to three-quarter or fight speed.
Students should be able to execute scenes at any given speed and be able to maintain that
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speed throughout the fight. It is a good exercise to ask them to perform moves and
choreography at the various speeds and work at being able to maintain a constant rhythm
and flow throughout the fight. The natural tendency is for students to begin a fight at onequarter speed and then by the end they are performing at or beyond fight speed. The msh
of adrenaline takes over and before they realize it, they are mshing through the fight
rather than focusing on their control and discipline. Many students want to jump ahead
and work at performance speed immediately, this should not be permitted because it
allows them to take shortcuts in their training and it is easy to hide a lack of control and
intention in sped up choreography.

Knaps
Stage combat, unlike film, requires the actors to make the sounds of a fight at the
same instant in which they are performed. Film allows the luxury of adding the sound
effects in the post production process and gives the actors the ability to concentrate on the
look of the fight without worrying about the sounds that will eventually be dubbed in. In
stage combat the term that is used to describe the sound that is made during a fight
between two or more people is called a "knap." It is important to realize that all knaps
should take place on major muscle groups on the body and should never strike joints,
bones, or any vulnerable part of the anatomy. Basically, we want to achieve the effect b>
striking parts of the body in ways that sound will be produced without injury to the
performer. There are several knaps that can be used when choreographing fights to
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achieve the best sound effect and mask where the knap is coming from. These are
discussed in the foUowing paragraphs.
Cage Knap. Cage knaps are executed by using the wall, floor, or another
inanimate object in combination with the forearms and/or hands to give the illusion of an
impact strike. A cage knap representing a face smash is executed on a wall and requires
the combatant to place the forearm/s in position in front of the face at the last minute to
serve as a barrier to protect the face as well as to place the hand in position to provide the
source of sound for the suggested hit. The combatant then reacts as if the face had
actually stmck the wall when in reality the force had been absorbed into the forearm and
hand. A facial strike to the floor is also executed in this marmer. The face should be
tumed to the side in both of these techniques so that it never comes closer than a couple
of inches to the object that is being impacted. Essentially, a cage knap uses an outside
object as the source of the suggested impact and sound.
Self Knaps. A self knap or body knap requires an actor to make the noise of the
supposed blow by hitting some portion of his or her own body. Self knaps can be made
by the attacker or the victim depending upon the staging needs of the performance. A
clap knap is very common and is accomplished by clapping the hands together at the
instant the blow should take place. The hands are cupped and the fingers of one hand
strike the palm of the other hand in order to avoid injury and to achieve the best sound.
This knap can be masked or hidden from the audience by other performers or b> having
the actor performing the knap facing upstage. It is most commonly done directly in front
of the body with the hands coming in contact at about chest level.

72

Another variafion of the clap knap is used when executing a punch over the
shoulder. In this case the actor places his or her hand on the shoulder of his or her partner
and makes contact with the placed hand as the punching hand moves over the shoulder.
The placed hand tums over so that the punching hand can make a clap knap as it crosses
the body. This move requires the actor to make a fist to show the intent of the attack,
open the hand to make the connecting knap and then to close the fist back on the follow
through so that the audience gets the impression that the punch connected. A variation of
this knap can be effective for slaps and also when you want to give the impression of
bones being smacked together or broken.
A chest knap is accomplished by taking one of your hands, cupping it and striking
the pectoral muscles of the chest. This variation is used when a more muffled sound is
needed to sell the effect of a punch. It is most commonly used for jab punches or when
only one arm is free to make the sound effect. Other common places for self knaps
include the hip, the quadriceps muscles of the legs and sometimes the side of the arm just
below the shoulder. It is important to explore the various noises that each of the knaps
makes and how realistic it is with the attack you have chosen. Also, masking the effect
from the audience is an important factor to consider when selecfing which knaps need to
take place.
Shared Knaps. A shared knap or partnered knap is accomplished when both
combatants participate in making the sound effect. These knaps often occur when there
are close contact attacks and there is also the possibility of a shared clap knap. The
shared clap knap or slip-hand knap is often used when a facial slap is required at close
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quarters on stage. The victim holds his or her hand in a cupped position at about chest
level and the att^cker targets this hand and contacts it with the attacking hand to achieve
the necessary sound. The cupped fingers of the attackers should meet the palm of the
vicfim in order to achieve the best sound. It is important that both partners cup their
hands and do not make them rigid. If the hands are rigid then there is a risk of injury and
the sound that is made wiU not sound like an actual slap.
There are several other shared knaps which occur when the attacker achieves the
sound by hitting a major muscle group on the victims body. The attacker will always
make contact with open hands and never with a closed fist. The major muscle groups that
offer the best sounds are the shoulder muscles on the right and left sides, the thigh
muscles, the buttocks, the back muscles, and the stomach muscles. Care should be taken
that no bones are hit and that the kidneys are not stmck at any time. Also, it should be
remembered that a cmshing blow is not required for a good sound effect, a loose cupped
hand with minimal contact can produce a wonderfiil effect with practice.
The stomach punch knap is accomplished by keeping the punching hand slightly
open, as if you were holding a roll of quarters and then just before contact is made, the
fist opens out so that the outside of the fingers is the only thing that makes a light contact
with the vicfims stomach. To fxirther sell the effect the victim tightens his or her stomach
muscles and releases a short gasp of air as the punch lands. A simple mle that should
always be remembered when using shared knaps is that if it hurts it is wrong. Partner
communication is essential and he or she must work together to determine what amount
of contact is acceptable to each partner.
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Third Party Knaps. A third party knap is one that is delivered by someone on
stage other than the combatants. These knaps tend to be difficult to time but in some
cases they can be accomplished to great effect. When executing a third party knap, it is
important that the person who wiU be providing the sound has a clear view of the action
and the knap is in some way masked from the audience's view. The whole point of the
knap is to give the illusion of actual contact without letting the audience in on the
technique. Third party knaps are mostly used when the combatants for some reason or
another caimot execute their ovm knaps effectively or the blocking is such that a
concealed knap is not possible.

Attacks and Reactions
Unarmed combat has a multitude of possibilities when it comes to attacks.
Almost every part of the body can be utilized with a variety of techniques in order to
launch an attack on a victim. Wilsher states, "There is no part of the human body that
carmot be stmck, kicked, stomped, or attacked in stage combat. The only thing that
restricts an attack to the human form is lack of imagination."" There are many strikes
with the hands, elbows, feet, and legs in addition to head butts, shoulder attacks, and
countless other possibilities. We will explore several of the most common and how to
utilize them as stage combat techniques rather than actual strikes. When practicing these
techniques it is essential that they be performed slowly at first and then gradualh brought
up to fight speed. The illusion of an attack landing is given by a speedy removal of the

^Fight Master Steve Wilsher, interview by author. 2 October 1999, Toronto.
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attack and can be referred to in terms of negafive energy. The attack goes in at a specific
speed and by removing it slightly faster than it was given, it produces the illusion that the
attack hit its target and is bouncing off This is sometimes referred to as a jab attack
because the attack lands and then bounces off the point of impact. There is also the
possibility of a foUow-through attack which has the punch or kick striking the target and
continuing along the inifial trajectory. This is common with a roundhouse punch when it
lands on the jaw and then the energy behind the punch moves the head as the punch goes
through the target area after impact. This method of punch is simulated by a slight
hesitation on the part of the attacker when the punch is supposed to land and then a
continuation of the foUow-through motion. This gives the illusion that the punch made
impact because the force of the attack would have been slowed by the obstacle which
received it. "The reaction must naturally be in tune with the kind of blow received; for
instance, a jab on the face wiU only necessitate a small recoil, whereas a fiill punch
following through may send the recipient flying off balance. With any punch to the head,
as with the slap, the head of the victim in reaction must follow the line of the punch."^
This basic concept is tme with every technique that will be executed. The actor must
react tmthfuUy to the angle and force of the simulated blow in order to sell the illusion to
the audience. Wilsher adds, "Not only the attacking hand is reliant on speed to deceive.
The knapping hand must be removed or repositioned after the sound has been made. Like

'Hobbs, 104.
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a magician performing a trick, the eyes of the audience must be redirected or the magic
trick will fail.'"

Punches
JaK This is a punch that comes from the lead foot side and is intended to stun a
person in a fight. If the left foot is forward in a fighting stance, then the jab is executed
with the left hand and vice versa. The most common targets are the chin, the nose, the
stomach, and the groin. It is a short punch that is executed by a quick extension and
retracfion of the fist to the desired target. The knuckles lead the punch and the palm of
the attacker is facing down towards the ground. When executing a jab to the face or the
groin, the six-inch distance factor is essential while an attack to the stomach can have
some light contact. The target for a jab to the chin is six inches in front of the chin and
the same principle follows for one to the nose or groin. The first step is to establish eye
contact to make sure that both partners are ready, next the attacker shifts their focus to the
safe target, shows the attack with the fist, and then the arm is extended to the desired
target and retracted. The victim reacts to the jab aimed at the chin or nose by tilting the
head back at the moment of supposed impact. A light punch and a quick snap of the head
backwards is all that is needed to sell the contact. Take care not to snap the head back too
violently as this will cause injury to the neck. The knap or sound effect that best suits this
attack is made by cupping the hand and striking the chest. This can be done by the person
attacking or the person receiving, depending on the masking that is necessary to hide the

^Wilsher, interview.
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technique. A blow to the stomach requires the vicfim to perform a slight recoil of the
stomach and to emit a short gasp of air. The knap is usually a shared knap and can be
made by the attacker opening his hand at the moment before impact and making light
contact with the tightened stomach of the victim.
Straight. The straight punch is a harder hit than the jab but is usually not a
finishing blow. In a left foot forward fighfing stance, the right hand delivers the attack
and vice versa. The punch follows the same line of attack as the jab punch and the palm
and knuckles are in the same posifion. This punch is often thrown to the face, stomach,
or the groin. Again the six inch distance will be maintained for the face and the groin,
while light contact can be made for a stomach attack. The knaps and reactions follow the
same guidelines as the jab, keeping in mind that a reverse punch will have more weight
behind it than a jab punch would, thereby necessitating a larger reaction.
Uppercut. The uppercut punch is thrown from a low level to a higher ievel with
the palm of the hand facing the attacker and the knuckles being the point at which impact
is made. The chin and the stomach are the primary targets and the punch has the ability
to land hard if the weight of the attacker is put behind it. It can be thrown with either
hand in a fighting stance, but it is most effective when thrown with the hand that
coincides with the rear foot. In the staged version of the move, the target for a facial
strike is six inches to either side of the chin so that the punch travels over the shoulder
rather than in a direct line with the face. The attacker establishes eye contact w ith the
victim, shifts his or her focus to the target and "preps" the arm, and then follows through
from the chest up and over the shoulder. At the supposed point of contact, the attackcr
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can bring the fist back dovm slightly faster than it was given or continue through over the
shoulder to sell the illusion of contact while the victim would react by snapping back the
head and possibly taking a step backward in order to compensate for the force that is
exerted. The knaps that are most effective are the chest knap and the clap knap. These
can be executed by either performer. The uppercut to the stomach follows the same cuing
but can have some light contact to assist in the reality of the movement. The punch starts
low and rises to the stomach, and the victim must simulate the upward attack by raising
his or her stomach upward and bringing the shoulders slightly forward. The victim can
raise up on his or her toes or even do a slight jump depending on the size, relationship,
and severity of the punch.
Cross. This is a punch that crosses the center line of the body and is thrown with
a fist keeping the palm down. A jab is intended to stun while the cross has a bit more
weight behind it and takes the opponent off balance. The most common target for the
cross is the face because a successfiil hit will cause the victim to lose eye contact as the
blow lands. To execute a cross to the face in stage combat requires the attacker to keep a
six inch distance from the face and to throw the punch so that it crosses the plane of the
face before bringing it back. The victim reacts as if the blow landed just to the side of the
chin, which takes the head slightly up and away. The force of this punch may cause the
victim to stagger or it may simply call for the victim to react with the head. It is a more
forcefiil blow than a jab but not as powerftil as a roundhouse. A chest or body knap
produces a fairly accurate sound and can be executed by either partner depending on the
requirements necessary to mask the technique from the audience.
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Roundhouse. The roundhouse punch begins with the hand in a fist and it travels
across the body of the attacker and the victim with the palm of the fist facing towards the
floor. It is often referred to as a "haymaker" or somefimes the "John Wayne Punch"
because it is used as the fmishing blow in many of his film fights. It is thrown with the
weight of the entire body behind it and the fist travels around the body in an arc and finds
its strength in the twist of the waist and hips. The roundhouse punch is delivered to the
side of the jaw and is the knockout punch in many boxing matches. For the purposes of
stage combat, we want to simulate that effect but without the actual contact. Depending
upon the setup of the punch, the distance factor may be six inches or it may be over the
shoulder of the victim. The six inch distance punch is executed when the attacker and
victim are not in direct contact prior to the punch. The punch over the shoulder or the
"parrot punch" is used when the actors are in close proximity and the attacker uses one
hand to set up for the coming punch by placing it on the shoulder of the victim. A clap
knap is effective for this attack and it can be executed by the victim or if the hand on the
shoulder set up is used, the attacker can make the knap by opening the fist of the attacking
hand and making contact with the set up hand as the punch follows through over the
shoulder. The hand must be placed back into a fist right after the knap so that the
audience sees the follow through of the punch. The victim reacts to this punch by leading
with the head in the direction that the fist was going. The body then follows the direction
of the attack in relation to the amount of force that was used to throw the punch.

80

Elbow Strikes. There are four basic directional elbow strikes that can be
executed: the elbow can strike in an upward motion, in a downward motion. in a
sideways motion brought across the chest, and in a sideways motion across the chest to
the outside of the body. Elbow strikes can be effective on any major muscle mass, with
the most popular targets being the head or the stomach. The side elbow strikes are
usually directed towards the head but if one person is standing and the other kneeling or
sitting, it is surely possible to target the quadriceps or the groin. The sideways attacks are
executed slightly in front of the face for safety, and very light contact can be made for a
stomach or quad attack. The attacker brings the attack in and then recoils at the moment
of supposed impact. The victim reacts to a face attack by tuming the head in the direction
that the attack was going. The knap can be made by a slap to the hip or chest and can be
performed by either partner. A stomach attack requires the victim to perform a sharp
exhalation and double over in pain, while a quad attack facilitates a reaction that stuns the
leg. The upward elbow attack is usually used to knock the bottom of the jaw upward and
the head back with a clap knap by the victim providing the best sound. When the victim
is behind the attacker, the downward elbow strike is often targeted at the stomach, with
the attacker stopping at or just before light contact, and the victim letting forth a sharp
exhalation and doubling over.
Hook. A hook punch is a technique that is used for attacks when opponents are in
close proximity. A hook punch requires the arm to be kept close to the body when it is
being thrown and the twist of the body provides the force behind the punch. A hook
punch is a body blow that targets the side of the body rather than the front. It can be used
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to attack the side of the ribs and can also be used when trying to target the kidneys. From
a fighfing stance, the attacker lowers the fist so that it is at the level of the solar plexus
with the elbow about six inches from the body.
The weight of the body is then used to tum the waist and land the punch. A hook
punch can be executed with light contact if a major muscle mass is stmck, but great care
should be taken due to the fact that the side of the ribs is a vulnerable area. The kidneys
should never be directly targeted, rather an agreed upon target such as the buttocks can be
used if contact must be made. The victim reacts to a side blow by lowering the shoulder
into the side that the blow landed with an exhalation of breath or a vocalization such as a
gmnt. A kidney blow requires the victim to arch the back slightly towards the point of
impact and to emit some sort of vocal reaction to help sell the blow.
Hammer. A hammer punch is executed by bringing the arm down and striking
with the side of the fist just above the wrist bone. An actual punch often targets the collar
bone, the top of the head, the back of the neck and a variety of other places. The punch
can be weak if it is just executed with the weight of the arm, but it can be quite powerful
if the weight of the body is dropped with the arm. Reactions to the punch will vary and
light contact can be made if the attack is to the back or another major muscle group. An
attack to the coUar bone should not use contact. Bones are easily broken and should
never be stmck directly due to the risk of bmising and/or breakage. The collar bone
requires the attacker to target the point of the shoulder and stop short of the body before
bringing the fist back up. An attack to the forehead should also be stopped short and
placed in front of the victim. The reaction requires the actor to snap the head back and
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possibly fall. Hammer punches can be knapped with various body knaps and the
reacfions should be in direct relafion to the strength and direction of the attack.
Rabbit Punch. The rabbit punch is a double fisted attack that lands on the
victim's back and often sends them dovm to the floor. This technique is executed b>
showing the audience the two hands wrapped around each other into a big fist. As the
attack comes down, the hands are released so that the back can be slapped by the attacker
for the knap, and then brought back up in the original attack position that was shown to
the audience. This is a shared knap and the attacker must take care not to slap the
shoulder blades or the kidneys but rather hit the major muscles that are adjacent to the
underarms and just under the shoulder bone. The victim must react with the back first
and then allow the rest of the body to follow the momentum. The rabbit punch can be
used to double someone over from a standing position or if he or she is already doubled
over, to take them to the floor. Falls wiU be discussed later in the chapter. It is better
work on the technique rather than the fall initially.

Kicks
Front Kick. This is a kick that is thrown in front of the body with the toes pointed
and the top of the foot hitting the target. The front kick can be used for groin shots or if
the victim is on his or her hands and knees. It can be very effective if it targets the
stomach. If the groin is targeted, great care must be taken to avoid actual contact. The
kick can be stopped short and then pulled back, with the victim reacting as if the blow
landed by lifting the pelvis and doubling over. A good vocalization can co\ er the absence
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of a knap. If contact needs to be made, then the inside of the thigh can be used as the
target, with the attacker making light contact with the top of the foot near the toes. The
victim needs to plant himself in a position where the knees can be bent and the pelvis
rolled forward so that a good target of the inside thigh is available. This technique is
potentially dangerous because the foot can slip up and still strike the groin area. A safer
technique requires the attacker to actually kick through to the buttocks on a direct line
with the groin. The victim must roll his or her hips forward to raise the groin out of the
danger area in order ensure the safety of the technique. This particular technique should
only be executed on male performers due to the fact that the female pelvis cannot
withstand the impact of this kick. AU groin attacks should be taught by a qualified
instmctor to ensure the safety of anyone wishing to execute this technique. A blow to the
stomach requires the victim to be on his or her hands and knees with the stomach tilted
slightly upwards toward the attacker. The attacker should aim just to the side of the
stomach's center, let the kick just make light contact with the top of the toes and then be
puUed out fast. The victim must communicate just how hard the attacker can hit and can
wear a body wrap to add protection if necessary. When contact is made, the victim arches
the spine at the point of impact and can direct the energy up or use the kick to roll over on
his or her side.
Front Snap Kick. A front snap kick is executed by bringing the knee up to the
desired target level and then extending the leg out with the foot pointed and the toes
pulled back so the ball of the foot strikes the target. Once the kick has landed, the leg is
then snapped back into a ready position to throw another kick or brought back into a
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fighfing stance. This kick can be used to strike a variety of targets and can be thrown
from the front or the back leg in a fighting stance. The most common targets are the
stomach and the head. For a blow to the stomach, light contact is possible or you can
stop the kick just short of the body. The vicfim reacts by tightening the stomach muscles
and releasing a quick gasp of air. Depending on the strength of the kick. it might be a
slight movement or it could double the victim over in pain. A kick to the head requires
the attacker to be out of distance and to stop the kick about six inches away from the
victim at chin level before snapping it back. The victim reacts by snapping the head back.
Knaps can be made by the victim or the attacker depending on the staging.
Side Kick. This kick is accomplished by bringing the knee up to about waist
level, rotating the leg slightly so that the knee is almost parallel to the floor, and
extending the leg out to the target with the bottom of the heel being the striking
mechanism. It is important to rotate the base foot so that the heel points in the direction
of the kick in order to avoid undue stress to the knee. This is another kick that can be
directed towards a variety of targets with the reactions dependent upon the strength of the
kick and the angle from which it strikes the body. Light contact can be made for body
shots, while the face level kicks should always be kept at a safe distance. The side kick is
essentially a stronger kick than the front snap kick, so the reactions must show the
increase in power even though they are mostly the same.
Heel Hook Kick. A heel hook kick is initially thrown just like a side kick that is
slighfly off target. The leg is extended just to the side and beyond the target. When the
leg is in full extension, it is snapped back at the knee so that the heel of the foot strikes
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the target as the leg is pulled back. The base foot should still be rotated to ensure the
safety of the knee and good balance. A heel hook can be used as a foot sweep and can
also be used to target a variety of other targets from the feet to the head. It is important
for the victim to realize that this kick will pull the contacted part of the body towards the
attacker when there is a successfiil hit. For stage purposes, we must alter the kick so that
there is little or no contact and the supposed hits are matched with the proper reactions.
Head shots should always be off target, while body shots can have some contact as long
as both partners are comfortable with it. This is a difficult kick and it is best to always
choreograph it so that an off target kick is masked properly. The foot sweep should be
executed by placing the heel on the calf muscle of the leg that is to be swept and, then, as
the victim begins the fall and raises their foot, the attacker pulls his or her leg back as if
he or she had initiated the sweep.
Roundhouse Kick. A roundhouse kick is performed by bringing the knee up and
pointing it at the desired target. The leg extends outward to strike the target. The top of
the foot closest to the ankle is the desired point of impact. This kick usually targets the
sides of the stomach and the sides of the head but can also be used to stun the upper leg
muscles or be pulled through at the ankle to execute a foot sweep. The attacks to the
side of the head require the attacker's kick to remain at a safe distance. The \ictim
reacts by moving his or her head in the direction that the kick is moving and then tuming
the neck slightly before the recovery. An attacker or victim clap knap can be used and a
slap to the chest or hip are also possible. Attacks to the side of the body require the
victim to slightly coUapse the body over the point of supposed impact. Light contact with
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these kicks, combined with a vocal reaction by the vicfim are usually quite effecti\ e for
the knap. Attacks to the knee require the attacker to target the hamstrings. The victim
collapses the knee, giving the illusion that it was knocked out of place. A clap knap can
suggest a broken bone or it can be played as the knee going out of joint. The foot sweep
with this kick requires the attacker to place the kick at the victim's calf muscle and then
wait for the victim to move his or her leg before following through with the kick. The
attacker should never take the victim's foot out from under him or her. The timing and
cuing of this move as well as all of the others should be carefiilly rehearsed so that the
illusion sells, but the victim is always in complete control of his or her reactions. The sit
fall will be discussed later in the chapter so for the technique, simply let the victim lift up
the leg that is being swept and not let it fall.
Crescent/Fan Kick. Crescent/fan kicks can be delivered to the inside or the
outside, depending on the position of the target. An inside crescent kick is brought from
the outside of the body to the inside, with the straightened leg making a sweeping arc up
and in front of the body with the inside of the heel and the inside of the ball of the foot
used to make contact. An outside crescent kick starts just inside the center line of the
body. The leg is brought up and outside the body, the outside edge of the foot making
contact with the desired target. The kick is most effective when it is delivered to the
head, but it can also be targeted elsewhere to move parts of the body offline to reduce the
threat of attack or knock an opponent off balance. The victims reaction must be in direct
relation to where the kick is coming from and the point of impact must lead before the
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rest of the body follows. A clap knap can be used for simulating facial contact, and bod>
knaps can be used to help sell kicks that land elsewhere.
Back Kick. The back kick is an attack that is also referred to as a mule kick. The
leg is brought up and then extended behind the body with the toes pointed down and the
heel striking the target. This kick is utilized for attacks from the waist down as it is
difficult to execute a back kick at a higher target. Possible targets
include the stomach, the groin, and the knees. Light contact can be used for the stomach
attack, while masking should be utilized for simulated attacks to the groin and the knee.
Ax Kick. An ax kick is delivered by bringing the leg straight up and then pulling it
dovm so that the back of the heel comes down and through the target. This kick can be
used to knock hands out of way or if the victim is doubled over. Then an ax kick to the
back of the head can be used to knock the victim to the ground. This can be a very
powerful kick and should be used out of distance. Attacks to knock arms out of the way
can use contact if they are carefiilly choreographed and practiced. This kick is similar to
the heel hook in that it will bring the victim in closer to the attacker when it lands
successfiilly.
Knee Strikes. Knee strikes are executed by taking the top of the knee and pulling
it into a desired target. A knee to the stomach is probably the most common, but if the
victim is hunched over or kneeling, then a knee to the face can also be quite effective. If
the attacker has a loose hold on the victim by the back of the head, then the attacker can
also simulate bringing the victim down while raising the knee into an open area off to the
side of the head. The attacker does not bring the head down. rather he or she gi\cs the
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cue and then allows the victim to control his or her reaction. The knee to the stomach is
executed with light contact or none at all, with the victim doubling over and letting out
the sharp exhalafion. The knee to the face from a kneeling position requires a chest or hip
knap as the vicfim snaps the head back upon receiving the supposed attack. Of course,
the attack will be safely out of distance, so that there is no possibility of actually hitting
the victim. If the victim is hunched over or brought into the knee for a facial blow, then
the attacker must stop the attack at the agreed upon level. The victim then reacts by
throwing the head back and straightening the body. The victim can even cue the attacker
when to stop the motion by tapping the rising leg and then begirming the reaction. This
technique could be used with a shared knap, an attacker or victim knap, or the combatant
could execute a chest or hip knap depending on the masking requirements.
Stomps. Stomps are a good distraction technique and can also be a great cheap
shot when the victim is already down. The key to executing safe stomps is to always use
the floor and not the victim. Full force can be acted onto the floor while letting your
partner sell the illusion that you have stomped his or her face, finger, foot, or whatever
else you might want to stomp. The trick is to mask the technique with the bodies of the
performers so that the audience can see the preparation and the reaction, but not the fact
that it actually missed the supposed target. The floor provides the knap and depending on
what was stomped, the victim reacts accordingly.
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Hair Pulls
Execufing a hair pull requires the actors to be very aware of each others'
movements if it is to be successfiil. At no point should the hair acttialh' be pulled, but it
is possible to acttially get some hair in between the fingers to help sell the effect. One
technique has the attacker grabbing for a handfiil of hair but then placing a closed fist on
the victims head. Once the cue is placed, the victim then grabs the hand and holds it to
the top of his or her head as the pain of the move is acted. The victim is in complete
control and the attacker just acts out the aggression and goes with the movements of the
victim. The same technique can be used, with the hand actually getting some hair
between the fingers by leaving the fingers loose so that the audience can see the hair in
the attacker's hand. The victim is sfiU in complete control of this variation of the
maneuver.

Strangles/Choke Holds
These maneuvers require the partners to be in close contact but can be executed
quite safely. The most important thing to remember is that no pressure should ever be
placed directly on the throat or neck. All of the pressure is acted and any contact that
occurs is made on the trapezius muscles and the collar bones rather than the throat itself
A frontal strangle hold requires the attacker to cross his or her thumbs and then place the
hands on the collar bones of the victim. The victim then grabs the forearm just above the
wrist and acts as if he or she is trying to pull the arms away. The thumbs should bc
placed where the collar bones come together and then the rest of the fingers can lightly
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wrap around the sides of the neck. The victim sells the strangle by lowering the chin
down on top of the hands and acting as if the throat is actually being damaged.
Vocalization is imperative for good technique and the victim must remember to keep the
gap closed by making sure the chin is on the attacker's hands. An elbow choke hold from
behind requires the attacker to leave a "V" in their arm and then place the inside of the
elbow where the coUar bones meet. No pressure will be on the throat itself and the victim
is again required to lower his or her chin so that the safety gap is covered by the acting.

Crotch Hits
Attacks to the groin are obviously a possibility and can be executed through a
variety of techniques. Depending on the staging, the knaps can be executed on the inner
thigh, the buttocks, the back of the leg, and even the fioor. Obviously, no contact can be
made, but shared knaps are quite effective when the audience can see that there is actually
contact. These attacks require very specific targeting and should be carefiilly rehearsed
before being brought up to speed. Attacks, which wiU use the buttocks as the knap,
require the victim to roU his or her hips up so that more of a target is presented while
lessening the chance of an actual hit. It is heavily dependent on staging and proper acting
of the intenfion and reaction, but the preparations can be integrated into the scenes so that
the hit looks spontaneous and real but are actually carefiiUy choreographed. The key to
all crotch attacks is for the victim to move his or her body in such a way as to gi\ e the
attacker the easiest path to the safe target and then react as if the crotch were actualh hit.

91

Slaps
Slaps can be executed with the forehand or the backhand and are usually directed
at the face. No contact with the face should ever be made due to the potential danger of
striking the face. These blows are usually coupled with a clap knap in order to achieve a
realistic sound. A forehand slap crosses the facial plane about six inches in front of the
vicfim's face and the vicfim reacts as if the slap had landed. The victim can produce a
clap, or the knap can be shared between the partners by having the victim raise a cupped
hand at chest level. The attacker slaps the hand on the way through to create the sound.
An actual slap to the face is simply too dangerous, though there are people out there who
will try to tell you otherwise. Hobbs states, "There are those who in my opinion who
inexcusably promote the idea that a slap can actually connect safely with the face,
providing certain procedures are observed. I have never done it and would never do it as
there is too much chance involved."^ Thus, it is best to either mask the slap so that a safe
knap can be used, or simply alter the chosen technique.

Blocks
Forearm Block. An actual forearm block uses the bone on the forearm to divert an
attack. In stage combat we want to avoid bmising so we use the muscles on the top of the
forearm or the upper two-thirds of the inside forearm to make actual contact. A forearm
block can be used to avoid the direct hit of a punch or a kick and can be used to take the
punch off-line by bringing the arm to the inside or to the outside of the body. Timing is

'Hobbs, 102.
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the key when execufing blocks because the attack is inifiated and then the block occurs as
the attack comes into range. In all blocks, the attacker must reverse his or her energy as
the block makes contact in order to give the iUusion that the block has successfiilly
diverted the attack.
Open Hand Block. The open hand block uses the hand to divert an attack by
sweeping it out of the way. The body part that is attacking is caught with the open hand
and then redirected away from the intended point of impact. The palm or the back of the
hand can be used to keep the attack from landing and care must be taken to keep the
thumb in line with the other fingers. This technique is used to push the attack outside of
the body and does not have any major alteration for stage combat. The attacker and
blocker must time their actions so the threat of attack is apparent. The block is then
executed slightly after the attack is launched. Care should be taken to avoid directly
striking the wrist or elbow.
Wing Block. This is a technique that uses the back of the arm above the elbow to
block or deflect an incoming attack. The elbow itself should not be used due to the fact
that it is a pointed, bony and can cause damage to ones partner. It is usually used to
protect the head by raising the elbow above the head and exposing the triceps to the
incoming blow. This technique gives the attacker a good target area to work with. The
attacker is responsible for pulling the blow so that the fUU force of impact is not absorbed
by the person executing the wing block.
X/Cross Block. A cross block requires the arms to be bent at the elbow with the
wrists overiapping just above the forehead in order to catch the attack in the V that is
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created. A cross block is most commonly used on an overhead attack and is a stronger
block because it uses the power of both arms to hah the incoming threat. The forearm
and open hand blocks seek to divert the energy of an attack, while the cross block uses the
reinforced strength to stop the energy of an attack. A low cross block can also be utilized
to stop the threat of a groin kick by keeping a slight bend in the elbow and crossing the
wTÍsts just below and in front of the groin area.

Other Possibilities
When writing this work, it is only my intention to give a basic overview of some
common techniques. These are in no way all of the techniques or the only way to execute
them. There are many techniques that work and there will always be new combinations
and possibilities as long as we are free to explore them. There are two limits in stage
combat, one is safety and the other is imagination. Do not be limited by the examples
discussed here, use them as a reference and seek out other sources of instmction as well
as using your own creative impulses.

Falls and Rolls
Sit Fall
The sit fall or backward fall is the easiest of the falls to perform and leaves the
actor in control of his or her body until they are about three inches from the floor (Figure
5.13). This technique is executed by placing one foot back about a step and then
lowering the weight of the body on the rear leg while reaching forward with the upper
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body until it is no longer possible to keep from dropping to the floor. The counter
balance of weight allows the body to remain in complete control of the fall with the
release to the floor occurring when the back side is within a few inches of the floor. The
technique should be practiced with both the left and the right leg stepping back to allow
for greater possibilities when performing. When leaming this technique students should
have mats to work on and must begin to execute the move in slow motion. B> remaining
in control of their balance in slow motion, students will teach their bodies the muscle
memory of how to maintain proper form throughout the move. Once the basic technique
is mastered, then acting choices can be layered into the technique allowing it to look less
like technique and more like an actual fall.

Figure 5.13. Stages of the Sit Fall.

Backward Shoulder Rolls
The backward shoulder roll can be executed from a kneeling or sitting position
and can also be the continuation of the momentum of a sit fall (Figure 5.14). To execute
a this roll, start from a sitting position and then lie back onto the mat. Bring the feet
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together and then lift them up and over the right shoulder for a right roll. Be sure to keep
both feet on the right side of the body and look back as the feet touch the floor behind
you. When you see the feet touch the floor, then bend the knees and allow your hips to
follow your knees and the weight of your body will carry you through the roll and onto
your knees. For a left roll, the feet should be brought over the left shoulder and kept on
the left side of the body. Again, it is important to practice the technique slowly so that
control is maintained throughout the movement and the body can absorb the action into
its muscle memory. Some students wiU have a difficult time relaxing and this will often
resuh in a flop to the side or a loss of balance. The mats are there for these purposes and
all students wâll leam at a different rate and have different inhibitions when it comes to
executing rolls. Do not force them to do something they are not comfortable with. rather
encourage them to try bit by bit and eventually they will leam the technique.

Figure 5.14. Stages of the Backward Roll.

Shoulder Roll
The shoulder roll is a roll that is executed by rolling diagonally across the back
from one shoulder to the opposite side of the lower back (Figure 5.15). To bcgin a right
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shoulder roll, start from the floor and then move to higher elevations once the technique
is mastered. The sttident should be on his or her knees with the right knee slightly ahead
of the left. The weight should be in the toes rather than the top of the foot. The student
then leans forward so that the right shoulder is on the mat. The body is in a crouched
posifion with the right arm flilly extended on the floor and across the body. The right side
of the head is placed upon the mat as if the student were listening to the ground. The
student keeps his or her focus on a fixed point behind them as he or she begins to execute
the roll. This focus is used to help remind the actor to tuck his or her chin into their body
as they begin to execute the roll. Once the student is kneeling with the right arm
extended and the head to the mat, ask them to use their legs to slowly raise the center of
their bodies into the air and then lower themselves back down again. Students should
fmd a point in which they can no longer raise their bodies and still remain in control.
This is the point from which the roll will have to occur. Once they are comfortable
knowing where the point is, ask them to use their legs to push them past that point and
over into the roll. It is important to stay tucked into the roll so that the momentum works
with the body to carry the student over rather than against it. The right roll should carry
them from the right shoulder diagonally across the back to the lower left side of the body.
Students should practice at the low level until they are comfortable with the roll before
moving to the next level. A left roll would be executed in the same manner with the left
side forward and rolling from the left shoulder to the lower right side of the body.
The next roll should be attempted from a crouched position. This is sometimes
referred to as the Sumo roll because of the deep bend in the knees. The arms should be
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rounded as if the student were carrying a huge globe in the cradle of their arms. The right
leg takes a step forward as the head and right shoulder begin the tuck. It is important that
the right arm be rounded so that the elbow and wrist do not smack the ground, but rather
they serve as a guide for the body. When execufing this and all rolls, you want to spread
out the impact over as great of an area as possible so that one point of the body is not
forced to absorb all of the impact. The side of the arm finds the floor and the body
follows the line established by the arm so that once the shoulder reaches the floor. the
technique is the same as the low level roll. Students will want to stiffen their arms or try
and brace themselves with their hands which will result in an awkward roll or a bmised
elbow or shoulder. The key to executing a successfiil roU is to relax and spread the points
of impact evenly across the various points of the body.
Once this level has been mastered, then ask the students to start from a standing
position. If you break the process down into a series of steps, then it will not seem so
overwhelming and the students can move along at a pace which pushes them fijrther but
allows them a framework to go back to. Once the standing roll is accomplished, then
have them take a step into the roU and eventually have them execute a roll at a walk and a
mn. It is also a good idea to have them execute a standing roll over an obstacle and then
have then walk over into a roll. Eventually the student should be able to execute a diving
roll over an obstacle.
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Figure 5.15. Stages of the Shoulder Roll.

Break Fall
A break fall is accomplished when the actor untucks from the forward roll earh
and spreads the impact evenly between the hands and the feet (Figure 5.16). The break
fall is used to give the illusion that the actor has come down fiat on his/her back. The
forward roll is started and then the actor releases the knees so that the bottom of both feet
hit the floor at the same time keeping the back an inch or two from the floor. The palms
of the hands also slap to floor at the same time as the feet so that the arms and legs are
working together to keep the back from being driven into the floor. It provides a nice
sound and then once the impact is stopped, the actor is free to act out the pain of being
hurled to the floor.

Figure 5.16. Final Position of the Break Fall.
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Throws and FIips
Backward Push/Throw
These moves require the victim to sell the illusion of being thrown to the ground
as result of the attacker's force. For a basic push down, the attacker grabs the collar of the
victim's shirt or possibly the victims shoulders in order to prep for the move. The cue is
a small pull forward by the attacker that establishes eye contact and then the victim is
responsible for the backward mofion that takes he or she to the ground. The attacker does
not push the victim to the floor, rather he or she acts the force of the push. The victim is
always in complete control of the fall.

Half-Hip Throw
A half-hip throw in actuality takes the victim off his or her feet and sends them
crashing to the ground. To execute this move in stage combat, it is essential that the
victim be in complete control of the fall. Often this move is set up by a punch to the face
or chest and the person executing the throw pushes the attack to outside of their body
while setting up for the move. If a right punch is thrown then it is grabbed at the wrist
and pushed to the outside with the left hand and the right hand establishes a hold around
the victim's waist. As the left hand makes contact the right foot steps in close to the
attacker's right foot and the left foot slips back so that the hips of the thrower and the hips
of the person throwing the punch are aligned with both parties facing the same wa\.
Once this relationship has been established, then the person executing the throw uses the
leverage of his or her grip on the arm to shift the hips forward on the right side and pull
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the arm down and across their body, resuUing in a throw to the floor. For the move in
stage combat, we want to set up the same basic principle of footwork and arm movement.
but we want a relaxed grip on the vsrist and arm that will be released in order to allow the
vicfim to execute a forward roll to the right and give the illusion that a throw was made.
A rock back cue is used once the partners are in the position and their hips are aligned.
The person executing the throw will shift his or her weight backwards to let the victim
know that he or she is ready to execute the technique. Once this cue is gi\ en the \ ictim
assumes control of the mofion and steps with his or her right foot forward and around the
throwers right foot and then goes into a forward roU. The thrower releases the victim's
arms as they go into the roU so that they can execute the roll safely and then sells the
illusion by following through the motion as if they had actually thrown the \ictim.

Arm Bar Throw
An arm bar throw is accomplished when the victim is doubled over and the
attacker has control of the victim's arm by the wrist and underarm. If the victim is going
to execute a left shoulder roU, then their right arm will be subdued by the attacker. The
attacker's right hand has a loose grip just above the wrist and their left hand is placed at
the back of the arm on the triceps muscle close to the shoulder. In the actual move there
would be force exerted on the shoulder joint, but for stage combat. we want the \ ictim to
act the pain rather than actually feel it. The attacker is positioned with the right foot
slightly ahead of the left and the victim is up against the left leg with his or her arm across
the body in front of the attacker. The attacker gives a slight rock back cue and then the
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victim steps forward with his or her left foot into a left shoulder roll. Once the victim
begins the roll, the attacker releases the grip on the forearm and triceps and steps forward
with the left foot in order to show the audience that the shift of weight is the force behind
the throw. Once again, the victim is not pushed into the roU, rather the attacker acts the
force but allows the victim to be in complete control of their roll.

Kneeling Throw
A throw from the kneeling position is often inifiated by an attack from behind or
an attempted strangle from the back side of the person who will execute the throw. It is
very similar to the half-hip throw once the hips are aligned. In this move the person who
is to be throvm comes in from behind the thrower and reaches around in front of the
person who is kneeling. The arm is then grabbed by the kneeling person at the wrist and
underarm and a rock back cue is given. Then the victim goes into a shoulder roll with the
same side as whichever hand reached around the victim initially. The thrower releases
the arm as he or she feels the victim going into the roll and then follows the roll as if his
or her actions had actually been responsible for it.

Combinations
There are a multitude of possibilities in putting together an exercise or a fight.
The main mle to foUow is that the choreography should follow a logical progression of
moves. Certain attacks are often foUowed with techniques that can be executed from the
new body posifion easily. For instance, if a blow to the stomach doubles the \ ictim ovcr.
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then the attacker might logically follow the stomach attack with a knee to the face or a
blow to the back of the head. The possibilifies are endless and the imagination should
never be sacrificed when exploring various combinations. Establishing a pattem of
action and reaction will help the fight to follow a logical sequence and allow both the
audience and the actors to follow the story of the fight.

Unarmed Requirements
These are the minimum compulsory requirements that must be included in the
SAFD test fight in order for the students to be able to achieve actor combatant status.
Requirements are per fight unless otherwise noted.
Attacks:
Three Punches (one contact, two non contact per combatant):
These may include the Cross, Hammer, Hook, Jab, Rabbit.
Roundhouse, Straight and Uppercut
One Stomach Punch
One Slap
One Elbow Attack
One Kick (per combatant): This may be an Ax Kick, Back Kick,
Crescent Kick, Front Kick, Heel Hook, Roundhouse Kick,
Side Kick, or Snap Kick.
One Knee Attack
Defense:
One Block-either punch or kick (per combatant): These may
include a Forearm Block, Open Hand Block, Wing Block
and X/Cross Block
Floor Work:
One Fall or Roll (per combatant)
Grappling:
One Strangle/Choke Hold
One Hair Pull
One Throw or FIip
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Knap Techniques:
Two Knap Techniques (per combatant): These may include a Cage
Knap, Clap Knap, Partnered/Shared Knap, Self^od> Knap
and Slip-Hand Knap ^

Unarmed Choreography
The following (Table 5.1) is an example of a fight that passes the requirements for
a certificafion test in unarmed techniques. It is important to realize that there are many
ways of transcribing fight notation and what is provided in this manual is by no means the
best or only way of fight notafion. There are several methods that are currently in use b>
many different fight directors. Hopefully, a universal system will be developed that will
allow fight choreography to be notated as dance choreography is, but at present
choreographic notations of fights are highly individualized. Fights are divided into
phrases, which combine a series of movements into a logical fight sequence. This fight
was choreographed by Fight Master Erik Fredricksen and Fight Director K. Jenny Jones
for the skills recognition test at the 1997 National Workshops.

^The Society of American Fight Directors, Policies and Procedures. 9 July 1998.
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Table 5.1. Certification Choreography for
Unarmed Combat
PHRASE 1:
COMBATANT A, (A)
Up Right and Left Foot Forward
cue and
LEFT JAB
step out left, drop and FEINT LEFT
HOOK
stand up (to resumejab attack)
DUCK
LEFT JAB
LEFT JAB
LEFT JAB
Juke Right
Juke Left
( Bruce Lee ) BLOCK INSIDE {Right
Hand)
BLOCK ( outside Right Hand)
LEFT JAB
Ride with arm sweep
RECOIL staee UD rieht

>
>

<
<

>
>
>

<

<
>

<
<-

COMBATANT B, (B)
Center and Right foot
Forward
avoid by sliding back
pass right foot back to avoid
cue. prep Roundhouse
Throw {in place ) RT.
ROUNDHOUSE
BLOCK INSIDE {right hand)
KNAP ( Right on Left hand)
BLOCK INSIDE (left hand)
Juke Left
Juke Right
RIGHT CROSS
LEFT CROSS
AFFECTED BLOCK
{outside Right hand)
SWEEP A's arm down
J. WAYNE RIGHT CROSS
( slap hand knap )

{ Beat, Recovery, Dialogue, etc.)
PHRASE 2:

Recover, right knee on floor

<

LIFT RIGHT HAND high

<-

BRING DOWN SHARPLY to effect
release
RIGHT HAND BEHIND B s neck
(LOOK!)
Pump cue and THROW

<-

>

•

>

->
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B
MOVE IN behind
LEFT ARM AROUND
NECK,
GRAB A*s RIGHT ARMrelease grip
Allow tie up.
FORWARD ROLL BREAKFALL

Table5.1. Continued

PHRASE 2: (cont.^
Prep face strike
STRIKE FLOOR, miss and hurt hand!
(Back in DS) Play Hurt Hand
BLOCK with hurt hand ( spin 360)
Recoil DSL from face kick

recover US on back
Roll US & AVOID strike
get to feet
Left SNAP KICK to stomach
Right (adjusted!)
CRESCENT
KICK

—>
—>

<—..—>
< „ .

<—

(briefadjustment

beat)

PHRASE3:
B
St. Right and Right Foot
Forward
LEFT PUNCH ( on leftfoot)

Stage Left and Right Foot Forward
step back, BLOCK OUTSIDE (right
hand)
lean back, block (inside 2 hands )

<
<

drop low and DS to effect RIGHT
LEG SWEEP
STEP BACK on left foot

>

<

RT FT GROIN KICK

>

LEFT HAND to B's HAIR
RIGHT FOOT US of B's LEFT leg
and RIGHT HAND to chin
RECOIL, bend over US

>

OPTION ROLL or FALL

>
<
<

recover to hands & knees
Tum belly to receive kick

<

>

ROLL over shoulder and
prep for face kick {facing US )

<

>

<

>

<
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RIGHT PUNCH (rightfoot
lead)
HITCH KICK WITH SIT
FALL
on left side
KICK with RIGHT LEG
( Crotch now SL or US a bit)
Recoil by Sitting Up ( watch
face andA 's knee!)
secure with your left hand
act hair puU
Prep for Right Hand Strike
RIGHT HAND GROIN
PUNCH
CROTCH THROW or LEFT
angle
( USR direction )
Move US
RIGHT foot side / BELLY
KICK
get eye contact
move into distance

Table 5.1. Continued

PHRASE3:rcont.^
FALL BACK from kick
Help get to your feet
STRUGGLE to US
BREAK LAPEL GRAB
RIGHT & LEFT to stomach ( 1-2 )
RIGHT SLAP

<—
>
<

>
>
>
>

RIGHT BACK HAND
JOHN WAYNE RIGHT CROSS

>
>

FRONT SNAP KICK to face
LAPEL PULL to feet
STRUGGLE back to DS
Ride with it
double up {a bit...)
MAKE KNAP, leave LEFT
hand
Catch Knap in Left
React and step SL

(Recovery Beat....lines, Acting?? Etc. )
PHRASE 4:

Stage Right and Left Foot Forward
SINAWALI BLOCK

<

LEFT ARM around NECK
GRAB B's RIGHT WRIST

<

>
>

maintain grip
and ride with B's direction
Step on left and PUNCH w/ LEFT
let go of wrist

<

React
Bend at waist
Prep for Knap
WatchB'sknee!!!

<

Knap and RECOIL up and back

<

>

<
>
<

<

>

<

>

<

>

B
Stage Left and Right Foot
Forward
wild RIGHT
ROUNDHOUSE
(on rightfoot)
left on A's left arm
ATTEMPT HEAD GRAB
with
Right
step to your right, (deeply )
& pivot to your left ( HIPS)
step US with Right foot
Big THROW OFF of Right
grab
STOMACH PUNCH Right
Hands behind head
Big Step back on Left Leg SR
SEE THE CLEAR SAFE
SPACE!!
KNEE TO F A C E » »

Copyright e.fredricksen & k.j.jones
National Stage Combat Workshops. 1997
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CHAPTER VI
QUARTERSTAFF TECHNIQUES

Brief History
Quarterstaves, the simplest of all the staff weapons, are approximately 6-9 feet in
length. The ends were bound by metal to a.) Stop the wood from splintering and, b.) To
increase the impact weight of any blow delivered. If metal was not available. leather
strips were used for binding. During the Middle Ages, the quarterstaff was a preferred
weapon, especially in England, as a weapon of practice instead of the halberd. spear, or
similar pole arm. It could also serve as a training tool for the double-handed long sword
of the period. The staff was held in the center by the left hand, and the right would be
placed at one quarter of the whole length from the end.
Very little is known or can be proven in regard to the history of this weapon due
to the fact that no written history has been found that explains in detail the specific
techniques incorporated by those who wielded it. Illustrated plates give us some idea of
how the staff was used, but written instmctional material does not exist for this weapon
as it does for the use of the rapier and later weapon systems. It is widely regarded that the
quarterstaff was a weapon of the common man. It was primarih used by a largeh
illiterate class and the movements were often handed down verbally rather than recorded
into a manual. The quarterstaff was relatively easy to possess and could be acquired in
any wooded area without much, if any. cost to its user. It is thought in many circles that
the quarterstaff originated from farming implements such as the sc>the. The weapon

108

found its way from the farm to the battlefield, by the conscripted soldier of the Middle
Ages who had to purchase his own weapons. The staff was often the only weapon that
could be afforded as a medium of defense.
When in battle, its primary use was to bludgeon an opponent. It was then
discarded in favor of taking the enemy's sword. In other words, it was a weapon used to
gain more sophisticated weaponry with which to defend oneself Staffs were often
employed by highwaymen to attack members of the upper classes in hopes of attaining
their objects of value as well as their armaments. If used properly, it could keep a
swordsman at a considerable and safe length from the wielder. It could also be used to
unseat a fully armored knight. Lydia G. Goff in her translation of The Medieval World.
explains, "The knight, covered from hand to foot in steel, was an unstoppable projectile
when he gallopedfiiUtilt into battle; when unhorsed or surrounded, however, he became
an easy prey for common foot soldiers."' The use of leverage made it an extremely
effective tool for dismounting riders from their steeds. Once dismounted, the person
wielding the staff had the advantage of a lengthy weapon and could easily target the
exposed areas in the opponent's armor as they were recovering from the fall.
The use of the quarterstaff on stage merges imagination with practicality. It is a
basic weapon that can be dynamic and effective when combined with the elements of a
production. The staff requires constant awareness due to its length and should be
carefiilly choreographed when used on stage.

'Lydia G. Cochrane Trans., The Medieval Worid. (New York: CoUins and Brown,
1990), 108.
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Handling and Warm-Up Drills
Side-to-Side Toss
This drill consists of passing the vertical staff from the right to left hand and \'iceversa. The drill begins with the hands fairiy close together and as the students become
more adept, they move the arms farther and farther apart. The purpose of this drill is to
get the students accustomed to switching hands with the weapon while also helping them
to discover the weapon's balance and how the staff moves in space. They should
discover the center point of the staff and how maintaining control of that point can
increase the speed and accuracy of a toss. Initially, the students will watch their hands to
catch the staff but they should be encouraged to work with their peripheral vision so that
they will know where the staff is going while maintaining a constant awareness of their
surroundings.

Supination/Pronation
The staff is held horizontally at chest level and the students must switch their grip
from both hands pronated (palms down) to both hands supinated (palms up) while
keeping the staff at approximately the same level.

Once the students are comfortable

switching the grips with the staff in front of them, they should begin to raise and lower
the height of the staff while switching the hands. The staff should not be allowed to
move into a diagonal position but kept horizontal to the floor at all times. This teaches
the students how to work with equal pressure from each hand and increases their ability to
maneuver the staff effectively. Again, students should be encouraged to work with the
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staff in their periphery so that their body becomes aware of how the staff mo\es in space
while maintaining focus on the surrounding elements.

Supination/Pronation lí
This drill requires the students to have one hand in supination and one hand in
pronation while holding the staff, at chest level, horizontal to the ground. The hand
positions are then switched back and forth while keeping the staff level. The height of the
staff can then be altered while the same actions are repeated in order to promote greater
dexterity. This gets the students used to switching their grip from right-hand dominant to
left-hand dominant short form. Again, the actors should work towards keeping the staff
in their peripheral vision and not focus on the hands gripping the staff.

Spiiming the Staff
This drill keeps the staff in front of the body and requires the combatants to spin
the staff either clockwise or counter-clockwise. To spin the staff clockwise, the staff is
held vertically in the left hand with the thumb facing the ceiling. The staff is then circled
to the right and as the top part of the staff reaches the floor, the right hand is placed just
over the left so that the pinky sides of the hands are touching and both palms are facing to
the left. The right hand, thumb held high, then assumes control of the staff for the next
half tum and the left hand takes control with the thumb held high just as the thumb of the
right hand is nearing the floor. When the hand switch is made from the right to the lcft
hand, both palms should be facing the right. The pattem continues until the drill is
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stopped. To execute the drill in a counter clockwise fashion, begin with the staff in the
right hand with the thumb facing the ceiling, tum the thumb to the left and down to the
floor, then bring the left hand in repeat using the mirror image of the same process.

Figure Eights
The staff is held vertically in the right hand on the right side of the body with the
thumb upwards. The fore end of the staff (the upward end) is then described in a figure
eight by diagonally crossing in front of the body from right to left. When it reaches the
lower left side of the body, it is brought in a 180 degree arc behind and to the left side of
the body so that the fore end of the staff is outside and above the left shoulder. Once the
staff reaches this point, the fore end of the staff crosses the body diagonally from left to
right and when it reaches the lower right side of the body it is brought another 180
degrees behind and to the right of the body. This brings it back to its initial position.
This process should be repeated so that the movement of the staff becomes fluid and the
pattem can be repeated without intermption. This drill should be started slowly so that
the students become aware of where the butt end (the trailing end) of the staff will be
during the rotation so that they do not hit themselves with it as it passes through space.
The drill requires considerable wrist control and once the basic pattem is understood, then
the students should concentrate on their surroundings and not the staff itself This driil
should also be performed with the left hand with the staff being held on the left side of
the body in the left hand. It should then follow the same pattem as if it were a mirror
image of the right handed drill.
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Figure Eight with Hand Switch
This drill requires the student to switch hands as the staff passes from one side of
the body to the other. The staff begins in the right hand on the right side of the body, the
fore end is brought diagonally from the high line (above the waist) to the low line (below
the waist) in front of the body. It then begins a 180 degree rotation to the upper left side
of the body. As it reaches this point, the left hand comes in behind the right hand and
assumes control of the staff as it begins the diagonal motion from the left high line to the
low line on the right side of the body. The fore end of the staff is then taken from low to
high on the outside right in 180 degrees and the right hand assumes control to bring the
staff back along the next diagonal. The process can be done repeatedly and gives students
the opportunity leam how to establish and control the center point of the staff while
sw itching the hands.

Figure Eight with '/2 Tum on the Hand Switch
The half-tum drill requires the handler to begin with the staff in the right hand and
bring the fore end down and across the body, then back up behind the left side of the body
in the 180 degree arc. Once the fore end of the staff is up on the left side of the bod>, the
wrist tums to continue the arc for another 180 degrees so that the butt end of the staff is
pointing towards the ceiling. The left hand comes over the supinated right hand after it
has executed the half tum and takes the staff across and down the left side of the body in
the same manner as the original hand switch. The same process is then repeatcd with the
left hand on the right side of the body and the right hand replaces the Icft to make the drill
113

have a continuous mofion pattem. This is a good exercise for developing coordination,
finding and controUing the center point of the staff, and building up the wrists for fiirther
work with the staff

Passing the Staff in Front of the Body
Place the staff vertically in the right hand, holding it about one-third of the \va>
down from the top with the palm facing forward. Lift the butt end of the staff behind the
body so that it is almost horizontal and rests on the small of the back. This is the starting
point of the exercise. To begin the drill, fold the right hand across the body so that the
palm of the hand is brought to the left hip. The left arm then reaches over the folded right
ann and takes hold of the staff over the right hip with the thumb high. The right hand is
released and the left arm opens out with the staff, rolling it behind the body on the left
side. Once the left arm is fiilly extended, the left hand is brought across the body to the
right hip. The right hand then comes over and takes hold of the staff near the left hip and
the process is repeated back and forth.

Footwork/Stances
The footwork the quarterstaff uses is primarily in a wide stance, using both
circular and linear steps with passes. The weapon requires combatants to maneuver a
staff whose length is often greater than their own height in close proximity and with great
dexterity. Basic footwork will apply, but the primary goal with the footwork is to attain
the proper distance between combatants to ensure both their safety and thc progression of
114

the fight. In training with this weapon, we are working towards a neutral basis in stance
and movement that allows the actor to become familiar with the mechanics of using the
weapon. Specific character choices can then be added to this neutral mask to make the
performance of a specifíc fight more effective.

Short Form
It is important to remember that a variety of methods are used to teach the
quarterstaff The foUowing classifications are an assimilafion of several teacher's
methods. In working with this weapon, I have tried to establish a working terminology to
help students achieve a better understanding of the weapon's potential. I include a variety
of hand positions to ensure that students are aware of the different methods and can adapt
to the needs that might arise in a production. The handling of the quarterstaff consists of
two main guards or methods of holding the staff. These are known as short form and
long form and they provide a basis from which to establish attacks and parries.
The fírst is a short form guard and requires the combatant to divide the length of
the staff into thirds. The hands are placed approximately where the lines of division
would occur should the staff be broken into three equal lengths. With the hands in place,
we have three main sections of the staff with which to attack and parry, the fore-end. the
mid-section, and the butt-end. The staff can be held with both hands in pronation, or wiih
one hand in supinafion and the other in pronafion. The specifics of these grips will be
discussed shortly. The guards will be referred to as left-hand dominant short form, righthand dominant short form, and boxing grip short form. Short fomi requires the actors to
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work in a fairiy close proximity to one another and the fact that any point on the staff is a
potenfial weapon should always be kept in mind. The hand that is closest to the fore-end
of the weapon is the lead or dominant hand used in maneuvering the staff Both hands
must work together to achieve good technique and control.

Short Form Hand Posifions
Left-Hand Dominant Short Form. In this guard, the left hand is in supination and
the right hand is in pronafion. The fore end of the staff is to the left of the supinated hand
and the butt end is to the right of the pronated hand. When maneuvering the staff in
short form, the hand that is in supination tends to lead the direction of the attack or parry
while the pronated hand adds the stability and power. Thus, for targeting purposes, I have
chosen to refer to the supinated hand as the dominant hand in short form.
Right-Hand Dominant Short Form. The right hand dominant short form consists
of gripping the staff with the right hand in supination and the left hand in pronation. This
means that the portion of the staff to the right of the supinated hand is the fore-end of the
weapon and the portion to the left of the pronated hand is the butt end.
Boxing Guard. This guard requires the combatant to keep both hands in pronation.
The name of this term is inspired by the work of Jean Francois Gagnon of Fight Directors
Canada. In his teaching of the staff, he instmcts students to work while keeping both
hands in pronation. He describes how to execute attacks by referring to punching
techniques, hence the term "Boxing Guard." With both hands in pronation, the fore end
of the staff is usually the right side of the body. A majority of combatants are right
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handed. The right side of the staff is foremost in making attacks and parries therefore it is
classified as the fore end. For left-handed combatants, the left side of the staff will most
likely be the fore end. When teaching students the boxing guard, it is important to specify
which end of the staff is to be considered the fore end and the butt end in order to avoid
unnecessary confiision.

Long Form
Long form also divides the staff into three parts in order to determine the
approximate grip of the weapon. With this guard, one of the ends of the staff is held with
one hand and the other hand is placed on the staff about a third of the way up. It requires
the combatant to control the entire length of the weapon from the bottom third of the
staff. The hand closest to the end of the staff becomes the controlling factor while the
hand that is a third of the way up serves as a guide and a point of leverage. The fore-end
of the staff is fiirthest away from the body and the butt end is where the controlling hand
is located. This form establishes greater reach and also has a left dominant, a right
dominant, and a both hands in pronation grip.

Long Form Hand Positions
Right-Hand Dominant Long Form. The right hand is held in pronation at the butt
end of the staff and the left hand is held in supination. The fact that the left hand is
serving more as a guide and a point of leverage is what places the pronated hand in the
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dominant posifion. The fore end of the staff is fiirthest away from the combatant and will
be at the forefront in making attacks and parries.
Left-Hand Dominant Long Form. The left-hand dominant position requires the
left hand to be held in pronafion at the butt end of the staff and the right hand to be in
supination about a third of the way up the staff The fore end of the staff is located to the
right of the right hand and incorporates the last third of the staff.
Boxing Guard. The hand dominant in this guard is the one that is closest to the
butt end of the staff Both hands are held in pronation with one near the butt end of the
staff and the other about a third of its length up. This grip allows the combatant to switch
the dominant hand position by sliding the staff between the hands without having to
switch his or her grip. The fore end is always the third of the staff that is ftirthest from
the hands.

Basic Targets/Attacks
Any point on the entire body is in reality a target for attack, but for initial purposes
a series of eight targets will be introduced. These are the head, the groin, the left and
right shoulder, the left and right flank or mid-section, and the left and right
quadriceps/leg. The fingers and hands are also popular targets when fighting with this
weapon as they are extremely vulnerable and easily accessible. Attacks with this weapon
consist of both cuts and thmsts and must always be stopped short of actual contact. Cuts
are strikes that move on an arc towards their target while thrusts are delivered on a
straight line directly at the target. Cuts can be executed as horizontal strikes or they can
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be on ascending or descending diagonals. The sttjdents should become familiar with the
basic targets and work to ensure that their placement of attacks is accurate. Target areas
are very specific, but all of them stop short of the body, no direct contact should ever be
made upon executing an attack with this weapon. Generally, attacks to the head are
aimed directly above the head at a distance of about six inches above and in front of the
head. Groin attacks are aimed centrally and are also stopped approximately six inches low
and short of contact. The basic target for the shoulders is about two inches below the top
of the shoulder and just outside of the body. In reality, the shoulder targets would have
been cuts to either side of the jaw. Students have a tendency to aim high on this target
and this is the reason that the target has been lowered to the shoulder area. As with the
execution of all moves in stage combat, students must be reminded to keep their motions
specific. Attacks to the flank are aimed to the outside of the body at the bottom of the rib
cage. Attacks to the quadriceps are directed about midway between the knee and the top
of the leg and kept safely to the outside of the body. There is a tendency for novice
students to aim at the knees or ankles when executing these attacks so it is important to
keep an eye on their progress. Actual combat would have targeted the knees but for stage
purposes, the target has been raised to the quadriceps.

Short Form Parry Pattem
This is one of many parry pattems that are in use for quarterstaff training.
Students should realize that other pattems exist and that this is simply the one that I prefer
to use when I am teaching. It is a sequence of parries that covers the basic targets and can
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be utilized in order to acquaint students with the weapon. It is important to remember
that the use of the quarterstaff often employs a variety of hand changes as well as
transifions from short form to long form. In parrying an attack, a basic mle is that the
staff should always cross the center line of the body to ensure strength in the parry.
Attacks can be made with varying strength and it is better to train with parries that will
stop actual attacks for two reasons: (1) If the attack does come in with too much force, the
parry will still be effective. (2) The actor wiU have a better understanding of the actual
methods and uses of the weapon rather than just striking a particular pose.
This parry pattem is described in a left-dominant short form grip. This means that
the left hand is in supination and the right hand in pronation for the entire sequence.
Each parry is continued from the ending position of the previous defensive maneuver
making it possible to drill through with the defenses and add footwork and various attack
rhythms. Inifially, students will have a tendency to hold the staff with too firm a grip
because they feel they might drop or lose the weapon. This wiU cause tension and rigidity
in the arms, a stiffness of the body, and will obstmct the student's ability to achieve the
proper parry posifions. Repeated practice will build their confidence in their abilities and
bring about the relaxation that is necessary to execute the movements.

Parry 1: Protecting the Right Shoulder/Head
The staff is held diagonally across the body with the left hand high and the right
hand low (Figure 6.1). The fore end, above the supinated left hand, is outside the
shoulder on the left side and the butt end to the outside of the right knee. The left or right
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leg can be forward and the knees are bent with the combatant ready to move either
forwards or backwards. Due to the transitions that are necessary to maneuver with this
weapon, the sttident should be able to move the staff around his or her body no matter
which leg is forward. The first parry in the sequence protects the point which is the most
vulnerable from this position, the right shoulder and head area. To parry an attack aimed
at this target, the fore end of the staff is brought across the body, making sure that the left
hand is below the target area of two inches below the top of the shoulder. It is held in
front of the body at an angle of about 45 degrees with the butt end of the staff behind the
body on the right side. The staff only needs to be brought about an inch to the right
outside of the body line in order for the parry to be effective. Often new students will try
to overcompensate the parry and this causes them to lose their center of balance. A
properly executed parry requires the left hand placed right at or just below the level of the
biceps and the right hand is outside the body on the right just below hip level. Initially,
the parry positions might seem awkward to most students, but they will grow accustomed
to them with practice. Students must be aware of the entire staff throughout this and all
moves in order to prevent injury to themselves and others.
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Figure 6.1. Parry 1: Protecfing the Right Shoulder/Head.

Parry 2: Protecting the Left Ouadriceps/Leg
The fore end of the staff is still held in the position outside of the right shoulder
and the butt end remains near the ground on the right side of the body (Figure 6.2). The
target we are now defending is the middle of the left thigh and the parry is made with the
butt end of the staff. Bring the left hand back across the body so it is on the left side of
the body at about shoulder level. The right hand is brought around the body at
approximately waist level. The butt end of the staff is elevated so that it is extended out
to the left of the body in order to protect the knee as well as the quadriceps. Hold the left
hand just outside of the body off the left shoulder and the right hand about six inches in
front of the waist, keeping the staff at an angle that protects the left knee.
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Figure 6.2. Parry 2: Protecfing the Left Quadriceps/Leg.

Parry 3: Protecting the Right Ouadriceps/Leg
This parry is made with the fore end and requires a quick tum so that the butt end
of the staff changes from low to high (Figure 6.3). This enables the fore end to stop the
attack on the right side. The previous parry required the left hand to be high and the right
hand low with the butt end at a forty-five degree angle up form the floor. To protect the
right leg, the left hand is brought from the left shoulder down to the right hip while the
right hand moves up and to the outside of the right shoulder. Again, the part of the staff
closest to the floor is held so that it is to the right side of and in front of the leg at an angle
of about forty-five degrees. The left hand is low and in front of the position of the
elevated right hand which makes this angle possible.
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Figure 6.3. Parry 3: Protecting the Right Quadriceps/Leg.

Parry 4: Protecting the Left Shoulder/Head
The right hand is brought across the chest and dropped into position so that the
butt end of the staff is in front of the body and covering the target areas of the right
shoulder and head (Figure 6.4). Place the right hand below the desired target to avoid a
painfiil strike to the fingers. Bring the left hand around in front of the body and it falls
into place on the left side of the body at hip level. Again, the staff should be at an angle
in front of the body so that the targeted area is protected. The strength of the right arm
makes this parry effective and it should be kept close to the body. To overcompensate a
parry outside the body causes a lack of balance. It exposes more of the body to the next
attack, and makes it more difficult to arrive at the next parry quickly.
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Figure 6.4. Parry 4: Protecting the Left Shoulder/Head.

Parry 5: Protecfing the Right Flank/Mid-Section
This parry requires the combatant to switch the hand positions from low to high
before bringing the staff across the body for the parry (Figure 6.5). In the previous parry,
the right hand was high and near the left shoulder and the left hand was low and out form
the left hip. Keeping the staff on the outside left, the right end is brought forward and
down in an arc. The left hand is brought to the front of the body from low to high. Once
this switch has been accomplished, keep the staff in front of the body in a vertical
posifion on the left side. To complete the acfion of the parry, bring the staff across the
body so it is in front of the body just to the outside on the right side with the center
secfion of the staff protecting the right flank. This parry keeps the staff in a vertical
position with the center section used to stop the incoming attack.
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Figure 6.5. Parry 5: Protecting the Right Flank.

Parry 6: Protecting the Left Flank/Mid-Section
A simple move of the staff from the right side of the body to the left side of the
body protects the next target (Figure 6.6). The left hand is high and the right is low with
the center section of the staff being used to stop the attack. The staff should remain in a
vertical position just in front of the body and it will be taken across the body to a position
that is just outside the left side of the body.

Figure 6.6. Parry 6: Protecting the Left Flank.
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Parrv 7: Protecting the Head
We want the staff to pass through the center line in order to give it strength.
From the previous parry posifion, the left hand is brought down to waist level on the left
side and the right hand moves to waist level on the right side of the body (Figure 6.7).
Bring the staff up above and in front of the head so that the center section of the staff is
protecting the head. The staff should be at an angle of about forty-five degrees from the
top of the forehead and held so that it is about six inches above and in front. If the staff is
held too high, then an attack can stiU come down and strike the face. If it is held too low,
the force of the attack can still strike the top of the head. The easiest way to describe the
proper position is for the staff to be placed in a position where it can be seen peripherally
by the combatant if he or she is looking ahead. Thus, if it is too far back or too high the
sttident carmot see his or her protection and needs to make the necessary adjustments.

Figure 6.7. Parry 7: Protecting the Head.
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Parrv 8: Protecting the Groin
The groin is protected by bringing the staff down from the previous position to
one in which the groin is shielded (Figure 6.8). Use the center of the staff to protect the
target and place it forward of the knees and below the groin to ensure safety. The knees
are bent and a slight forward bend at the waist is necessary to effectively parry an
incoming strike.

Figure 6.8. Parry 8: Protecting the Groin.

The same basic sequence can be used in right hand dominant short form or in a
boxing guard. When drilling in right hand dominant, the targets are reversed so that the
left shoulder is parried first, followed by the right quadriceps, the left quadriceps, the
right shoulder, the left flank, right flank, head, and finally the groin. In boxing guard, the
first target can be either the left or right shoulder and the parry pattem will follow the left
dominant sequence if the right shoulder is chosen, or the right dominant sequence if the
left shoulder is chosen. Students should be able to work through the sequence in any
hand position because it will prepare them for the requirements of an actual fight.
They should not drill one hand posifion exclusively as it will limit their abilities with the
weapon instead of giving them a broad foundation from which to work.
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Long Form Guards
High Guard
When using long form, the methods of parrying alter slightly due to the differing
hand positions. There are also three basic guards in long form quarterstaff, any of which
can be incorporated initially before an attack, defense, or parry sequence. The first is a
high guard (Figure 6.9). It requires the hands to be held above shoulder level, thereb>
exposing the low lines of the body to attack. The tip of the staff is aimed toward either
side of the opposing combatant's head or it is pointed down to chest level. Some
combatants raise their hands above head level, fiirther exposing the lower half of the body
to an incoming strike. This guard is often used as an invitation to attack and can greatly
add to a stage picture if combatants come to guard at different levels.

Figure 6.9. Long Form High Guard.

Middle Guard
A middle or mid-guard keeps the hands around the mid section of the body with
the staff protecfing a majority of the body (Figure 6.10). Point the fip of the staff at or off
to one side of the chest. This guard represents a central basis from which to attack and
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parry and is commonly used when two combatants are testing each others skills at the
outsetofafight.

Figure6.10. Long Form Middle Guard.

Low Guard
The low guard consists of holding the fore end of the staff in such a manner as to
expose the upper half of the torso (Figure 6.11). The hand closest to the fore end of the
staff will generally be lower than that of the hand holding the butt end. A similar contrast
in the level of the staff can be used by incorporating this guard prior to engaging in an
attack. Once the fighting begins, these initial guards can be incorporated into the fighting
st>'les of a combatant, or they can be lost in the movements of the fight itself They are
merely a basis from which to begin a fight and a tool for combatants to try and determine
which if any hints are revealed about the opponent's fighting style.
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Figure 6.11. Long Form Low Guard.

Long Form Parry Pattem
This is the same basic pattem used in the short form sequence, the only things that
need to be determined are the hand positions. If the boxing guard is utilized, the decision
to attack right or the left shoulder initially wiU determine the parry sequence. Any of the
hand positions can be used for this sequence but for the purposes of this work, I will
describe the sequence in left-dominant long form with the left shoulder being attacked
first. The strength in these parries comes from keeping the staff close to the body, using
balance and leverage to position the staff to ward off the incoming blows.

Parry 1: Protecting the Left Shoulder/Head
Hold the staff in a mid-guard with the left hand in pronation, slightly to the
outside of the left hip (Figure 6.12). The right hand is in supinafion just above waist lcvcl
and central to the body. The tip of the fore end is held at about chest level directly in
front of the body or slightly off to the right side. Direct the incoming attack at the left
shoulder. The tip of the staff is brought across the body so that the fore cnd of the staff
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meets and takes the attack off-line, keeping the attack just outside the body and to the left.
The left hand is used to pull the staff across while the right hand pushes to the outside and
braces for the incoming attack. Combatants should be carefiil not to bring the tip of the
staff directly across the eye line of their partner but rather keep it above the forehead.

Figure 6.12. Parry 1: Protecting the Left Shoulder/Head.

Parry 2: Protecting the Right Ouadriceps/Leg
From the position of the previous parry, lower the fore end of the staff while
keeping it to the outside left (Figure 6.13). Bring the staff across the body from left to
right, pulling with the right hand and pushing with the left. The right hand is lower than
the left hand and held at a level just below the waist line and in front of the body. The
left hand is located 6-8 inches on the outside just above the waist line on the left side of
the body. To complete the parry, the right hand positions the fore end of the staff and
pulls it in while the left hand braces the staff to the outside so that when the blow lands, it
does not allow the staff to be forced into the body.
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Figure 6.13. Parry 2: Protecting the Right Quadriceps/Leg.

Parry 3: Protecting the Left Ouadriceps/Leg
To protect the left leg, the staff is brought across the body so that the fore end of
the staff can ward off the attack (Figure 6.14). Doing so requires the right hand to be kept
at the same level while pushing it to the left side of the body. The left arm pulls the staff
at the same time to put the staff into the proper position. Once the staff is in place, the
right arm serves as a brace to the incoming attack and the left guides the staff into the
proper position. The push puU relationship with the hands adds strength to the parries
while helping to dissipate the shock of the blow.
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Figure 6.14. Parry 3: Protecting the Left Quadriceps/Leg.

Parry 4: Protecting the Right Shoulder/Head
To ensure the safety of one's partner, bring the staff from a low level to a high
level on the left side of the body before bringing it across to defend the right shoulder
(Figure 6.15). Push down with the left hand and pull with up the right to bring the fore
end of the staff to the proper level. Keeping the right hand just below chest level, pull
the staff across the body as the left hand, just under hip level, pushes the butt end to the
outside and to the left of the left hip. Care should be taken to make sure that the tip of the
staff is kept above head level with the fore end protecting the target area.
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Figure 6.15. Parry 4: Protecfing the Right Shoulder/Head.

Parry 5: Protecting the Left Flank/Mid-Section
This parry requires the combatant to lower the fore end of the staff while it is on
the right outside of the body and then bring the staff across to defend the left flank
(Figure 6.16). The center section of the staff is used for the parry. So while the staff is in
the position of the previous parry, the tip is kept to the outside of the body and brought
down to the floor as the left hand is raised and the right hand lowered. To complete this
parry, bring the left hand to a level just above and to the left of the head. The right hand
should end up at approximately shoulder level in front of the body and slightly off to the
left. The knuckles of the right hand must be above the target area to avoid the possibility
of striking them. The right hand can also be placed behind the staff to reinforce the parry
if the ground is used to support the fore end and the left hand controls the butt end.
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Figure 6.16. Parry 5: Protecting the Left Flank.

Parry 6: Protecfing the Right Flank/Mid-Section
From the previous position, bring the staff across the body form the left side to the
right side while keeping the hands at the same level (Figure 6.17). This parry is made
with the center section of the staff which is below the right hand. Again the ground can
be used to position the fore end of the staff while the left hand pushes the staff across to
the right side above the head and the right hand braces the staff from behind. The staff
needs only to be slightly outside on the right to stop the blow if the right and left hands
are working in opposition.
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Figure 6.17. Parry 6: Protecting the Right Flank.

Parry 7: Protecting the Head
To protect the head in long form, it is best to use a hanging parry while taking the
head out of line with the attack (Figure 6.18). A hanging parry is one that does not stop
an attack by direct opposition, rather it provides defense for the target by altering the path
of the original attack, allowing it to glance off and continue. The parry can also be
executed so that the staff is held horizontally above the head. Bring the left hand up and
across to the outside on the left side of the head as the right hand brings the staff in front
of and above head level on the right side. The butt section of the staff between the hands
is then used to defend against the blow. If a hanging parry is used, the left hand will be
held higher than the right so a downward angle is achieved while keeping the staff safely
above the target area. The middle section of the staff is positioned above the head for this
parry in order to allow the attack to be redirected without striking the hand of the
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defender. Due to the weight of the staff, the head parry in long form is easier to
accomplish with the staff at an angle.

Figure 6.18. Parry 7: Protecting the Head.

Parry 8: Protecting the Groin
To protect the groin, the staff can be lowered on a vertical plane from the previous
parry to stop an incoming strike to the groin (Figure 6.19). I find it is easier to let the tip
of the fore end drop to the ground and then lower the left and right hands into position.
This places an angle on the staff and also allows the ground to serve as an additional
factor in the defense. Again, due to the fact that the hands are only in control of a third of
the staff, a horizontal parry is difficult to perform while keeping the body balanced. If the
ground is used as a brace, then the right hand can be placed on top of the staff to prevent
it from being stmck while the left hand holds the staff at the necessary level to protect the
target. The blow is usually parried with the center section of the staff or just inside the
third that is the butt end.
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Figure 6.19. Parry 8: Protecting the Groin.

Parries can be made in a variety of ways other than the ones used in these pattems.
The actions described are examples of a basic sequence and individual moves can be
ahered so that a parry made in the center of the staff might be changed so that the butt end
of the staff is used instead. These differences can be used to set up a bind or to achieve
varying angles of attack and defense. The possibilities are endless and should be ftirther
explored rather than treating the described parries as the only basis from which to work.

Partner Work
The previous explanations have focused on the student's individual work with the
weapon. The following material and exercises will begin to develop a working
relationship between partners. Constant awareness and control are paramount to the
safety of everyone involved. As students are paired up to work on attacks and parries,
they must be cognizant of the positioning of their entire staff as well as the staff of their
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partner. They must also assume responsibility for others in the space in addition to their
own relationship to the space. The staff has two ends and an initial attack that is
overextended means that the trailing end of the staff will often move into the space as
well. Students need time to explore this relationship and work on new material in order
to ingrain it into their muscle memory. There will be a tendency for them to want to
speed up but focus and control are the building blocks to effective fight training. They
must be given time to work through new material and allow it to settle in both mentally
and physically. Breaks should be given periodically to allow students to relax their
concentration. If it is apparent that they are fmstrated, students should walk away for a
moment to gather their thoughts before retuming to an exercise. There is no foolproof
method and each student reacts differently to the demands placed upon them. The simple
fact is, each student must take responsibility for his or her actions and must leam to
become aware of others besides themselves. This is a dangerous weapon and students
cannot afford to be careless. Individual and group discipline must always be maintained
to ensure the safety of everyone involved.

Exercise 6.1
Once the students are comfortable making their way through the short form parry
pattem individually, they should be paired off with a partner so they can work through the
sequence with incoming attacks. Partners assume the same hand position on the staff and
face off, the combatant who is attacking should check the distance, making sure that any
attacks will not land should the parry be absent. A distance of about six inches is
140

established from an extended attack while the combatants are in fighting stances. Having
done this, one student makes the attacks in the sequence while the other parries the
attacks. Once the sequence is finished, the attacker becomes the defender and vice-versa.
When the attacker changes, distance should be checked again to ensure that the person
parrying is in the correct position. Students should try to find a rhythm pattem that
allows the parries to arrive just before the attack lands rather than the parry being in
position waiting for the attack. Worse stiU is the attack having to be stopped outside of
the body while waiting for the parry to arrive. Encourage students to work through the
movements slowly and have them work to achieve fluidity in motion rather than choppy,
hesitant movements. Once accustomed to the pattem, ask students to switch their hand
positions and begin the parry sequence from the opposite shoulder with the same partner.
Give them time to work on the new challenge and then after a while have them switch
partners so they begin to work with people of varying heights and abilities.

Exercise 6.2
The previous exercise is repeated with Long Form attacks and parries.

Techniques and Terminologv
Lines of Engagement
There are four basic lines of engagement: the high line, the low line, the inside
line and the outside line. Generally speaking, the high line is anything above the navcl
and the low line is anything below it. The outside line is the portion of the body to the
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outside of the forward weapon bearing hand. So if the combatant were holding the staff
in right hand dominant short form, then the right side of the body on the right of the
quarterstaff is the outside line and the inside line consists of the parts of the body inside
and to the left of the staff Due to the fact that the quarterstaff works primarily on a
diagonal and the weapon is held with both hands, the specifics of the lines often depend
on the placement of the body. The difference between the inside and the outside lines
will be discussed fiirther in the next chapter as they pertain more to sword techniques than
staff work.

Beat Attack
A beat is an attack on the blade, or in this case the staff, intended to take the
opponent's weapon off-line, thereby opening a line of attack. This can be executed while
the weapons are engaged or put in combination with a parried attack. If the combatants
are facing off in long form with the weapons in front of them on the inside or outside
lines, a beat is accomplished by striking the weapon of the opponent and forcing it out of
its original position. A beat can follow a parried attack or it can be executed
simultaneously with a parry. A beat after the parry is completed in two steps, first a
successfiil parry is executed and then it is foUowed by a sharp strike on the part of the
defender that forces the attacker's weapon fiirther outside the defender's body. The
simultaneous acfion, known as a beat parry, is accomplished by completing the movcs of
a successful parry and then as the attack lands, an additional amount of force is exerted to
force the opponent's weapon fiirther to the outside of the body. A successful bcat pany
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forces the opponent's weapon off line while keeping the staff close to the body. This
puts the staff in posifion to make a quick retum attack. If the beat is executed in such a
manner that the parrying staff foUows the motion of the opponent's staff too far to the
outside, then the advantage of the move is lost.

Bind
A bind is a technique that takes control of the opponenf s staff and brings it from a
high line to a low line or vice versa diagonally across the body describing an arc of 180
degrees. A bind occurs after a successftil parry and must be made while the attacker's
arm is still in extension. An example of a bind from the left high line to the right low line
is described. The person executing the bind parries the incoming attack with the top
third of the staff on their left side. Once contact is made. the fore end of the staff is
brought dovm and made to describe an arc of 180 degrees. When completed, the
attacker's staff and the fore end of the defender's staff is to the outside and in front of the
right leg of the person who has executed the bind. The tip of the attacker's staff is kept to
the outside of the defender's body if the bind is executed correctly. The attacker must
keep their staff in extension and allow the tip to be taken to the new position. A bind can
also be executed from a low line to a high line in the same manner. This process requires
the defender to execute the bind in such a manner as to prevent the staff of the attacker
from crossing directly in front of the face line. The tip of the opponenf s staff can be kept
below the face by executing a tight controlled circle or it can be brought abo\ c the facial
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plane by inscribing a larger circle. When leaming these maneuvers, students should
begin slowly and pick up the speed as the motions are inscribed in their muscle memor>'

360° Degree Moulinet
This technique requires the combatant to describe a fiill circle with the tip of the
staff while executing a hand switch. The movement can be done to either side of the
body, in front of the body, or above the head. So, if the staff is held in right dominant
short form in front of the body with the fore end high and the butt end low, a moulinet is
executed by bringing the right hand above the head, releasing the staff with the left hand
and begiiming a clockwise circle with the butt end of the staff As the staff comes around,
bring the left hand up with the palm facing the body and catch the staff just above with
the right hand in supination. The right hand then slides down the staff while moving into
pronation so that a left dominant short form grip is established.

Hanging Parries
A hanging parry is a parry that uses an angle to both deflect the blow and force the
attacker's weapon to move in a desired direction away from the body. Hanging parries
with the staff are generally used to deflect blows to the head. The lower hand's grip is
usually altered so that it provides reinforcement to the parry, but can allow the blow to
land above the hand position and slide down the staff without actually striking the hand.
Hanging parries are usually held at angles of about forty-five degrees down from a
horizontal posifion and the body should be taken off to the side as the attack comes in to
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further the safety of the combatant who is parrying the blow. A hanging parry is often
used when the distance between two combatants needs to be closed. This necessitates
taking the body out of the direct line of attack.

Feints
A feint is an deceptive maneuver meant to draw the opponent into a parry but the
thi'eat is withdrawn before the parry can be accomplished. A feint is usually followed by
an attack in a new line because if a commitment to a parry is made, then a new target is
vulnerable to attack. A feint can also be used to test an opponent's reactions
to certain movements or attacks. In basic terms it is a suggested attack that is never
meant to land.

Contact Strikes
Generally, contact strikes with the quarterstaff are avoided. Attacks that do
require contact to be made are safely placed on the target area and then removed with
acted aggression to sell the intensity of the strike. They are not administered with any
force whatsoever and are usually used as foot sweeps and attacks to the knees. A knee
attack requires the staff to be placed safely on the hamstring muscle above the knee and
then pulled to the outside and away from the knee. The victim then reacts as is the staff
has been used to lift their leg from under them. Because the staff comes off to the side,
no pressure is applied and the victim is in complete control of the fall. A foot swccp
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is executed by placing the staff just below the level of the calve muscle and pulling to the
side as described before.
One contact strike that can be delivered with a controUed amount of force is a
stomach attack with the end of the staff This technique is executed by the victim
grabbing hold of one of the ends of the attacker's staff so that their hand just overlaps the
tip of the staff Once the cue has been given, the victim brings the hand holding the end
of the opponent's staff to their stomach as if a strike had been made, puUs it out, releases
it and the attacker merely acts the aggression but exerts no force. This allows the victim
to control the exact motion of the staff and react to its effects without placing them in any
danger of an actual hit. The attacker allows the victim total control of the staff while
maintaining the illusion that it is their strength that is delivering the blow.

Non-Contact Strikes
Non contact strikes are stopped at a point which avoids actual contact to the
intended target, and the victim reacts as if the blow had actually landed. These blows
should be well masked and covered with an appropriate knap or vocal reaction in order to
fiirther sell the illusion.

Non-Contact Strikes to the Head or Face
Blows to the head with this weapon are extremely dangerous and have serious
effects. Therefore, we set these attacks up so they will not actually hit the head but look
as if they do. A strike to the chin or the nose is executed by bringing the staff up on a
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diagonal at a distance of about a foot away from the tip of the nose. The victim is
posifioned in such a way that the audience thinks the staff is actually passing through the
facial plane. The victim executes a clap knap as the staff crosses the point of intended
impact and reacts to the force of the blow.
The defender's staff can also be used as a barrier to the face and the strike to the
staff on the attack also provides the knap. By holding the staff in a braced position that
is at least six inches in front of the intended target, the attack can be delivered. The
braced staff acts as a barrier with the victim reacting as if the blow had actually landed.
The victim's staff must arrive at the correct position just before the attack is delivered so
that the audience does not immediately pick up on the technique. The audience will
realize what has happened, but if the move is acted well on both parts, the audience will
continue their willing suspension of disbelief

Slashing Techniques
Horizontal Cut across the Head. A horizontal strike that looks as if it is intended
to land a blow to the head. It is avoided by ducking out of the path of the staff. The
person who is attacking focuses on the target of where the head was before the duck and
keeps the staff at that level throughout the swipe. When beginning, the swipe should be
done out of distance to add an additional safety factor. Once they get used to the
technique, the swipe can be delivered at the point the head was. A common problem is
that the attacker will follow the defender with their eyes as they move out of the wa>.
This usually results in the staff missing the original target and coming across at an
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unacceptable lower level. It is referred to as tracking the partner and results in a safety
violation. The staff tends to follow the direction that the eyes are looking so if the
attacker remains focused on a point that is at the same level as the head but beyond it, the
focus will remain correct and the swipe will stay on target. The attack cannot be launched
unfil the defender has begun to execute the correct avoidance technique, only then can the
attack be carried through.
Horizontal Cut across the Mid-Line. A slash across the mid-line is delivered as a
swipe to the stomach that continues through after it misses its target. This blow is
avoided by moving the mid-secfion of the body out of the way first and then following
with the rest of the body. The hands are raised above the target area to avoid being
stmck. Again, the attack is not launched until the aggressor perceives the proper reaction
being performed by the person who is being attacked. The slash should initially take
place just out of distance for begiimers so that even if the victim does not move fully they
are safe. Once the timing has been established, the combatants can shorten distance so
the staff follows through the point where the victim was prior to the avoidance.
Horizontal Cut under the Feet. A foot swipe with the staff is avoided by jumping
over and/or out of the way from the path of the staff The same safety factors mentioned
for the other slashes apply when executing this technique.
Diagonal Swipes. These attacks can be executed with either ascending cuts or
descending cuts and they require the intended victim to execute an avoidance as the attack
comes in. Again the target is the previous position of the victim after they have movcd
from that posifion. Distance can also be closed when executing these swipes because thc
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body is taken off-line for the avoidance. As with all attacking techniques, the cue should
be given and the proper reaction perceived, only then is the attack launched at the
specified target.

Disarms
A disarm takes place when the weapon is removed from one of the combatant's
grip through the use of leverage, threat, or force. In stage combat, we simulate the use of
force and keep tight control over the motion of both staffs when disarms are performed.
One common technique requires a head parry foUowed by a bind down to the ground as
both combatants step in and end up side by side. As they close in, the combatant who is
being bound over releases the hand that is closest to the ground and places the staff so
that it is in line a few inches in front or their toes. The combatant who has executed the
bind places their foot on top of the staff It is released by the other combatant so that it
drops straight to the floor. Because these techniques can be complicated, a qualified
instmctor should be present when attempting these maneuvers.

Reactions
Reactions to strikes with the staff follow the same principles as the unarmed
techniques. The part of the body stmck must move in direct relation to the force of the
incoming blow. Strikes to the face can be knapped by a clap knap or a cupped knap to the
chest or hip, while strikes to the body will often only require a vocal reaction. When
humans are stmck, the part of the body that is contacted moves away from the strikc
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while the surrounding parts of the body tend to collapse around the point of impact.
Strikes to the head will obviously move it away from the impact source, while strikes to
the body and joints will cause the body to collapse according to the angle of the strike and
the strength behind the attack. No blows should actually land when working with the
staff, rather the attacks and reactions must sell the illusion without the need for actual
force.

Drills
Exercise 6.3
This exercise uses a weapon other than the quarterstaff to explore distance
relationships and striking possibilities. The sock weapon is a pair of long socks with one
sttiffed into the foot portion of the other and then tied in a knot to keep the stuffed sock
inside the other sock. You will need two of these weapons. The students are asked to
pair off and fight each other while the other students are watching. A kill is a strike to
any portion of the body so combatants must be aware of their entire body and its
relationship to the other combatant's weapon. No strikes to the face are to be permitted
as these weapons can be used to deliver a somewhat forceful strike. Do not tell the
combatants how to use the weapon or show them any striking techniques, simply have a
pair come forward, outline the perimeter of their fight space, and inform them that if they
are stmck, they lose the bout. Allow students to fight the best of three or the best of fivc
so they can evaluate how their attacks failed/succeeded and try to better their strategy in
the next round. After each couple has completed their sequence of fights, discuss attack
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strategies and have the students point out how the combatants moved in relation to one
another. Assign general characterizations to each combatant's fighting style and give
them feedback on how their defensive instincts motivated their fighting styles. Ha\ e
other students describe what they saw and the feelings they got while watching the fights.
Each pair will fight in a different maimer and many approaches and strategies will be
incorporated. This exercise allows students to participate in a fight with controlled safety
condifions so that they can begin to examine their natural instincts and how they can
contribute to or inhibit the story of a fight on stage.

Exercise 6.4
Once beats and binds have been introduced to the students, these techniques can
be incorporated into the basic parry pattem in addition to footwork. The previous parry
exercise was kept stationary to ensure that the students had time to maneuver their staffs
to the correct positions without harm to themselves or their partners. This is the same
basic pattem, but new requirements have been added to the foundation that has been
established. Choose a short form hand position for both students to use, have each one
place the same foot forward as they face each other. The combatant with the longer
reach extends his or her staff, checking distance to ensure he or she does not come into
contact if a parry is missed. The students then proceed through the basic pattem with the
attacker making a single pass forward on each attack and the defender executing a pass
back on each parry. Once the attack sequence is completed, the defender completes the
groin parry, then beats the attackers staff to the side and attacks to the head \\ iihout a
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pass. The attacker parries the blow to the head, retums a blow to the head with the feet in
place and then the roles are reversed. The initial defender becomes the attacker and goes
thiough the pattem with forward passes while the new defender passes backward. The
sequence can be repeated back and forth and gets the actors used to moving with the staff
and keeping the proper distance while in motion. Inifially, the drill must begin slowly
and students should check to make sure their attacks and defenses are accurate in addition
to maintaining the proper distance. As the students become more confident and adept,
they should increase the speed and work on the acted intention behind the attacks and
defenses. Encourage them to settle into their fighting stances and use their whole body to
maneuver the staff, not just their arms. This will be more difficult for some students and
partners should be changed periodically so that students grow accustomed to working
with partners who are more or less skiUfiil as well as of varying height. With each new
partner, students will have to adjust their targeting, distancing, rhythm and timing.

Exercise 6.5
Long form attacks are made with the previously described parry sequence and the
combatants repeat the same passing footwork that was used in the previous exercise.
Students wiU realize that long form attacks and parries will alter the timing of their steps
and the rhythm of their actions. The main difference in using this pattem is that the
parries defending the head after the beat attack are executed as hanging parries rather than
horizontal parries. The parries in the basic sequence of attacks keeps the drill on a linear
plane, and after the beat attack, the attacks and parries of the head on the change o\er are
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made with thwarts to the side rather than from a stationary position. This changes the
angle slightly for the next sequence of attacks and requires the combatants to work on a
new line. Students must reorient themselves and work at a new angle in relation to the
space. The drill forces them to move into distance and then recover to a safe fighting
distance before the next sequence of attacks. This exercise requires a substantial amount
of space and students must be aware of others in the room as well as their partner.

Exercise 6.6
Have students pair up and one of the two keep possession of their staff. This drill
helps the students work together in matching their steps as well as ftirthering physical and
mental communication with their partner. The students place the ends of the staff just
below their navels and then move together so that the staff is held by their bodies and the
hands can be released. They should take a brief moment to make sure the staff is placed
in a comfortable position in the center of the body and that it is not positioned above the
navel or too close to the groin area. Having done this, the hands are kept out to the side
and away from the staff One of the combatants begins to pass forward and the other
passes back, keeping the staff in the same position. Students must work together to
ensure that their steps match and they share the pressure equally. Once they make it to
one side of the room, the other combatant walks forward. Having gone up and back in
the room, they should then be given the freedom to negotiate forwards and backwards
without the use of verbal commands. They must use only the pressure of the staff
between them and eye contact to move back and forth. This gi\ cs thcm a ban ier that
153

cannot be crossed but proper distance must be maintained in order to keep the staff from
dropping to the floor. It is a good exercise to develop physical communication between
partners. Students must tmly share the weight in order for the staff to remain in a
comfortable and stable posifion. Partners of varying height will fínd that the> have to
lengthen or shorten their stride while overeager combatants wiU be forced to wait until
their partner is ready to make the move.

Exercise 6.7
This exercise incorporates working with a change in rhythm so that every attack
and parry is not made with a single pass. It uses a short form grip and the basic pattem is
as follows: A feint attack to the right shoulder, an attack to the left shoulder, a feint attack
to the left flank, an attack to the right flank, and an attack to the head. The feint to the
right shoulder and the attack to the left shoulder are executed on a single pass forward.
The defender executes the necessary attempted parry and successftil parry on a single pass
back. The next feint and attack are also be executed on single passes forward and again
the defenses are on a single pass back. The attack to the head is executed on a pass
forward and the defender parries that attack by thwarting to the left and using a hanging
parry. Once the blow has been deflected, the combatant that was defending now attacks
in the same sequence. Both combatants have to make adjustments to ensure that the
proper distance is gained as the switch from attacker to defender takes place each timc.
Participants come into distance and then have to quickly adapt their relationship in order
to continue with the sequence.
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Exercise 6.8
A and B represent two opposing combatants. Given choreography is explained in
long form notation.
A:

The inifial attacker feints a thrust to the left leg and attacks the right shoulder on a
pass.

B:

The initial defender goes for the leg parry and then arrives in time to successfijll>'
parry the right shoulder.

B:

After the successfiil parry, B attacks with a feint to the Right Flank and attacks the
Left Flank on a pass and the head on another pass.

A:

Passes back attempting to parry the right flank and makes a parry to the left flank,
passes back and parries the head. Once the head parry is made, a Beat Attack is
used to force the opponent's staff upwards. An attack on a pass is made to the left
shoulder.

B:

Parries the attack to the left shoulder on a pass back and binds the opponent's staff
through to the right leg and casts it away. Once the line is cleared, B thmsts to the
chest keeping the feet in position.

A:

Rides the bind and jumps back as the thmst is parried by bringing the staff back
across from the left to the right.

Once this sequence has been completed, the roles are reversed so that both partners can
work on the techniques. Students should then be asked to develop acting choices that
mofivate the inifial attacks as well as the transition between the switching of roles. This
is a short form exercise and any hand position can be incorporated. Allowing students to
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slowly work their way through the requirements without specifying hand positions
requires them to find the transitions and rhythm on their ovm.

Summation
Any combination of attacks, parries and footwork can be incorporated into a driU.
The exercises that have been given are merely examples of possibilities, teachers often
find drills and alter them to suit the point they are trying to get across to their students. In
working with fights, we want to ensure the safety of the combatants as well as create a
fight that is exciting to watch and effective in its advancement of the plot. Improving the
students' understanding of rhythm, distance, new techniques, safety, accuracy, and
partnering techniques are the main purposes of the drills. Individual teachers must
choose exercises to fiirther the growth of his or her students. It is my hope that the
examples given are helpfiil to the reader and spark other ideas and adaptations that can be
used to assist students in their quest to leam this material.

Ouarterstaff Requirements
The foUowing is a list of the minimum compulsory requirements for a quarterstaff
fight that is to be adjudicated.
Attacks:
Short Form Attacks in all lines (per combatant)
Long Form Attacks in all lines (per combatant)
One Thmsting Attack (with fore or butt end)
One Bind (with fore or butt end)
One Contact Strike
One Non-Contact Strike
156

One Non-Contact Strike to the head or face
One Feint Attack
Two of Four Slashing Attacks: Horizontal cut across head (duck),
Horizontal cut across the mid-Iine (stomach, back, or side)
with avoidance, Diagonal swipe (ascending or descending)
with avoidance, Horizontal cut under the feet (jumping up
or back to avoid)
Moulinet (one 360 degree Moulinet)
Disarm (One per fight)
Defense:
Parries in all lines in both Long and Short Form (per combatant)
Footwork:
Linear Techniques: Pass Forward and Pass Back
Either One Circular Sequence on the floor or One Volte
One off-line sequence (traverse, thwart, etc.)^

Ouarterstaff Choreography
The foUowing table demonstrates an altemative method of fight notation (Table
6.1). This fight was used at Ryerson University for a certification test.

'The Society of American Fight Directors, Policies and Procedures. 9 July 1998.
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Table 6.1. Certification Choreography
for Quarterstaff

CHARACTER

ACTION

SECTION ONE - SHORT FORM
A
B
A
B
A
B
A
B
A
B
A
B
A
B
A
B
A
B
A
B

Cut to left shoulder
Parry
Cut to right leg
Parry
Cut to left shoulder
Parry
Cut to left knee
Parry - Cut to center head
Parry
Cut up to groin
Parry - beat
Avoid beat - cut to left flank
Parry - sweep over - cut back to head
Step back and avoid - sweep under right foot
Lift foot to avoid
Thmst to stomach
Parry - Bind
Accelerate bind - Thmst to stomach
Parry - Thmst down onto lead foot
Parry - Push away
Brief Pause

SECTION TWO - LONG FORM
B
A
B
A
B
A
B
B
A
B

Cut to right shoulder
Parry - Cut to head
Parry head - Bind down to engagement - Croise - Thmst to stomach
Reinforced parry
Reply thrust to stomach
Parry - Cut Head
Parry (with side step )
Spinstaff-Beat
Piston thmst
Parry with 360° moulinet
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Table 6.1. Continued

CHARACTER

ACTION

SECTION TWO, Cont.
A
B
A&B
B
A

Cut to center ( short form )
Parry ( short form )
Corps a Corps
Push away - Cut to right cheek
Duck - Fall onto back - Lose staff - Scramble to feet

Short Pause

SECTION THREE
B
A
B
A
B
A
B
A
B

Diagonal slash left shoulder to right leg
Avoid
Diagonal slash right shoulder to left leg
Avoid - Shoulder roll - Pick up staff - Kneeling position
Cut down onto top of head
Parry - Bind down
Trap staff
Non contact strike to stomach
React
Short Pause

SECTION FOUR
A&B
A
B
A
B
A
B
A
B
A
B
A
B

Guard
Degage
Degage - Beat - Feint thmst to chest
Attempt parry
Thmst to stomach
Parry - Bind over - Tum under staff
Grip A's staff - Elbow strike to back of head
React
Cut to rear of right leg
Parry-Bindover-HoldB'sstaff
Attempt to break A' s staff with butt end
Disengage and trap - Leg sweep
Fall to floor
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Table 6.1. Continued

CHARACTER

ACTION

SECTION FOUR, Cont.
A
B
A
B
A
B
A
B
A
B

Cut down onto head
Parry
Thmst down to groin
1/4 roll left to avoid - Cut back to right hip
Parry - Thmst strike to face
React - Soft strike to right flank
Trap and disarm
Roll onto side
Force B onto back - Strike to face (upstage masking)
Sleep

Choreography Copyright © Steve Wilsher & Kara Wooten. 1999
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CHAPTER VII
RAPIER AND DAGGER TECHNIQUES

History
The rapier is traced back to 1474 where it was referred to as the epee rapiere by
the French. This term was coined to ridicule the long Spanish swords carried by the
noblemen of the period. The term 'rapier' is said to have derived from the Spanish
espada ropera. This description is linked to the aforementioned French term. There are
speculations that the word rapier derives from the Spanish raspar, the translation of
which is 'to scrape or scratch,' or possibly from the German word rappen which means
'to tear out.' The rapier, first introduced to the court of Mary Tudor (1516-1558), was not
readily accepted by the English Nobility. They preferred the broadsword to the lighter
weapon carried by the Spaniards. Italian instmctors eventually traveled to Britain and
those who could afford instmction began to seek out these masters of fence and practice
their techniques. The English Masters of defense despised the new weapon and articles
such as George Silver's Paradoxes of Defense (1599), provided the populace who could
read with arguments as to why the English Masters felt that the traditional English sword
and buckler system was superior to that of the Italian's rapier play. The rapier's design
was not practical for battlefield use, but it was well suited to the aspects of town Ii\ ing.
John Clements, author of Renaissance Swordsmanship: The Illustrated Use of Rapiers
and Cut-and-Thmst Swords states.

161

It must be mentioned that the rapier was not a tme "field" weapon (unlike
the cut-and-thmst sword variety), but rather for "civil defense." The rapier
was in a sense, the fírst tme civilian weapon for personal self defense (if
one discounts tools such as knives). It can be considered more of a "towTi
sword" as opposed to a "war sword." The rapier was not aimed for use in
battle, where its limited cutting capacity and slender design make it
vulnerable, but in "duello" (single combat) and skirmish. It has gained the
reputation as the dueling weapon.'
Specifíc rapier or fencing terminology began to appear in the dramatic pieces of the
sixteenth century in the works of Johnson and Shakespeare. The connection between the
Fencing Masters and the theatrical community is described by Arthur Wise as follows,
There was, it seems, a particular relationship in the later sixteenth century
between fencers and players which made actors and writers even more
conversant with the activities of the fencing fratemity than was the
general populace. This particular relationship was shown in many wa> s.
The City Fathers of London, had as low a regard for the theatre as for the
Masters of Defense. Both had the greatest diffículty in obtaining the
Father's permission for public performances within the city. Both were
compelled to operate mostly outside the city limits in Blackfriers and
elsewhere. "After the dissolution of the monasteries. the fencers, together
with their fellow outcasts from the City Paradise, the star-players and the
dancers, had congregated in the Blackfriers," says Alward.^

During the middle ages, the dagger was used as a weapon of last resort. When the
fíghting became too close for the use of the sword, the dagger was employed to deli\ er
the fínal 'coup de grace' or to force an opponent into submission. It is wideh regarded
that the dagger was originally carried in the left hand with the point held down. thus
enabling the user to stab down on a fallen opponent. As fighting techniques and sword

' John Clements, Renaissance Swordsmanship: The Illustrated Use of Rapiers and
Cut-and-Thmst Swords. (Boulder: Paladin Press, 1997), 11.
"Arthur Wise, Weapons in the Theatre. (New York: Bames and Noble. 1968), 7.
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design progressed, a change took place that altered the grip of the dagger when it was
coupled with the rapier. The earliest books on swordplay, when associated with the
rapier, depict illustrations with the dagger being held with the point up in the same
manner as the sword. Though the grip and the posifioning of the dagger differ, one thing
these books do agree on is that the dagger is a secondary weapon, used primarily to
defend. Edgerton Castle states, "The dagger has been at most times, and in all countries,
the natural companion of the sword, and for obvious reasons: a reversion to "natural
fighting," by closing and wrestling, was always a likely termination to a more civilized
and scientific combat."^
In the broadest sense, there are three main designs of daggers:
1. A double edged blade, eight to ten inches in length and a plain cross hilt.
2. An improvement on the basic design which includes an adaptation in which the
cross bar had been re-developed to bend the quillon forward, thus enabling the
user to trap and with a twist of the wrist, disable the attacking sword long enough
for the sword to be employed against an adversary. If the user possessed the
strength, the twisting motion of the wrist could also snap an offensive sword
blade, thus, this design is sometimes known as the 'sword breaker.' It is this
design that is regarded as the best for rapier and dagger play.
3. The most recognizable design is the French 'Maine Gauche,' its distinctivc
shell guard, with long straight quillons, was more suited for hea\^ rapier and

^Edgerton Castle, Schools and Masters of Fence from the Middle Ages to the
Eighteenth Century. 3'*^ ed., (York Pennsylvania: George Shumway Publisher. 1969). 244.
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dagger fighting. It was often designed and sold with a companion rapier, marking
its owner as a person of wealth who could afford to have matching weapons made
to their personal specificafions.
By the time CamiUo Agrippa's book, Trattato Di Scienza D'Arme. was published
in 1568, the dagger had begun to replace the small hand shield, or buckler. much favored
by AchiUe Marozzo in his publication, The Opera Nova. printed in 1536. Marozzo is
widely regarded as the first to record on paper actual methods of defensive strategies of
the period. It would seem that the dagger, as a companion weapon, came to prominence
in the thirty-two years between these two publications. It remained a favorite secondary
weapon amongst fencers, along with other left-handed weapons such as the cloak, a
second sword (case of rapier play being very popular in Germany). lantem, and shield.
As the rapier design gave way during the mid-seventeenth century to the small sword, the
need for secondary weapons of fence fell into disuse even though they were still wom as
part of the everyday attire.
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Sword Parts
The following diagram illustrates and labels the basic parts of a sword (Figure
7.1). Written descriptions of the components are given immediately after the figure.
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Figure7.1. Sword Parts

Parts of the Blade
Tip. The tip of the blade is the pointed end ftirthest away from the hilt of the
sword. It is the sharpest part of the blade and can be thmst into the opponent or used with
a cutting or slashing mofion to open the muscles and the skin. The tip of the blade is
sometimes referred to as the point.
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Tme Edge. This is the forward cutting edge of the blade when the sword is held
in the hand. The tme edge is opposite the base of the thumb used to parr\ most attacks.
The strength of the tme edge lies in the fact that the combatant's grip on the blade is
reinforced by the wrist and arm as the attack is delivered. If the sword has a knuckle bow
then the tme edge of the blade is on the same side.
False Edge. The false edge of the blade is the edge that faces the sword bearer
when the sword is held. It is opposite the fingers when the sword is gripped. The false
edge of the sword is used for some parries and incorporated to deflect thmsting attacks.
These parries are weaker than tme edge parries. When using the tme edge, the weight of
the body can be placed behind the parry but the false edge is only reinforced by the
strength of the fíngers. Parries with the false edge are most effective when taking attacks
off line, while parries with the tme edge are often used to stop attacks directly.
Flat. The wide portion of the blade between the two cutting edges. The width of
the flat of the blade varies from sword to sword but it is this width that adds strength and
weight to the blade. An attack parried with the flat of the blade can cause the parrying
weapon to snap or bend. It is important that parries and attacks be made with the tme or
false edge of the blade and not the flat.
Forte. The visible portion of the blade is divided into three sections, the forte,
mid-blade, and the foible. The forte is the third of the blade closest to the hilt. It begins
directly at the ricasso and continues to a point about a third of the way up the blade. The
forte of the blade should be used when parrying incoming attacks because it is the
strongest portion.
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Foible. When dividing the visible blade into thirds, the foible is the portion that is
fiirthest away from the grip. It is the weakest part of the blade and used to deliver cuts
and thmsts. The foible should not be used to parry. Foible, from the 17*'' Century French
faible, literally means weak. The blade is designed to successfiilly deliver attacks with
this portion of the weapon but it lacks the strength to successfiilly stop an incoming
attack.
Mid-Blade. Mid-blade is the third of the blade that is between the forte and the
foible. In most cases this portion of the blade is not used to attack or defend. If the
combatants are attacking or defending with this portion of the blade, they are fighting in
distance. Combatants should adjust their positions so that attacks are delivered with the
foible of the blade and parries are made with the forte.
Tang. The tang is the non-visible part of the sword blade that begins at the ricasso
and confinues through the attachments of the hilt. It is the portion to which the quillons,
the grip, and the pommel are attached.
Ricasso. Often referred to as the shoulders of the blade, this is the section of the
blade where the forte and the tang meet. The flat of the blade is reduced in size at this
point so that the fittings of the grip and quiUons can be placed over the tang but not slip
up onto the forte.
Fuller. This is the groove that mns down the center of the blade on epée and
musketeer rapiers. It is designed to lighten the weight of the weapon while keeping
rigidity in the blade. Schlager blades do not possess a fialler.
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PartsoftheHih
Hilt. The parts of the sword attached to the blade to aid the wielder in gripping
the weapon. It protects the hand, and makes the weapon more efficient to use. These
parts of the hilt include: the pommel, the grip, the quillons, the knuckle bow, and an\
other protective or decorative features.
Cup/Guard. The components incorporated on a sword to give added protection to
the hand. A cup hilt is a solid guard that protects the wielder's hand by completely
covering it. A series of one or more metal bars can also be positioned in such a manner to
protect the hand.
Knuckle bow. The knuckle bow is a protective device on the guard that reaches
from the quillons to the pommel. It is designed to protect the knuckles of the hand
against an incoming attack.
Pommel. A weight attached to the tang at the bottom of the hilt used to
counterbalance the weight of the blade and make the sword easier to wield. This part of
the sword is sometimes used to strike an opponent. This device is the origin of the term
"pummeling."
Ouillons. The crossbars above the grip that protect the hand from a blade that
slides dovm the length of the sword's blade.
Pas d'ane. A set of bars placed above the quiUons used to protect the wielder's
index finger from the opponent's sword slipping down the length of the blade and cutting
off the finger. These bars are usually about two inches above the quillons and encircle or
partially encircle the blade just above the ricasso. The pas d'ane also aid the sword's user
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in delivering cutting attacks, very much like a trigger action. When pulled, the grip is
forced safely into the hand. The rings are also referred to as the 'eyes' of the hilt.
Gríp- The portion of the sword attached to the tang between the pommel and the
quillons. It is where the hand is placed to hold the sword. The grip itself is made from a
cylinder of wood, which is often wrapped with wire, leather, or shark skin to aid the
secure grip of the weapon.

Footwork/Stances
Basic footwork for the use of rapier and dagger includes the advance, retreat and
passes, as well as thwarts, crosses and slips. These particular moves have been
previously described in Chapter Four and should be reviewed if there are any questions
regarding execution. The following techniques are specific to sword work, though they
can be incorporated with some variation into other weapons styles. These are basic
techniques that will be required for the combatants in the certification test.

Lunges
Demi-Lunge. This movement requires the actor to move the front foot
approximately one foot's length forward from the fighting stance so that the weight is
slighfly greater on the front leg (Figure 7.2). The rear foot is the driving force behind this
movement and 'ú is in control of sending the body forward in a linear fashion. The front
foot lifts its toes and then the rear leg exerts a driving pressure that pushes the heel of ihc
lead foot along the ground to its new destination. The front leg is about the distance of
169

two foot lengths in front of the rear foot with the knee and the heel in vertical alignment.
The feet remain on a parallel plane to their original position and the motion propels the
body directly forward rather than up and then forward. When the move is completed, the
front leg is bent, the rear leg is straight but not locked. and the hips are facing forward.
Both feet are flat on the ground and the front foot faces directly ahead while the rear faces
out at approximately a forty-five degree angle. More weight is distributed on the front leg
than the rear but it is important to try and keep the weight as evenly distributed as
possible so that you can recover in either direction. The sword arm is also extended
forward in a lunge so that it is parallel to the ground. This is because a lunge is utilized
when the attacker is delivering a thmsting attack and the arm is extended to allow the
greatest possible reach with the weapon. The rear or trailing arm is in full extension
behind the body and acts as a counter balance to the sword arm.

Figure 7.2. The Demi-Lunge.

Grand Lunge. The grand lunge is in execution the same movement as the demilunge, only the depth of the step forward is greater (Figure 7.3). Instead of mo\ing the
foi-ward leg the distance of one foof s length. it is moved the distance of about three foot
lengths. Thus, the action reaches farther ahead and co\ers a greater distancc. fhe knee
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and heel of the front leg are sfill in alignment with the foot facing directly forward and the
back leg remaining straight. Both feet are again planted firmly on the floor. The rear foot
points outward between a forty-five and ninety degree angle depending on the person who
is executing the maneuver. The sword bearing arm is also extended in the finished
position to allow for the greatest amount of reach in the attack. The trailing arm is
extended behind the body in this movement for ftirther balance. Again, the front leg takes
the majority of the body's weight but it is important to retain the ability to recover either
fomard or backward from this position.

Figure 7.3. The Grand Lunge.

Recover Forward. The recover forward is executed from a completed lunge by
taking the rear foot and pushing with the toes so that the rear foot comes forward to bring
the combatant out of the lunge (Figure 7.4). This movement puts the combatant back in a
neutral fighting stance with the ability to move in any direction. It is a thmst with the rear
leg that allows the actor to catch the rear leg up to re-establish the four point stance.
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I
Figure 7.4. The Recover Forward.

Recover Backward. The recovery backward requires the actor to push with the
toes of the front leg so that the front foot can be moved back (Figure 7.5). This
movement allows the actor to regain the original fighting stance by bringing the front foot
back to the position it was in prior to the lunge. It is important on both the forward and
backward recovery that the feet remain on the imaginary railroad tracks.

i
\

Figure 7.5. The Recover Backward.

Ballestra
A ballestra is a time step that consists of a forward hop and is usually. but not
always, followed by a lunge. The execution of this technique is designed to mo\c a
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combatant into range quickly while delivering a thmsting attack. The hop is not an
upward mofion, but rather a leap forward from a fighting stance in which both feet lea\ e
the ground at the same instant, taking the entire body forwards. Both feet land in a
fighting stance simultaneously in the new position. If a lunge is to be executed, the rear
leg pushes the lead foot forward and the body moves into a lunge with the weapon arm
extended fiilly and the point reaching towards the targeted area. The combatant can
recover either forwards or backwards from the lunge once the technique has been
executed.
To execute a ballestra in stage combat, we cue our partner to the upcoming attack
so they can safely move into the choreographed position. To cue one's partner, the sword
arm is extended fiilly and the tip of the weapon pointed towards the agreed upon target
area. Upon seeing the cue, the partner begins the quick movement backwards to allow
the hop and lunge to take place. When the attacking combatant sees their partner
executing the necessary footwork, the combatant proceeds with the hop and the lunge.
The timing on this move, as with all of the moves, must sell the illusion of an actual
attack when in reality, the partners are quite aware of the specific attacks and defenses
and how to react to them.

Patinando
A pafinando is a two part attack that consists of an advance followed by a lunge.
This technique, like a ballestra is used to close distance quickly and execute an attack.
From a fighting stance, the combatant executes an advance. The instant thc move is
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completed, the lead foot is pushed forward by the rear leg into a lunge with the sword arm
extended fiilly towards the target.
The patinando uses the same cuing system as the ballestra to keep both
combatants safe. The sword is thmst from a stationary position towards the desired target
area in order to signal the partner that the technique is about to be executed. Once the
proper reaction is perceived by the attacking partner, the initial thmst is followed by the
advance and the lunge. When executed properly by both combatants, the cue is not
noticeable and the movements will look like an actual attack and avoidance.

Exercise 7.1
As a warm up drill, use the footwork techniques from Chapter Four in
combination with the techniques introduced in this chapter. Have the students line up in
one or more rows in the space. Call out techniques such as advances, passes, and lunges.
Watch to see that the students execute them properly. This gets them accustomed to
quick responses and solidifies techniques into their muscle memory. Be sure to include
thwarts, crosses, and slips in the drill. Work the techniques with both the right and the
left leg in the dominant position. This better prepares students to adapt to needs that arise
when performing choreography.

Holding the Rapier
There are a variety of methods used in holding the rapier (Figure 7.6). The most
popular wraps the index finger over the quillons and uses the remaining three fingers to
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hold the grip of the sword. The thumb wraps around to meet the index finger and the\
work together to control the length of the weapon. These two fingers are referred to as
the manipulators due to the fact that they control the majority of the sword. The
remaining three fingers are referred to as aids because they add additional control to the
manipulators but are not the primary controlling force. They are used to keep the grip
near the palm of the hand but must be relaxed during certain parries to allow the sword to
be placed in the proper position. This method allows for a secure hold on the weapon and
uses the index finger to help point the cutting edge of the sword toward its desired target.
The grip on the weapon should be a relaxed one, firm enough to have a good hold. but
relaxed enough to be able to move the wrist and arm effectively. Many instmctors
compare this grip to holding a bird. This analogy derives from the teachings of
Lafaugere, a 17*'' century French instmctor, "Hold the sword as though you hold a little
bird. Not so tightly that you might stifle it. Not so lightly that it might fly away.'"*

Figure 7.6. Holding the Rapier.

'E.D. Morton, Martini A-Z of Fencing. (Great Britain: Antler Books Ltd.. 1960),
102.
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Lines of Engagement
The lines of engagement divide the body into quadrants based on the relationship
of the sword bearing hand (Figure 7.7). By stating the quadrant of the body that is being
referred to, combatants use this terminology to communicate where attacks and parries
are made. These lines are divided as follows.

High Line/Low Line
The high line is the portion of the body above the level of the navel. A horizontal
line across the mid-section differentiates between the two lines. The high line includes
the parts of the body from the navel up, including the flank areas, the shoulders, and the
head, while the low line consists of the body from the navel down. The high line parries
are: 3, 4, 5, 5A, 6, and the back hanging guard. The low line parries consist of 1, 2, 7, 8,
and low 5.

Inside Line/Outside Line
The inside and outside lines are determined in relation to the sword bearing arm.
If the combatant is right handed, the inside line is the left half of the body from the center
line over. The outside line is the right side of the body. When the combatants are facing
each other, the inside line is anything to the left of the sword blade and the outside line is
to the right of the sword blade. Should the combatant be left handed, any target on the
right side of the body is the inside line and any target on the left side of the body is the
outside line.
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Figure 7.7. The Lines of Engagement.

If an attack is called to the high outside line, the right handed combatant realizes
that he or she needs to parry to protect their right shoulder/ head area. The high inside
line refers to the upper left quadrant of the body. The low inside line protects the left side
of the body from the hips down. The low outside line protects the right lower quadrant of
the body. These are general descriptions of target areas, specific targets such as the right
hip or the left flank should always be used when fights are choreographed or drills are
executed.

Guards
The guards move from a high position to a low position in sequence. The hand
actually describes the letter "J" to the opponent if the guards are arrived at in a continuing
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motion. These are a few examples of starting points from which to deliver or defend an
attack. They are basic guards that can be utilized to establish the story of the fight to the
audience as well as to provide variations in fighting styles between opposing combatants.

Prima
A high en guard that places the right hand above the right shoulder with the tip
pointed just off to the side of the opponent's head and neck area (Figure 7.8). The upper
arm is raised so that the elbow is slightly above shoulder level and pointed to the outside
right of the body. The forearm is positioned so it is angled forward and on an upward
trajectory from shoulder level. The wrist is placed in front of the facial plane about eight
inches to the right outside. The tip of the sword is pointed towards the opponent with the
knuckles of the hand facing the ceiling. The top knuckle is on a downward angle with the
pinky higher than the index finger. The tme edge of the sword faces the ceiling. This
guard, as well as seconde, leave the low line of the body exposed attack and are often
used to invite the opponent to render the first blow.
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Figure 7.8. The Guard of Prima.

Seconde
The position of seconde is another high en guard position and only requires a
slight readjustment from the position of Prima (Figure 7.9). The level of the upper arm is
dropped slightly so that it is parallel to the ground. The forearm remains in the same
position as the previous guard. The wrist is tumed so that the back of the hand faces the
ceiling and the knuckles face outside the body and to the right. The point of the blade
faces a point on the opponent's high line and the flat of the blade faces the ground. The
tme edge of the blade faces out to the right side of the body.
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Figure 7.9. The Guard of Seconde.

Tierce
This is probably the most common guard as it is central and allows the combatant
attack and defend all lines in an efficient manner (Figure 7.10). Tierce requires the hand
to be held in supination outside and in front of the right hip. The elbow is slightly bent
and lowered down to a point that is about the width of a fist to the outside of the right hip.
The forearm extends forward so that it is parallel to the ground. The palm faces upward
and the tme edge of the blade faces the inside line or the left side of the body. This guard
places the tip of the blade on line with a central target such as the throat, the heart, or the
groin. For beginning purposes, we aim the fip of the sword slightly off to the right or left
side of the body at the level of the solar plexus.
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Figure 7.10. The Guard of Tierce.

Ouarta
The guard of quarta is also a central guard (Figure 7.11). It brings the sword over
to the left side of the body to close off the inside line of the body from attack. The hand
continues to be held in supination, simply bring it across at the same level so the hand is
positioned just inside and in front of the left hip. Again, the point can be directed at any
central point of the body but for initial leaming purposes we direct the point outside the
body at the level of the solar plexus. The elbow is close to the right side of the body with
the tme edge of the blade facing the upper left quadrant of the body. This position
completes the bottom portion of the "J" that was described earlier.
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Figure 7.11. The Guard of Quarta.

Basic Sword Parry Pattem (Right Handed)
Parry 1: Protecting the Left Hip/Leg
or the Low Inside Line
From an en guard position of tierce, the tip of the sword is lowered outside the
opponent's left arm so it is pointing towards the floor (Figure 7.12). The knuckles face
away from the body. The defender's hand is brought across the body from the right side
to just outside and in front of the left side of the body. Hand position requires the
combatant to keep the thumb low and the knuckles pointed to the outsidc left of the bod\
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The hand is held slightly in front of the body and about an inch to the outside on the left.
It is held slightly above waist level. This places the forte of the blade directly in front of
the hip or pocket line and is the target used when attacks are made to this area. Keeping
the parries close to the body ensures that energy is not wasted on over-extension and
allows the combatant to execute the next attack or parry with greater efficiency. The
blade is kept at an angle of about forty-five degrees from the floor. The tme edge of the
blade is rotated to the outside left at a forty-five degree angle so that it meets the
incoming blow directly with the strength, or forte, of the blade. This parry is made with
the tme edge of the sword and is often referred to as the Watch Parry. When it is
executed properly, the back of the wrist is facing the combatant as if they were trying to
read a watch.

Figure 7.12. Sword Parry 1
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Parry 2: Protecting the Right Hip/Leg
or the Low Outside Line
Having attained the first parry position, the arm is brought horizontalK across the
body from left to right to execute the next parry in the pattem (Figure 7.13). The
knuckles are rotated so they face out from the body on the right side at a fort^-fne degree
angle. This ensures that the tme edge of the blade protects the intended target. So. from
the first parry, the wrist is tumed so the knuckles are facing out and to the right. The
hand is brought across the body until it is just outside and in front of the body on the right
side. The elbow is bent and slightly behind the body to ensure that the forte of the blade
is protecting the hip area. The tip of the blade is held out and in front of the body at an
angle that is roughly forty-five degrees from the floor.

Figure7.13. Sword Parry 2.
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Parrv 3: Protecfing the Right Shoulder/Head
or the High Outside Line
The third parry in the sequence requires the combatant to bring the blade across
and in front of the body to the left side, describe a clockwise arc so that the tip faces the
ceiling, and then to bring the entire sword across the center line in order to protect the
high targets on the right side of the body (Figure 7.14). The tme edge of the blade is used
for this parry. The forte of the blade protects from the top of the biceps into the head area.
Once the parry is completed, the knuckles are facing the incoming attack directly with the
hand slightly above waist level in front of the body on the right side. This parry takes
place on the same side of the body as the previous parry so it is important to make sure
the combatants bring the parry across the center line. This reinforces the strength of the
parry. There is a tendency to simply tum the wrist and bring the tip up into the proper
position. This is a possibility, but in this case we want to teach proper parries using the
strength of the body for protection.

Figure7.14. Sword Parry 3
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Parrv 4: Protecting the Left Shoulder/Head
or the High Inside Line
Parry four protects the inside high line which is the upper left side of the body
(Figure 7.15). To execute the parry from the previous one, the combatant simply tums
the tme edge of the sword towards the left side of the body and pushes the blade across
the body at the same level so that it is placed to the outside on the left. The tme edge of
the blade faces out at a forty-five degree angle ensuring that the strength of the body is
behind the blade. The forte of the blade protects the area from the top of the biceps up to
the neck and head. The hand is held just above the waist on the outside left with the tip
pointing towards the ceiling.

«/
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Figure 7.15. Sword Parr\' 4.
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Parrv 5: Protecfing the Head
To execute the parry of five from the fourth position, the tip is lowered down to
the left on the outside of the body while keeping the hand at the same level (Figure 7.16).
Once this has been accomplished, the hand moves across the waist line until it reaches the
right hip. Next, the sword is brought up directly above the head so that the forte of the
blade is protecting the head area. The knuckles, or tme edge, meet the attack at a fortyfive degree angle from the head level. The parry requires the sword to be placed in front
of and above the head. This ensures the protection of the head. The blade should not be
held too high above the head. This leaves the risk of an attack missing the parry but stiU
coming through and striking the face. Thus, an effective parry keeps the blade in the
peripheral sight of the defender. The hilt of the sword is placed to the right side of the
head. The blade of the sword is kept horizontal with the tip facing towards the left. This
parry is also known as the house or the roof parry because it places a barrier over the head
ofthedefender.

Figure7.16. Sword Parry 5.
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Parrv 5A: Protecting the Head
The parry of 5A also protects the head. Ix reverses the position of the hilt and the
tip in comparison to the parry of 5 (Figure 7.17). From the parr\ of five. the wTÍst is
tumed so that the palm faces the body. The hand is moved across to the left side of the
head with the tip facing towards the right side of the body. Again, the true edge is
protecting the head area with the knuckles facing out from the head at a forty-fi\ e degree
angle to meet the attack direcfly. This is the quick method of arri\ ing at this parry.
Because it does not cross through the center line, it does not possess the strength of a
parry that has crossed the mid-line of the body before arriving at its final position.
To arrive at the parry of 5A by crossing the center line, the tip is dropped to the
right outside of the body and the hand is lowered to about waist level. The wrist is then
rotated in a clockwise direction with the tip pointing at the floor so that the palm of the
hand is facing the body. Next, the hand is brought up diagonalK across the body so that it
arrives in a position that is in front of and to the left of the head with the tme edge and the
forte protecting the head area. Another name for this parry is the window parry because
when it is executed, the combatant must look through the window that is formed b\ the
arm and the sword in order to see their opponent.
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Figure 7.17. Sword Parry 5A.

Parry 6: Protecfing the Right Flank/Center
or the High Outside Line
Parry 6 is made with the false edge of the blade and is often used to defend against
thmsting attacks (Figure 7.18). This parry takes the attack off-line rather than meeting
and stopping it directly. From the parry of 5A, the hilt is lowered to the waist level on the
left side of the body with the tip facing the ceiling. Once this has been accomplished, the
hand, with the palm stiU facing the body, is puUed across at waist level to the outside
right of the body. The parry is made with the forte of the blade and it protects the right
flank area. It is the false edge of the blade, not the tme edge that is used to deflect the
attack.
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Figure7.18. Sword Parry 6.

Parry 7: Protecting the Left Hip/Leg
or the Low Inside Line
The seventh parry protects the low inside line which is on the left side of the body.
This parry protects the same area as parry one but is executed in a different manner
(Figure 7.19). The tme edge of the blade is used for the parry. From the sixth parry, the
tip is dropped to the ground on the outside right of the body so that the hand is in
supination and just above waist level. Once the sword is in this position, it is brought
across on a horizontal plane so that the forte of the blade protects the left hip. The thumb
faces down and the knuckles of the hand meet the incoming attack directly with the inside
of the wrist facing upward. Parry one and seven use the tme edge of the blade to meet the
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attack, parry two requires the hand to be pronated in the final position. This parry dictates
that the palm be supinated.

Figure7.19. Sword Parry 7.

Parrv 8: Protecting the Right Hip/Leg
or the Low Outside Line
Parry eight protects the same area as parry two and uses the false edge of the blade
to ward off the incoming attack (Figure 7.20). From the seventh parry, the hand remains
in the same position and at the same level. It is brought across from the left side of the
body to just outside the right side of the body. In the fmished position, the sword hand is
supinated with the thumb towards the floor and the palm facing outwards. The hilt is
held just above waist level so the forte of the blade protects the hip and the upper
quadriceps of the right leg. This parry is usually used to take thmsting attacks off-line as
it is not as strong as a parry with the tme edge of the blade.
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Figure 7.20. Sword Parry 8.

Back Hanging Guard: Protecting the
Head. Right Shoulder. and Arm
This parry derived from saber usage and is often incorporated in staged fights
(Figure 7.21). In the finished position, the right arm is held in front of the body with the
elbow bent and facing upwards. The wrist is tumed so that the tip of the blade is pointing
at the floor with the blade to the right on the outside of the arm. The hilt is held just
above head level as the parry is intended to protect both the head and the right flank from
an incoming cutting attack. This tme edged parry is reinforced by the grip on the sword
and the shock absorption in the arm when executed properly.
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Figure 7.21. The Back Hanging Guard.

Parry. Low 5: Protecting the Groin
The parry of low five requires the combatant to pass the blade through the
horizontal center line of the body and arrive at a position putting the forte of the blade just
below the groin area (Figure 7.22). The sword is kept in front of the body so that the
blade does not strike the leg of the defender as it is placed into the proper position. This
is a tme edge parry. The blade of the sword is kept in a horizontal position to prevent the
incoming attack from sliding up the blade and making contact.
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Figure 7.22. Parry Low 5.

When introducing the basic parry pattem, it is best to work with a single rapier
unfil the students are accustomed to the use and manipulation of the sword. Once they
become familiar with the pattem, the dagger should be introduced into the scenario. The
rapier and dagger can work simultaneously or individually and requires combatants to use
both hands with equal or near to equal dexterity. Obviously, each student favors one
hand or the other, but he or she must work to make each hand an integral part in the
overall picture that is represented on stage. When beginning dagger parries, it is best to
keep the rapier in the right hand so students become aware of the fact that the weapons
work in conjunction with each other. They will be concentrating on making the weaker
hand perform the correct parries, but should be constantly reminded to keep both hands
active in the process. Often, the arm involved in the action is utilized and the other hand
falls to the waist as if it were dead weight. This occurs because the actor focuses on the
specific parry or attack rather than the use of the entire body. The lines of engagement
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are representative of the weapon bearing hand. If the dagger is held with the left hand
and no other weapon is present, then the inside line is to the right of the dagger bearing
hand. Initially, this might seem confiising to the students, but as long as they understand
that the lines are established on the premise of the weapon bearing hand. the\ eventualK'
grow accustomed to parrying with both weapons on command. The basic sequence is a
mirror image of the rapier pattem and covers all the same targets beginning with the right
hip and finishing with the left shoulder.

Exercise 7.2
Drill students with the basic sword pattem in numerical sequence until they are
comfortable with the given parries. Initially, keep the parries in numerical order and as
they become oriented to the positions, begin to call out random numbers in the sequence.
This requires them to achieve the proper positions from different locations. It also forces
them to maneuver the weapon to arrive at the basic parries through altemate means. As
they move to the parries from each position, be sure that each parry crosses the center line
before arriving in its final position.
In order to further this exercise, the instmctor calls out a footwork technique in
addifion to the parry. A call such as. "Retreat-Parry 7, Pass Back-Parr\ 4," requires
students to assimilate footwork with sword techniques and aids in skill development.
Initially, students will be fmstrated. Trying to perform the moves with footwork causes
them to make errors and lose their balance. Encourage them to take their time and
execute each move precisely. They will know the choreography when a fight is to be
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performed, this simply enhances their response time and forces them to think and act on
their feet.

Dagger Parries ÍHeld in the Left Hand)
Dagger Parrv 1: Protecting the Right Hip/Leg
or the Low Inside Line
The first dagger parry protects the low inside line of the body with the dagger held
in the left hand (Figure 7.23). From an en guard position, the dagger is pointed down
towards the floor on the left outside of the body and pushed across the body to defend the
right hip. The hand is pronated with the thumb down and the knuckles facing the
direction of the incoming attack. The length of the dagger is the forte and the tme edge of
the blade is opposite the base of the thumb. Once completed, the left hand is just above
the hip, in front of the body, and to the right outside of the body. The tip of the blade is
pointed in front of the body at a forty-five degree angle. Since most daggers do not ha\ e
a knuckle bow, it is important that parries cover the specific target areas in order to avoid
striking the hands. Again, all of the parries in the sequence are kept tight so they protect
the target area, and do not fall too far outside of the body in over-extension.
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Figure 7.23. Dagger Parry 1

Dagger Parry 2: Protecting the Left Hip/Leg
or the Low Outside Line
To protect the right hip, the dagger is brought across the body from the right side
to the left side with a slight counter-clockwise tum of the blade (Figure 7.24). This
utilizes the tme edge of the blade in the parry. Once completed, the dagger is held about
an inch or two to the outside and in front on the left side. The tme edge of the blade
meets the attack directly. The knuckles face outward with the thumb down and the elbow
bent to allow the blade to protect the hip. Again, this is the same parry as with the rapier.
only it is performed with the left hand on the left side of the body instead of the right
hand on the right side.
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Figure 7.24. Dagger Parry 2.

Dagger Parrv 3: Protecting the Left Shoulder/Head
or the Outside High Line
From the completed second parry position, the tip of the dagger is brought up in a
counter-clockwise position in front of the body with the hand crossing the center line in
the process (Figure 7.25). Once the tip is raised, the tme edge of the dagger is brought
back across to the left side of the body to protect the High Outside Line. The left hand is
held just above the waist line to the outside left of the body with the tip pointing towards
the ceiling and the knuckles facing the incoming attack.
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Figure 7.25. Dagger Parry 3.

Dagger Parry 4: Protecting the Right Shoulder/Head
or the Inside High Line
The fourth dagger parry is directly opposite the previous parry position and
defends the High Inside Line (Figure 7.26). The knuckles are tumed to the inside in a
clockwise fashion and then the entire hand is brought across the body at the same level
enabling the dagger to protect the right shoulder and the right side of the head. Upon
complefion, the left hand is to the outside right and in front of the body with the true edge
of the blade meeting the attack. The tip remains high and the blade is tumed out from the
body at a forty-five degree angle in order to provide the best possible defense.
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Figure 7.26. Dagger Parry 4.

Dagger Parrv 5: Protecting the Head
The fifth parry in the dagger pattem protects the head with the dagger held
horizontally and the tip facing to the right (Figure 7.27). The dagger is held in front of
and above the head at an angle of about forty-five degrees from the tip of the forehead.
The thumb is lower than the pinky and the tme edge of the blade should not face directly
upwards. It should be tumed down slightly so that it can be used to meet the incoming
attack directly. The left hand is to the left of the head with the blade extending across thc
head and protecfing it. The blade is held above and in front of the head slightly so it is in
the vision of the combatant. If the parry is held too high, there is a risk the incoming
attack will miss the parry and still cut through the facial plane.
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Figure 7.27. Dagger Parry 5.

Dagger Parry 5A: Protecting the Head
This parry also protects the head but requires the dagger to be pointed in the
opposite direcfion (Figure 7.28). The left hand is held in front of the body on the right
side of the head with the palm facing the body and the dagger pointed towards the left.
The tme edge of the dagger faces out from the head at a forty-five degree angle. The
entire dagger is in front of and above the head so it can be seen peripherally by the
combatant who is executing the parry. Once again, keeping the parry tight will keep the
facial plane protected from a descending attack.

201

Figure 7.28. Dagger Parry 5A.

Dagger Parrv 6: Protecting the Left Flank
The sixth parry brings the dagger down from the head parry and over to the right
side of the vertical mid-line (Figure 7.29). The point faces toward the ceiling with the
palm facing the body and the hand just above waist level. Next, the hand is brought
across the body from right to left until it is just outside and in front of the body protecting
the left side of the torso. The parry is made with the false edge of the blade and is utilized
against thmsting attacks, taking them off-line with the body. This parry is not as strong
as one that uses the tme edge so it is not recommended for defense against an opposing
cutting attack.
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Figure 7.29. Dagger Parry 6.

Dagger Parry 7: Protecting the Right Hip/Leg
or the Low Inside Line
From the fínished position of the previous parry, the tip is brought down towards
the floor on the outside left of the body (Figure 7.30). This places the hand in supination
or with the palm facing up and away from the body. The tme edge of the blade faces
towards the right side of the body with the grip high and the point low. The hand is held
just above waist level so that as the dagger is brought across the body, the blade defends
the area from the top of the hips down. In the finished position, the hand is Just in front
of the right side of the waist. The blade is about an inch or two to the outside of the target
area. The tip is pointed at an angle towards the opponent rather than tumed inward
prevenfing the momentum of the attack from carr\'ing the blade into the defenders body.
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Figure 7.30. Dagger Parry 7.

Dagger Parry 8: Protecting the Left Hip/Leg
or the Low Outside Line
The left hip area is protected by the eighth parry in the pattem and does not
require the blade to be shifted from the basic position of the previous parry (Figure 7.31).
The hand remains in the same position which means that the parry is made with the false
edge of the blade. While supinated, the hand moves from the right hip over to the left
side of the body defending the low outside line. In the fmished position, the left hand is
slightly in front of and to the outside of the left hip with the blade protecting the area
from the hip down.
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Figure 7.31. Dagger Parry 8.

Back Hanging Guard: Protecting the
Left Shoulder. Arm and Head
The back hanging guard with the dagger protects a limited area of the body but
can still be used dynamically and effectively in a staged fight. The dagger must be
manipulated so that its point is on an angle towards the floor before the hand and arm
arrive in the final position. From the shoulder. the arm moves up so it is parallel with the
ground with the elbow bent and the forearm facing back towards the shoulder. The wrist
is bent so that the tip of the dagger hangs to the outside of the right shoulder with the grip
held high and the blade protecting the head and shoulder area. The knuckles face the
incoming attack which means that the tme edge of the blade is utilized in this parry.
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Dagger Parrv- Low 5: Protecting the Groin
This parry requires the blade of the dagger to be placed in a horizontal position at
some point above the navel and then brings the weapon down to cover the groin area.
The left hand is placed in front of the body on the left side with the blade pointing across
to the right and protecting the target area. The parry is made with the tme edge of the
blade and the knuckles face the floor when the parry is done properly.

Exercise 7.3
Once students become familiar with the parries in the pattem. the instmctor calls
out the numbers in sequence and has the students execute them. This allows students to
become accustomed to arriving at the proper positions with the dagger in hand. Initiall>.
this wiU be very awkward for the students due to the fact that they are required to execute
specific motions with their non-dominant hand. Eventually. they become more adept at
working with both hands together. When beginning, students should be asked to hold the
sword in the right hand while executing the dagger parries with their left. This requires
them to maneuver the dagger around the sword. When students become familiar with the
parries in sequence, parries should be called out of sequence so the students arrive at the
parries from different positions. They should be aware that both weapons must be kept in
an acfive posifion regardless of which weapon is actually making the parry. This keeps
the story alive and should be enforced from their earliest training with both weapons in
hand.
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Next, add combinations of sword and dagger parries in the exercise by calling out
combinations such as Rapier 5, Dagger 2 or Dagger 3, Rapier 1. This develops their skill
by working the weapons in combination to one another and requires them to maneuver
the weapons around each other and the body. Eventually, footwork is added to the calls
which gets them accustomed to working in space with the weapons as extensions of their
bodies. Examples of such calls would be as follows: (l)Retreat Rapier 2. Pass Back
Dagger 2. (2) Double Pass Back Rapier 4-2, Pass Back Dagger 3. Be sure to begin the
calls slowly as the students must assimilate the new material and translate it to a physical
acfion. They should be encouraged to take their time and execute the required maneuvers
accurately. It is this training that teaches them to think before they act. thereby reducing
the risk of injury to their partners.

Attacks/Targeting
Description of Targets
Any point on the entire body is in reality a target for attack. For the purposes of
staged combat, several basic targets have been established for to provide an intemational
system that can be utilized by actor combatants throughout the world. Though a few
variations exist in so far as the specific target areas that wiU be choreographed. the basic
target areas are the same and provide a framework that allows actors to work w ith anyone
who has been trained under a similar system of staged combat. AII cutting attacks in
staged combat are stopped short of the actual targets regardless of whether the parr\ is
successfiil or not. Cutting attacks are stopped to the outside of the actual laruct b\ a
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distance of at least two inches to ensure the safety of the combatants. This, in
combination with keeping the partners approximately six to twelve inches out of distance,
helps fiirther ensure the safety of both combatants. The main targets for cutting attacks
are the hips on either side of the body. The specific target for the hips is the imaginar\
line at which a pocket would be on a pair of pants. The parries of One and Two defend
these cutting targets, while Seven and Eight are primarily used to defend against thrusts.
The shoulders on either side are the next major target area. In reality, the attacks are
aimed at the sides of the neck in the hope of decapitating the opponent or severing the
jugular vein. For the purposes of staged combat, the targets are placed just below the top
of the shoulder to give the illusion of an attack to the head while instilling an additional
safety factor should the parry be missed or the attack be delivered with too much
intensity. Three, Four, and Six are the parries utilized in defending side attacks to the
shoulders and head. The top of the head is the next cutting target and is defended by the
parries of Five and Five A. Cutting attacks to the top of the head are always delivered out
of distance and not permitted to continue down across the facial plane. Thus, if the attack
were not parried, the blade would stop just above the head to ensure that the defending
combatant is safe. Parry Low Five protects the target of the groin, while the back hanging
guard protects an attack that is delivered to side of the head or the shoulder. The attack to
the groin is also delivered out of distance and stopped at least two inches below thc actual
target. Again, other targets will be utilized in choreography, but for the basic concepts of
the parry and attack pattem, the preceding targets establish a framework from w hich to
train beginning students.
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Cut Delivery
To ensure the safety of combatants, all cutting attacks, with the exception of
slashing techniques, are never permitted to pass into the path of their implied target.
Though targets are referred to as specific points on the body, the delivery of cuts is
stopped short of the target area by a distance of about two to four inches. The mechanics
of the body are also utilized in delivering cuts to the specific points outside of the body.
The elbow, if it is pointed at a distance of two inches outside of the body, actually serves
as a barrier. When the arm is extended at the elbow and wrist, the tip of the blade does
not reach beyond where the elbow is pointed. In the final position of a cut. the arm is
fully extended with the wrist being the last portion of the arm to move the blade into the
proper position. Cuts are delivered with the foible using the tme edge of the blade.
These attacks can be made with the hand in supination or pronation, but the knuckles
must always face into the target for the cut to be effective. Cuts can also be classified
into what is known as a diminishing cut pattem. These cuts consist of shoulder cuts,
elbow cuts, and wrist cuts and they diminish in strength from the shoulder to the wrist but
increase in speed as the cuts require less movement of the extremities. Descriptions of
these cuts are included in the following paragraphs.

Shoulder Cuts
Shoulder cuts ufilize the shoulder. the elbow and the wrist in the delivery of an
attack. These cuts give the illusion of attacks with a great amount of force behind the
blow. When used in conjunction with the weight of the body. a shoulder cut can look as
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if it would decimate anything in its path, while the actor maintains complete control of
the body and the weapon. These cuts use a majority of the arm and take the greatest
amount of time to execute.

Elbow Cuts
Elbow cuts require the shoulder to be kept stiU and relaxed. The elbow and the
vmst to do the work of the attack. The body is still utilized to add or diminish the
intensity of the attack, but the elbow and wrist are in complete control of the blade.
Elbow cuts are not as strong as shoulder cuts, but are still very effective and speed the
time between cuts because not as much of the body is required to execute them.

Wrist Cuts
Wrist cuts use only the musculature of the wrist to maneuver the blade to the
desired location. This is the weakest cut in terms of force behind the blow but it is also
the fastest in terms of execution. By using only the wrist, the tip of the blade is quickly
redirected to a new target forcing the defender to quickly respond to the new threat.

Thmsts
A thmst is an attack delivered with the point of the blade and launched with the
intenfion of forcing the blade through the opponent's body. These attacks are the fastest
to execute because the blade is extended on a linear plane to the desired target. Whereas
cuts have to follow the trajectory of an arc to arrive at their destination. a thrust simpK
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moves forward in space to find its target. To execute a thmst, the combatant
points the fip at the desired target and fiilly extends the arm, keeping the tip pointed at the
target.

Exercise 7.4
Establishing distance with the tip of the blade is an essential part of safe stage
combat. In order to practice this judgement, have students pair up and work with one
another. This exercise helps students achieve a greater awareness of where the tip of the
blade is going and how far away the target is when thmsts are executed. The partners
take tums lunging and thmsting at a wall in an attempt to place the tip at a distance of six
inches from the target on each thmst. Once a thmst is made, the combatant remains in
the lunge, leaving the arm in extension and the tip in line with the target. The partner
who is not thmsting then uses his or her hand with the pinky and thumb extended to
measure the distance from the wall. This measure of distance has been previously
described in Chapter IV should there be a need for clarification. Partners communicate
adjustments that need to made and work together to help each other become accurate in
tip placement. Initially, the distance is practiced from a stationary position. Students
then walk away a few paces, tum back towards the wall, walk forward and lunge at the
target. This requires them to find proper distance while moving in space. The partners
communicate with one another and work as a team to improve their skills on a nonhuman target.
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Sword Techniques and Fencing Terminology
Engagement
The blades of the sword are said to be "engaged" when they are in contact with
one another. Having the blades engaged allows combatants to control and/or determine
how their opponent will react to an attack. This "feeling of the blade," or in fencing
terminology, Sentiment de Fer, is one method of sizing up one's opponent, or in the case
of stage combat, one's partner. Blades can be engaged with the tme edge or the false
edge of the blade and specific techniques regarding the engagement of the swords are
described in detail later in this section.

Parry Techniques
Opposition Parries. Opposition parries defend against an attack by building a wall
to stop the sword from doing any damage. They are put in place to oppose the threat of
attack using the mechanics of the body and the stmcture of the weapon to stop the force
of the blow. Opposition parries create a barrier that can withstand the intensity of an
incoming attack. AU parries in the basic pattem can be used as opposition parries to stop
the force of an incoming blow. These parries are most often utilized in the defense of
cutting attacks.
Hanging Parries. A hanging parry is one in which the hilt of the sword is held
higher than the tip. The sword is held at an angle of about forty-five degrees with the
forte of the blade usually defending the head and shoulders. This angle allows a blow to
land and be redirected by the positioning of the defending weapon and the force behind
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the cut. Hanging parries are often used in conjunction with thwarts, which take the
defender's body off-line from the incoming blow and use the blade of the sword to further
remove the threat of attack. Hanging parries do not stop the force of the attack directK.
rather they use the force of the blow and the positioning of the weapon to limit and
control the opponent's next course of movement.
Circular Parries. A circular parry is performed when the initial attack is either
parried or deceived and then launched again at the same target. To perform a circular
parry, the combatant first executes a proper parry and once the new attack is launched, the
rapier is brought around in a complete circle to arrive at the same parry position. When
executing circular parries, it is important to remember that the parry meets, opposes and
carries the attack to the outside of the body rather than bringing it into the center. It may
seem obvious, but often students in executing these parries use the quickest method of
bringing the parries back to their final position rather than taking the time necessary to
execute them properly. The basic mle of passing through the center line and out to meet
the attack is essential in the execution of the circular parry.
Cross Parries. Cross parries use the rapier and the dagger together in conjunction
to stop an incoming attack. The blades of both weapons are placed together with the flats
of the blades touching and forming a "V" to catch the attacking blade. The rapier or the
dagger can be forward when executing these parries. The next move in the choreography
often determines which weapon is placed forward. Cross parries are commonly executed
to protect the head and the groin and can also be used to stop attacks to the flanks. The
tme edge of both weapons is ufilized and the forte of the rapier used to defend the blow
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rather than mid-blade. This keeps the hilts of both weapons in close proximity to the
body and the parries retain their strength.
Dagger Reinforced Parries. These parries use the rapier as the primary means of
defense with the dagger adding extra support to ensure that the incoming blow does not
break through the parry. The rapier is placed in a poshion to parry the incoming strike
with the tme edge facing the attack. The dagger is then placed at mid-blade on the false
edge of the rapier blade. This allows the dagger to be behind the blade of the rapier and
absorb any excessive shock that is delivered by the aggressor. It is best to use the flat of
the dagger blade on the back of the rapier blade to avoid excessive damage to the blades
as well as give a broader plane for the rapier to adhere to.
Beat Parries. A beat parry is a basic parry that has an additional punch at the end
in order knock the opponent's blade ftirther off line in hopes of exposing a target. The
parry is made and at the moment of contact, the defender sharply strikes the attacker's
blade. This forces the opponent's blade fiirther to the outside of the defender's body.
These parries are often utilized when the defender wishes to gain an advantage to set up
for an attack or to give them additional time to remove themselves from the threat of
another attack.
Parallel Parries. Parallel parries place the rapier and the dagger side by side in
order to defend against the threat of attack. The blades of both weapons are positioned so
they receive the impact simultaneously. These are called parallel parries because when
executed properiy, the blades of both weapons form parallel lines with the true edgcs of
the weapons meeting the incoming blow.
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Transfer/Replace Parry. A transfer/replace parry requires combatants to parry
with one of the weapons and then place the opposite weapon in a position that continues
to prevent the attack from breaking the barrier. The initial weapon is replaced by the
second weapon in order to free the original parry weapon so it may be used in an attack.
Often, the rapier is used for the first parry and the dagger is brought in to take its place.
This gives the defender the advantage of using the longer weapon for the next strike. The
dagger can also parry first and be replaced by the rapier depending upon the wishes of the
choreographer.

Attacks on the Blade
There are three main categories of attacks on the blade. These actions are
designed to open a target by controlling or working with the reactions of the opponent's
blade. The lines opened depend on whether the opponent decides to work against the
technique or allows it to manipulate their blade. The three categories are: beat, pressure,
and graze, also knovm as a froissement. These are described individually below.
Beat. A beat uses a sharp contact with the opponent's blade in order to move it
fiirther away from the body. A beat takes place at about mid-blade in order to provide
more control over the direction of the blade. If the foible is struck, there is little chance
for the technique to be effective due to the fact that the opponenf s advantage of greater
leverage on the blade. Beats usually take place with both combatants using the mid-blade
but variations are possible.
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Pressure. This technique requires blades to be in contact with one another. The
combatants use this contact to test the opponent's reaction or to tr\' and force one of the
blades in a particular direcfion to open a line of attack. Opposing pressure is often
coupled with a coúpe (cut over) or a degage (cut under) which quickK remo\es one of the
blades. While the opponent is recovering from the lack of pressure, the combatant who
has executed the release attempts a strike at a target.
Graze. The graze or "froissement" is a technique that alters the contact positions
between the blades in an attempt to gain control of the sword or attain a better point of
leverage. A graze can also be combined with an expulsion which requires a sharp flick of
the wrist that forces the opponent's blade away from the bod\ and the contact previousI\
established. The position of the blade in a graze changes the orientation between the
point of contact. It takes the contact from the forte to foible or \'ice versa in the attempt
to gain an advantage.

Prise-de-Fer
Prise-de-fer, in English means "taking of the blade' and is used in the preparation
of an attack. These techniques are used to redirect or control the opponent^s blade while
the arm is in ftill extension. The strength and effecti\ eness of these moves requires the
forte of the blade to take control of the foible of the opponent's blade and redirect it to the
desired position. There are three main categories in the prise-de-fer: the bind, the
envelopment, and the croise.
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Pressure. This technique requires blades to be in contact with one another. The
combatants use this contact to test the opponent's reaction or to try and force one of the
blades in a particular direction to open a line of attack. Opposing pressure is often
coupled with a coúpe (cut over) or a degage (cut under) which quickly removes one of the
blades. While the opponent is recovering from the lack of pressure, the combatant who
has executed the release attempts a strike at a target.
Graze. The graze or "froissemenf' is a technique that alters the contact positions
between the blades in an attempt to gain control of the sword or attain a better point of
leverage. A graze can also be combined with an expulsion which requires a sharp flick of
the wrist that forces the opponent's blade away from the body and the contact previously
established. The position of the blade in a graze changes the orientation between the
point of contact. It takes the contact from the forte to foible or vice versa in the attempt
to gain an advantage.

Prise-de-Fer
Prise-de-fer, in English means 'taking of the blade' and is used in the preparation
of an attack. These techniques are used to redirect or control the opponent"s blade while
the arm is in ftill extension. The strength and effectiveness of these moves requires the
forte of the blade to take control of the foible of the opponent's blade and redirect it to the
desired position. There are three main categories in the prise-de-fer: the bind, the
envelopment, and the croise.
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Bind. A bind is a technique that forces the opponent's blade diagonally across the
body from a high line to a low line or vice versa. This technique is used to control the
force and energy of the opponent's blade while the arm is extended and uses the leverage
of the blade to redirect the orientation of the opponent's sword into a new line of
engagement. Binds can be very precise re-directions or large sweeping motions
depending on the look that is desired in the fight.
Envelopment. An envelopment requires the combatant to parry the incoming
attack of an opponent and then execute a circular parry while remaining in contact with
the opponent's blade. This technique allows the combatant to dominate the opposing
blade and prepare for a new line of attack. The success of this technique depends on the
combatant's ability to establish control of the blade at the foible while his or her
opponent's arm is in fiill extension. The forte of the defender's blade is used to
manipulate the attacker's blade, establishing the possibility of an opening that can be used
to take offensive action.
Croise. A croise forces the opponent's blade from a high line to a low line or vice
versa while keeping it on the same side of the body. This technique can also be combined
with an expulsion which alters the line of engagement before using a flick of the wrist to
send the blade further outside of the body and removing contact. In rapier and dagger, a
croise is often ufilized to remove the threat of an opponent's blade by taking control of it,
simultaneously opening up a target for the secondary weapon.
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Point Work
Point work refers to the ability of the combatant to control the tip of the sword and
redirect it to a desired location. This includes the ability to hit a desired target as well as
place the tip of the blade at any point in space at the desired level and distance from one's
opponent or an object in space.

This is a very important skill that must be attained by

actor combatants in order to avoid any mishaps or injuries.
Coúpe. A coúpe is also referred to as a cut over because it requires the combatant
to raise the tip of his or her sword up and over the blade of the opponent and place it into
a new line. A coúpe can also be performed over the hilt of the opponent's sword should
the tip be pointed at the ground. The general meaning is that a new line of engagement,
inside to outside or the reverse, is established my moving the point up and over the
opponent's sword.
Degage. Sometimes referred to as a disengagement, this technique establishes a
new line of engagement by passing the tip of the blade under the hilt of the opponent's
sword. The degage can also be performed by lowering the tip of the sword under the
opponent's blade and moving it to the other side of their blade, though passing it under
the hilt is the more common practice. This technique changes the line of engagement
from the inside to the outside or vice versa.
Deceive. This is the refiisal to allow contact between the blades when the
opponent is trying to attack, parry. or engage the blade. A deception simply requires the
combatant to remove his or her blade from any attempt that is made to establish contact
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or take control. A decepfion of a parry uses either a cotípe or a disengage to remove the
possibility of a successful parry.
Doublé. A doublé is two deceptions followed by a successfiil parry. The
deceptions are made by coupes or degages and the attacks are directed at the same targets
when they are re-established. The combatant who is attempting the parries executes the
initial parry, followed by an unsuccessfiil counter parry, and finally arrives at a successfiil
counter parry.

Slashing Techniques
Horizontal Cut across the Head. A horizontal strike that is meant to look as if it is
intended to land a blow to the head. It is avoided by ducking out of the path of the sword.
The person who is attacking must focus on the target of where the head is before the duck
and keep the sword at that level throughout the swipe. When beginning, the swipe is
performed out of distance adding an additional safety factor. Once students get used to
the technique, the swipe is delivered at the point the head was. A common problem is
that the attacker follows the defender with his or her eyes as they move out of the way.
This usually results in the sword being lowered from the original target and coming in
lower than is acceptable. It is referred to as tracking the partner and results in a safety
violation. The weapon tends to follow the direction the eyes are looking so if the attacker
remains focused on a point that is at the same level as the head but beyond it, the focus
remains correct and the swipe stays on target. The attack must not be launched until the
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defender has executed the correct avoidance technique. When the defender is safe the
blow can be unleashed.
Horizontal Cut across the Mid-Line. A slash across the mid-line is delivered as a
strike to the stomach that continues through after it misses its target. This blow is
avoided by moving the mid-section of the body out of the way first and then following
with the rest of the body. The hands are raised above the target area to avoid being
struck. Again, the attack is not launched until the aggressor perceives the proper reaction
being performed by the person who is being attacked. The slash initially takes place just
out of distance for beginners so that even if the victim does not move fiilly, he or she
remains safe. Once timing has been established, the combatants can shorten the distance
so the sword follows through the point where the victim was prior to the avoidance.
Horizontal Cut across the Low-Line. A horizontal cut across the low line is
avoided by either jumping over and/or out of the way from the path of the blade. If only
one foot is the target, lift the foot up and out of the way. The same safety factors
mentioned for the other slashes apply when executing this technique.
Diagonal Swipes. These attacks can be executed with either ascending cuts or
descending cuts and they require the intended victim to execute an avoidance as the attack
comes in. They can be right-to-left or left-to-right ascending and right-to-left or left-toright descending slashes Again, the target is the previous position of the victim once he
or she has moved from the position. Distance can also be closed when executing these
swipes because the body is taken off-line for the avoidance. As with all attacking
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techniques, the cue is given, the proper reaction is perceived. and then the attack is
laimched at the specified target.

Feint
A feint is an technique meant to draw the opponent into a parry but the sword is
withdrawn before the parry is successfully made. A feint is usually followed by an attack
in a new line because if the combatant makes a commitment to a parry, then a new target
is vulnerable to attack. A feint can also be used to test an opponent's reaction to certain
movements or attacks. In basic terms, it is an attack that is never meant to land.

Punto Reverso
A punto reverso is an attack delivered from the left side of the body to a target at
any position on the opponent's body. The punto reverso is usually found in circular
sequences as it often comes around the opponent's sword arm in hopes of striking the
kidneys. This technique often requires the combatant to lead with the sword and step
with the right foot on a circular plane while the defender moves around the same circle
with an effective parry. The combatants must be careful to maintain the proper distance
when executing these and other circular techniques.

Disarms
A disarm takes place when the weapon has been removed from one of the
combatants through the use of leverage, threat, or force. In stage combat, we simulate the
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use of force and keep tight control over the motion of both swords when disarms are
performed. One common technique requires a successftil parry of four by the combatant
who will be disarming their opponent. Once the parry is made the attacker lea\ es his or
her sword extended and the defender moves in a bit closer while passing their left arm
over and around the blade to the inside. The left arm wraps around the blade and the
hand grabs the hift of the sword and lifts it out of the opponent's hand. This is often
referred to as the serpentine disarm or the cobra because the arm wraps around the blade
like a snake before the disarm is made.

Running Attack
This is an attack that is made on a charge towards one's opponent, with the
defending combatant usually in a stationary position. The attack is either avoided or
parried by the defender as the attacker mns past. When parrying these attacks, the force
of impact is pulled but can sometimes be much harder than what was intended, therefore
the parries must be made with strength to further ensure the safety of the defending
combatant. Often a reinforced parry is incorporated to add to the illusion of incoming
force as well as to add extra support to the defense.

Moulinet
Moulinets are cuts that require the sword to travel in a circular motion around and
in front of the body. They are often utilized as practice techniques because they improve
the combatant^s control of the blade and strengthen the wrist muscles. One example is to
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bring the blade diagonally across the body from the upper right to the lower left then
describe a 180 degree circle, bringing the fip in front of the body on the left side. Next.
the tip is brought high-to-Iow from the left to right and back up into the starting position.
These are often referred to as figure eights and can also be performed horizontally in front
of the body from the right to the left and vice-versa. Essentially. they require the blade to
perform a circle or near circle before an attack or when drilling they require actors to
confinue the circular action until asked to stop.

Corps a Corps
Corps a corps literally means "body to body." In sword fights and stage combat, a
corps a corps takes place when the weapons of both combatants are immobilized and the
bodies are in contact. In older movies, lines such as "You've come to Sherwood once too
often." were delivered with this technique because they allowed actors to be in close
proximity to one another and thus, both in frame. These situations allow for a great
number of choreographic possibilities but must be carefully executed in order to prevent
any injuries or mishaps. Care must be taken so that both partners are clear of the swords
when moving into a corps a corps as well as releasing from one.

Wounds
Any part of the body can receive a wound from a cut with the rapier or the daggcr.
Care should be taken that wounds are carefully choreographed to look as if they have
inflicted damage but are in reality. absolutely harmless. A simplc technique that inllicts a
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minor wound is as foUows. This is a cut to the back of the knee which can be a slight
nick or a tendon severing blow depending on the desired cause and reaction. To inflict
this wound, the victim positions his or herself in a manner that exposes, let us say the
right leg, to the blade of the attacker. The back of the leg should be open with the hands
clear so that the attacker can place his or her blade on the back of the leg and then pull it
away quickly to sell the cut. The added safety factor is that the flat of the blade and not
the edge is placed on the back of the leg. As the cut is pulled away, the blade is tumed so
that the edge is shown to the audience. The attacker must not whip the blade onto the leg
of the victim, rather he or she places it on the leg and then acts the force on the removal.
This is but one example of a basic technique, additional techniques should be sought out
and taught to students by a qualified instmctor of stage combat.

KiUs
As with any technique, there are many possibilities, one of which is described
here. This killing technique is made to look as if the sword has penetrated the center of
the body. In reality, the victim makes a space under his or her arm for the attacker's blade
to be placed. The attacker then puts the foible of his or her sword on the side of the
victim just below the armpit with about an inch or two of the blade beyond the victim's
side. Once the blade is placed, the victim puts his or her arm down and on the blade to
secure it in posifion. The attacker then twists the blade slightly to the inside of the
victims body which bends the blade and makes it look as if the blade is actually
penetrating the body in the center and not placed off to the side. With the victim securing
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the blade in place, a stmggle can take place to alter their positions or the victim can
simply concede to the defeat. An important note on removing successftil thmsts to the
body: when blades penetrate the body, the surrounding muscles contract around the blade
in an attempt to keep it form going fiirther into the body. The muscles of the body also
try to seal the hole that has been made. This means it will be more difficuft to remove the
blade than it was to stick it in. This must be reflected when acting as well as
choreographing the removal.

Drills
Exercise 7.5
Students partner up, each in possession of a rapier with a knuckle bow. One of
the combatants holds his or her rapier out to their side at about mid-blade, allowing the
hilt to hang at about waist level with the knuckle bow facing out to the right. The other
combatant walks away, approaches the partner, and lunges attempting to place the tip of
the sword through the gap between the knuckle bow and the grip. The combatant holding
the target can raise and lower the height of the target to give partners the ability to aim for
a variety of targets. The positions are reversed so that both combatants work on
precision.
Next, the partner holds the rapier in the same manner but swings it back and forth
using the center of the blade as the fiilcrum. The thmsting partner, from a stationary
posifion, attempts to place the tip of his or her sword through the knuckle bow as it passes
through the center. The combatant holding the target must take care to keep the swing of
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the hilt to the outside of their ovm body to ensure that his or her partner does not thmst
near the body. The thmst should be timed so that it goes through the knuckle bow when
it is in the center of its swing to further protect the partner swinging the target. Again,
both partners take tums thmsting at the given targets.

Exercise 7.6
The instmctor gathers the students around in a tight circle so that everyone is as
close as possible with the teacher in the center of the circle. The set up can be anything
the instmctor wishes and the reasoning given to the students is entirely up to the teacher.
Once the students are in a close proximity and their intention is on the center of the circle,
the instmctor should bring up a straight razor that they have been palming and hold it in a
threatening position while slowly circling around. The instmctor must be carefiil not to
bring the razor in the direct proximity of anyone, but to establish a sense of tension with
the blade. Once the initial shock of the students has subsided, discuss the feelings that
arose as the blade was presented to them. Talk about individual bodies and how they
reacted as surprise took hold. Remind the students that this reaction, that sense of fear, is
the feeling that a sword should instill in them. Point out that rapiers and daggers were the
guns of their period, the instmments that brought about nasty wounds and often death.
Students can never forget to present the reality of the situation. This little shock exercise
provides a basis from which to establish respect of the weapon that characters wiU be
wielding.
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Exercise 7.7
This exercise requires students to execute the basic parry sequence with a partner
and can be buift upon with a variety of options. To begin, one student is the attacker and
one the defender. The student attacking slowly extends his or her blade at chest level and
then places themselves in a fighting stance, leaving the blade extended. The defender
checks distance by positioning themselves in a fighting stance holding his or her hand in
front of their chest with the thumb and pinky extended. The combatants move together so
that they are positioned about six inches from the tip of the partner's extended sword,
using the hand position as a guide to measure. This is the proper measure to begin the
drill. If the driU is to be performed so that one partner fmishes the sequence and the other
begins, the partner with the longer reach extends their blade to check for distance. The
attacker executes cuts to the basic parry positions making sure to keep cuts to the outside
of each target area. The attacks, provided the combatant is right handed are as follows:
cuts to the partner's left leg, right leg, right shoulder, left shoulder, head, head, a thmst to
the right breast, a cut to the left leg, a thmst to the right leg, a cut to the right side of the
neck, and an upward cut to the groin. The defender begins by parrying all of the attacks
with the rapier from a stationary position. Distance is then re-checked with the roles of
attacker and defender reversed. Once that has been executed a few times by both
partners, the dagger is used to parry all of the attacks. Possibilifies of variations include
the following:
1. The rapier parries all attacks.
2. The dagger parries all attacks.
227

3. Same side parries. This means that all attacks that come to the rapier side of the body
are parried with the rapier and all attacks to the dagger side are parried with the
dagger. Attacks to the head and groin can be parried by one or both weapons of
the combatant's choice.
4. Opposite side parries. The attacks that come to the rapier side of the body are parried
with the dagger and the attacks that come to the dagger side of the body are
parried by the rapier. Again, the head and groin attacks are at the discretion of the
parrying combatant.
5. Altemating parries. Either the rapier or the dagger begins the parry sequence and then
each weapon is altemated for the next parry.
(When using variations, the attack sequence is not changed but the parries used to defend
the attacks will deviate from the basic pattem.)
The previous descriptions have been executed from a stationary position and
should be compounded by adding footwork to the sequences. Students can be required to
execute each attack with an advance and each parry with a retreat, or each attack with a
pass forward and each parry with a pass back. Instmctors can mix and match to place two
attacks on one advance in order to vary the rhythm of attacks and get the combatants used
to attacking and defending with various speed and intensity. There are no hard and fast
mles about what can be used in combination, the only requirement is that combinations
are safe for the actors and provide new challenges to master. When footwork is added,
students become accustomed to matching steps with his or her partner in order to remain
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safely out of distance. This is difficult initially and partners should be changed
periodically so combatants leam to adjust to different partner's steps and rhythms.

Exercise 7.8
Using the basic parry sequence and the diminishing cut pattem, have one student
begin as the attacker and use shoulder cuts to attack all of the targets. The attacker uses
passes and the defender makes the parries and executes a pass back on each new attack.
Once the attacker has completed all of the attacks, the roles switch and the new attacker
delivers elbow cuts back on passes. The defender passes back and parries. The roles
switch again and the original attacker begins the sequence using wrist cuts with advances.
The defender retreats and parries the cuts in the sequence. After this is completed the
original defender starts the cutting pattem with shoulder cuts so that each combatant gets
to execute shoulder, elbow and wrist cuts. Students should notice that the rhythm of the
cuts changes as the motion moves from the shoulder to the wrist. Shoulder cuts take
longer to execute and have more force behind each blow. This should be reflected by the
person who is parrying the blows. Elbow cuts are less forceftil and are delivered faster
which changes the rhythm of the movement. Wrist cuts are not very strong, but they can
be executed extremely fast. Once again, this changes the rhythm of the sequence.
Students should not be so concemed with speed that he or she forgets to act the danger in
the situation. Timing is essential and the parries are not placed prior to the attack but
rather they meet the attack just before it reaches the final position.
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Exercise 7.9
The instmctor brings two pool noodles into class that have been cut to the length
of a standard rapier. These are foam rods that are usually sold in five to six foot lengths
in the outdoor sporting section of most all purpose stores. They are about three to four
inches in diameter. Simply cut them in half so that the students can use them as pla\'
swords in the classroom. Get two combatants up and establish that a hit anywhere on the
body is a kill and that no strikes to the face are permitted. Allow students to fight each
other and ask observers to describe the fight in specific detail. Have them give an
evaluation of the fighting styles they see, who hit who, and when and where the hits took
place. Sometimes, well calculated hits score and the victor is easily apparent. Many
times you wiU see a flurry of panic attacks and parries and it is unclear who was hit first
and where the hits took place. Use fights that contain these flurries as an example of why
real fights do not register on stage. In the theatrical setting, we are telling a story,
fiirthering a plot, when adrenaline takes over and panic sets in, the story is lost and the
fight is unclear. It is fiin for the students to let loose and have the freedom to spar. This
exercise helps them to realize, why so much emphasis is placed on control.

Exercise 7.10
The instmctor uses any given or made up phone number to determine the
sequence for the drill. The numbers one through eight are the same numbers as the
parries, nine requires a back hanging guard, and zero requires a parry of low fí\e. Thc
attacks are split between the partners and there are a total of seven attacks matched b\
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seven parries. A fmishing move can be added to the end of the fight if necessary. The
instmctor should work slowly explaining how they arrived at the distribution of the fight
with the given areas that will be targeted. Techniques such as binds, croises. and beats
should be included to add more depth to the fights and to get the students used to
performing the techniques required for the exam. This is simply a fiin way to determine
choreography and work through various techniques.

Exercise 7.11
This exercise is designed to get students moving on a circular plane. The
combatants face each other and posifion themselves so they are just out of distance with
the right foot forward. A: thmsts to the chest on a pass forward and B: passes back and
parries dagger 3 and replaces in rapier 4. B: then binds A's: blade down so that it is held
to the right side of the body on the low line. Once this has been completed B: executes a
cross to the forward left 45 while thmsting at A's: right kidney. (a punto reverso) A:
crosses to their forward left 45 and parries in rapier 3, executes a croise with an expulsion
taking his or her blade from the high to the low and casting it off with a sharp flick of the
wrist. Once the blade has been expelled, A: brings the rapier around and over the head on
a pass left while cutting on a descending diagonal to B's: right cheek. The combatants
should remember that this is a circular pattem so their footwork must keep them in proper
measure while working around one another. B: also passes forward with the left foot
while keeping to the circle and uses a back hanging guard to defend the blow. Once the
cut has been parried, B: keeps contact with the blade and moves it over his or her head
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and replaces the hold with the dagger as it is halfway over the head. The dagger carries
the blade so that it is held in dagger 3 and the rapier is brought back in position for a new
strike. The replacement is done from a stationary position. When the rapier is clear B:
closes the circle and passes forward with his or her right foot on a cut to the left hip and
A: passes back with his or her left leg and parries in dagger 2. There is a moment of
hesitation and then both combatants push off and decide to establish a new strategy.
A:

RFF Pass thmst chest

B:

RFF Pass back parry D3 replace R4

B:

Bind down, cross right For. 45 rapier thmst Rt. Kidney (Punto Reverso)

A:

Ride Bind, cross For. 45 parry R3

A:

Croise with expulsion, Pass forward left, cut to right cheek

B:

Pass forward left, Parry back hanging guard

B:

Take A's blade over and replace into D3, Pass R into circle R cut L hip

A:

Pass back L, parry D2

A: B: Hesitate, push away

Summation
These are but a few examples of exercises used to assist in the training of
students. Each one can be adapted to suit the needs of the individual instructor's
classroom or modified to target areas that need to be worked on b\ a particular group ot
students. Further exercises can be attained through attending periodic workshops oflercd
by the various fight sociefies. Again, the teaching of this material should onK be
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undertaken by qualified individuals who are familiar with the safety requirements that
need to be instilled in each technique. Drills can be created by slowly working through
logical attacks and defenses until the sequence is solidified and a phrase of choreograph}
is created. The possibilities are endless and it is my hope that the given exercises spark
new ideas rather than solidify old ones. Safety is tmly the only limitation that confines
us. Drills should challenge the students but also be enjoyable. We are after all mereK
players.

Rapier and Dagger Requirements
These are the minimum compulsory requirements that must be included in an
adjudication test for rapier and dagger.
Attacks:
Rapier Attacks in all lines (per combatant): Two Cuts, Two
Thmsts, One Punto Reverso
Dagger Attacks in two different lines (per combatant): One Cut,
One Thmst, One Running Attack, One Feint Attack
One Wound or Kill
Two of Three Slashing Attacks (with either weapon): Horizontal
cut across head (duck), Horizontal cut across the mid-line
(stomach, back or side) with avoidance, Diagonal swipe
(ascending or descending) with avoidance
Two of Three Prise de Fer (with either weapon): Croise, Bind.
Envelopment
One of Three Attacks on the Blade (with either weapon): Beat,
Press, Glissade
Two of Four Point Work Techniques (per combatant): Deception
of parry, Coupe, Double. Disengage
Corps-a-corps (one per fight)
Disarm (one per fight)
Moulinet (one per combatant)
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Defense:
Rapier parries in all lines (per combatant). These may include:
Opposition Parry. Circular Parry. Beat Parr\. Reinforced
Parry. Hanging Parry, and Yield Parry
Dagger Parries in two lines (per combatant). These ma\' be
Opposition or Beat Parries
(one across the body)
Three of Four Double Fence Parries (per combatant): Cross Parry.
Dagger Reinforced Parry, Parallel Parry, Transfer/Replace
Parry
Footwork:
Linear Techniques: advance, retreat, pass forward, pass back, lunge
Either One Circular Sequence on the floor or One Volte
One Off-Line sequence (traverse. thwart, etc.)''

Rapier and Dagger Choreography
The following is an example of a notated fight that includes the requires moves
for certification (Table 7.1). It was used at the 1998 American Nafional Workshop in Las
Vegas,
Nevada.

^The Society of American Fight Directors, Policies and Procedures. 9 JuK 1998.
6-7.
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Table 7.1. Certificafion Choreography for
Rapier and Dagger

Suggested
Footwork/Position

B

Suggested
Footwork/Position

1. SR, Left foot
front

Invite in 4, Engage
in 2

Invite in 4. Engage
in 2- Pressure A

2. Pass R on Thmst

Coupe, beat away D2
Feint in 3

ride beat. Dagger P4 Pass back R

3. Advance

Moulinet, cut 4

beat parry dagger 3

pass back L

4. Pass Back R

dagger beat parry 1

thmst 2

advance

c

:):3t::|::|c4::|::|c:)::(:%:|::(:4:9|(it::(:4«3|«>t:*'t:4:*ii:it:!i'ii:4:!i: P h r a S e 1 E u d *

SL. Right foot
front

* * * * * * * * * * * * * * * * * * * * * * * * * * * *

6. Double pass

cut 5, cut 3

beat pany 5. beat
parry dagger 4

double pass
back

7. Pass back

beat parry dagger 4

moulinet cut 3,
Ride beat

pass R

o ***************************pi^ase 2 End******************************
double" to 3

P3. counter P3,
get counter P3

pass back R,
L, R

10. Thwart back
left

ride croise avoid back
left

croise. dagger slash
Up L-R, false

Lunge L

11.

head slash L-R

duck
thmst2

12. PassBk R, L. R narrv
parry 2
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Pass R. L. R

Table 7.1. Continued

Suggested
Footwork/Position

A

B

Suggested
Footwork/Position

13.PassBackL,R

go for dagger parry 1,
Catch parry 2

disengage to thmst 1 Pass L, R
deceive to 2

14. PassR

bind away, diag slash

avoid back R

thwart back R,
flee

Down L-R
i^

* * * * * * * * * * * * * * * * * * * * * * * * ***pu^„gg 2 P j i ^ * * * * * * * * * * * * * * * * * * * * * * * * * * * * *

16. SR,leftlead

invite in 6

invite in 4

SL, right lead

17. Slip step L,

ride beat away.

beat away dagger 4,

thwart forward
L

avoid L

diag. Slash R-L

Traverse L

18. Double X step L punto reverso to 2

parry 2

double X step
R, L
pivot,
pass/Lunge L

19. SlipstepR

yield parry 4

glizade to 4,
Pronated

20. Pass back on
CircleR,L,R

envelop off (pick up
B'sdaggerP2)

while riding the env. Pass R, L. R
thmst w/ dagger to 2
parried & bound off

21. Pass inL

dagger slash ctr.- R

avoid slash sideways, traverse R
Weapons up

22. Jump DSR

avoid back slash

back slash R-L

pass R

23 **************************Phrase 4 End * * * * * * * * * * * * * * * * * * * * * * * * * * * * * *
24.

Stomach slash L-R

avoid stomach slash jump back

25.PassbackL

Cross Parry 5 (XP5)

moulinet cut 5

26. Pass back R

XP low 5

cut low 5
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pass L
pass R

Table 7.1. Continued

Suggested
Footwork/Position

B

A

Suggested
Footwork/Position
Pass L

27. Pass Back L

XP5

Cut5

28. Pass Back R

catch w/ sword parry 2
Double C-C, keep D high
Stmggle to Ctr
Lose dagger USR, 1,2,3
Catch wrist, stmggle more
Avoid, sliding behind B
Grab both swords mid-bld
Stmggle to face audience
Take wound, don't let go
Hurl B USL, keep swords

dagger thmst 2
Pass R
double C-C
stmggle to Ctr(back to audience)
disarm A
stmggle
break hold, punch to head, miss
hold weapons steady for A to grab
stmggle to face audience
yank sword 4 inches... wound A
stagger USL losing sword

END
Copyright© by David Woolley and Robert "Tink" Tuftee
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CHAPTER VIII
THE SKILLS TEST

Introduction
The culmination of the course requires students to perform a fight scene that
involves a majority of the leamed techniques. For most students in the United States, it
wiU be the Skills Proficiency Test as outlined by the Society of American Fight Directors.
Under ideal circumstances, a Fight Master from the association should be on hand to
adjudicate students and give them critical feedback on their efforts. It is possible to
videotape the test and send it to a Fight Master for adjudication. It is more beneficial for
students to be evaluated on-site.
First, students receive a personal critique of their work by a professional
practitioner of stage combat. Secondly and most important, live theatrical action rarely
translates well on film let alone videotape. Bring in an adjudicator and use video taping
only as a last resort. Rather than delineate between a final fight scene and a certification
test in this chapter, I relay information for the adjudicated test. It can be assumed that the
final fight scene requires the same preparation and display of material, but does not
necessarily include the presence of an official adjudicator.
The final fight scene must display the proficiency in stage combat that students
have attained throughout the course. The adjudicator gives an unbiased e\aluation of the
studenf s work and decides whether or not the students are awarded the status of
Actor/Combatant within the Society of American Fight Directors. There are three
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possibilities given by the adjudicator: not passed, passed, and recommended. Not passing
the final examinafion means that the adjudicator does not feel the sttident is sufficiently
qualified to perform fight scenes convincingly and/or safely. Passed states the sttident
displayed a basic understanding of the material and is evaluated as being competent in the
execufion of stage combat, both with theatrical intention and safety. Recommending
implies that the student is well suited for stage combat and displayed a high level of
competence.
The certification, if awarded, is valid for three years from the date of the test. The
students must retest with the organization in order to retain their Actor/Combatant status
after the allotted time period has passed. The basic test usually includes three weapon
systems. There are three additional weapons that a combatant tests in to achieve further
certification. The weapons that are currently eligible for students to train and test for
certification are: unarmed, rapier and dagger, quarterstaff, broadsword, sword and shield,
and smallsword. The first official test should include no more than three weapons. If the
student wishes to certify in the other weapons, they must continue their training and make
specific arrangements with the organization. Many workshops allow testing for
additional weapons and re-certification, but these tests must be arranged prior to arrival at
the workshop.

Requirements
The specific mles for achieving the rank of a certified actor/combatant are as
follows. Students that test must be adjudicated by a Fight Master and undergo re239

examination every three years in order to retain their status. The initial test is divided into
two parts:
1. The complefion of 80 student contact hours with a Certified Teacher of stage
combat with the SAFD. The organization recommends that Fight Masters or Certified
Teachers be hired to teach the material but does allow a grace period of three years for
those teachers who are members of the society but have yet to certify with the
organization. If the instmctor is not certified after three years, the Society no longer tests
students of that instmctor unfil his or her certification is completed. If a school or
organization continues to employ teachers that are not certified by the Society and have
not attempted to obtain certification, then the SAFD will disallow those students
adjudication until the instmctor receives proper training.
The classroom situation encourages students to work with a variety of partners,
cover techniques that wiU be included in the test, and perform various exercises to
enhance skills in stage combat and acting training. Training sessions are closed to the
public and are used to fiirther the individual development students in the area of stage
combat. Teachers also have the opportunity to partner with students if they themselves
are in need of testing for re-certification. If the teacher is not testing then this should be
avoided. As the classes in this section draw closer to the certification fight, teachers
should devote their time and resources to ensure that each student receives adequate
coaching before the actual performance of the fight scene.
2. The performance of test choreography shows the studenf s ability to safcly
execute techniques while performing a scene that is dramatically effective. Ihis test must
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include an unarmed sequence, a rapier and dagger sequence, and at least one other
weapon recognized by the Society. Students who have already passed the basic skills
proficiency and are current in their certification are able to test individual weapons b\
providing the adjudicator with their original certificate at the time of the test.
Each test fight must include the established SAFD minimum compulsory
techniques. The requirements for the weapons styles addressed in this document are
listed at the end of respective chapters. The scene that is to be performed must establish
clear character choices, a reason for the fight, and appropriate emotional commitment to
the violence that is presented. Character choices must not prevent the actor from
performing the required techniques in a manner that is realistic and whether it is a
comedic or dramatic scene, there must be a sense of potential danger in the fight.
Dialogue should be kept to a minimum and only be used to enhance or relate to the action
of the fight. Actors must perform the scenes at an accurate fight speed with acting beats,
character choices, and objectives that are clearly presented.
The basic test is restricted to seven minutes duration for the certification in three
weapons, an additional two minutes is given for each weapon thereafter. It is noted that
these are difficult scenes to perform and due to the emotional level of commitment
required. Novice students should not attempt to test in more than three weapons. The
order of weapons incorporated within the scene is entirely up to the performers and
should be dictated by their dialogue and acting choices. If students are testing five
weapons, they may break the test into two scenes. If they are testing in all six weapons,
they must perform two separate fight scenes. The first scene follows the initial testing
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requirement of unarmed, rapier and dagger, and one other weapon while the second scene
includes the remaining weapons of choice. These scenes are to be performed in
proscenium format and must be open to the public should they choose to attend. The
teachers of tesfing students are not permitted to adjudicate their own combatanf s work to
ensure an unbiased adjudication. Upon successful completion of the test, students are
listed in The Fight Master. the official magazine of the SAFD, as having achieved
actor/combatant status.
When bringing in a Fight Master to adjudicate students, the host school is
responsible for making arrangements for the adjudicator's transportation and housing.
The instmctor is required to send the adjudicator a letter of agreement that specifies the
dates and times of the tests, a list of all travel arrangements, a total of the fees and the per
diem, the number of students who are testing, and the number of hours and dates that
were spent training the students prior to the actual test. The host school must pay the
adjudicator fee of $125.00 plus a minimum of a $30.00 per diem on the day of the test. If
the number of students testing is greater than twenty-one, then the adjudicators fee is
$200.00. There is also a fee of $35.00 per testing student which is used to cover the costs
of the test. Any money left over from those costs is reverted to the SAFD treasury.
Student tests do not include membership in the organization. Dues are $35.00 per year
and are paid each January.
Testing mles and compulsory moves can be attained through the SAFD secretar\.
Each teacher is responsible for making sure that each fíght adheres to the procedures ihat
are ouflined. Weapons used must be safe stage weapons of the period, in good condition
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and well maintained. The adjudicator reserves the right to cancel the test at any time if
any of the regulations have not been adhered to or if they feel that the weapons being used
or the choreography are unsafe for the performers.
As mentioned before, if it proves impossible to bring in an adjudicator for testing,
a video tape may be used. A written request must be submitted to the secretary of the
organization. Officers of the organization wiU determine if the request is permissible.
There can be no editing of the test and the camera must be situated in a stationary
position. The full figure of both performers must be in view at all times and should be
shot so that the frame is as fiill as possible. Panning and zooming are permissible but
should never interfere with the presentation of both combatants. The approved tape
should be sent to the nearest Fight Master for adjudication with the $125.00 fee. A
$50.00 registration fee is sent to the treasurer of the organization for administrative fees.
A wTÍtten evaluation wiU be sent to the applicants with the results of the test.
The Society of American Fight Directors assumes no responsibility for any
injuries incurred during the test. Any organization that wishes to have students
adjudicated by the SAFD must assume all responsibility and liability for any and all
mishaps during both the training process and the test itself These include but are not
limited to accidents, injuries, and weapon failure. It is also the responsibilit} of the
hosting insfitution to provide a fully stocked first aid kit and ice packs that are readily
available at all adjudications. These items should also be present for training sessions.
Upon receiving certification with the organization, the resume of an individual
must reflect the current status of the member, the year that the status was attained and a
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reference to the SAFD that are all presented on the same line. Approved examples of this
include:
Recognized Actor/Combatant by the SAFD, 1997;
Recommended Actor/Combatant by the SAFD, 1997;
Certified as a Teacher by the SAFD, 1997.
These are basic parameters that teachers need to be aware of in order to schedule a fight
adjudicafion. ft is important to request that the secretary of the SAFD send the complete
requirements to the host school because the organization is always trying to make
improvements and the specific requirements may change at any time.'

Preparation
When preparing the students for the Skills Proficiency Test, teachers must make
students aware that training throughout the class will be geared toward a successful
adjudication. Careful practice and execution of all techniques covered in class prepares
bodies and minds for success, but ultimately it is the performance at the time of the test
that determines the outcome. Reminders include: allowing students to wear body padding
for the certification test and emphasizing the fact that no elaborate props, set pieces, or
costumes are allowed. The emphasis of the test focuses on the student's competence with
the weapons and their ability to act the fight successfully. Fight Master WiIIiam Hobbs
states, "On the one hand, characters are seen to be performing on a highly charged

'The Society of American Fight Directors, Policies and Procedures. 9 July 1999,
3-6.
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emotional level. On the other, the actors have to be working mentally on a conscious
level of coolness, with complete body relaxation and control, so that their acted
aggression can be performed with convicfion, and at the same time, in absolute safet\."Scenes can be chosen from any play or can be written by students. Characters should be
chosen that complement the performer's abilities and scenes should include a high level
of emotional content.
The transitions between the weapons should be well staged. The teacher should
be available to either block the transitions or make sure that what the students have
suggested is safe and appropriate. The kill (if necessary) should be staged by a qualified
teacher after the students explain scene requirements. The most important issue for
students to be aware of is that nothing can be changed in the scene at the last minute. AIl
weapon rehearsals are carefiiUy supervised. Students should never add or alter given
choreography. Changes coupled with nerves and adrenaline often result in injury. This
added pressure should always be avoided. Line rehearsals paired with a walk through of
the fight sequence can be beneficial to students if the instmctor is not available. Students
should never rehearse at fight speed with real or makeshift weapons without the presence
of an instmctor. Students should also be aware that they have the option of not taking the
certification test right up to the last minute.

^William Hobbs, Fight Direction for Stage and Screen. (London: Heinemann,
1995), 119.
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Partnering
The last month or two of the two semester class requires students choose a partner
with which to perform the final scene. Students who know they wiU not be testing should
partner together. Those who wish to test must choose someone they can work well with.
This is often a difficuft choice. Students should know who they work well with due to the
rotations that have been taking place throughout the course. They should attempt to
partner with a person that they know they can tmst in a high pressure situation; one that is
dependable and enjoyable to work with. Students should mark through the fight without
weapons outside of the classroom. They should not make decisions about the fight
without the presence of their partner. Hobbs points out, "The brain, as well as the
muscles, needs warming up towards performance pitch. It is not sufficient for one
participant to practice in isolation. He will certainly not be performing on his own, and it
is necessary for all the parties involved to achieve a physical harmony, together."^
Partners will be responsible for taking care of each other. If the scene becomes
dangerous or simply is not coming together, they should be aware that it is acceptable to
step down from the pressure of the certification. Students sometimes try too hard to pass
or to recommend when they simply need to focus on enjoying the performance and
getting the work done.

'Hobbs, 84.
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Practicing
Once partners have selected their scenes, they must break the fight down and
decide how to achieve the best possible performance of the scene. Hobbs points out,
"Quite obviously, it is essential before beginning work on any fight arrangement- no
matter how slight the skirmish- to know the play and to understand the fUnction of the
characters.'"* The dialogue should be spaced throughout the scenes and additional
vocalization added to help sell the effectiveness of the fight. Hobbs states, "I am of
course talking generally when I say that various extraneous sounds and noises are an
additional necessity to the fight, as well as changes of mood and atmosphere, and are as
vital as percussive moments and tonal variation to a symphony or concerto."'' Well
thought out scenes can help give actors time to breathe in addition to selling the story
line. These are intense scenes and good spacing of the dialogue builds dramatic tension
as well as a chance for the actors to catch their breath. Rehearsals begin with actors
rehearsing at slow speeds, discovering their relationship to one another and finding ways
to use their individual relationship to enhance the choreography. Suddeth emphasizes,
"Slow and steady is the key to fight choreography rehearsals."^ Students should be aware
that certain actions result in an automatic fail. These include: passing the tip of a weapon
across a partner's face, disarms that send weapons downstage, abuse of the weapons, and

'Hobbs, 42.
'Hobbs, 53.
^AIlan J. Suddeth, Fight Direction for the Theatre. (Portsmouth: Heinemann,
1996), 4.
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injury. The final note is that the test is a performance. If a move is missed or forgotten,
the performers should recover and continue with the test. Often a slight mistake goes
unnoficed, but even if the mistake is recognized, the Fight Master will want to see your
ability to reconcile the mistake and finish the performance. Hobbs observes, "It is only
when the actor ceases acfing in a fighting scene, waiting for his next routine. that any
hiatus will be apparent to an audience."'' After all theatre is live and mistakes do happen.
itisaUpartoftheart.

Performance
The day of the test and/or final scenes should be formalized and mn smoothly.
There should be a known order of performance. This order should be practiced in class
with no intermptions in the sequence. A critique should be given of each overall
performance after all groups have completed the cycle for any last minute improvements
or suggestions. Students should remember what Fight Master Suddeth teaches, "The
performance of fight choreography is an art that must hide itself."^ Students should be
encouraged to do their best work and enjoy the ability to demonstrate their work.
Establishing the routine prior to the date of performance will prepare them for how the
test will mn and hopefully help to limit some of the test anxiety. Though it will be
stressfiil, it should be an enjoyable experience and an opportunity to showcase the skills
that have been attained throughout the class.

'Hobbs, 82.
'Suddeth, 72.
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CHAPTERIX
WEAPON CARE

Introduction
Maintaining weapons used in the classroom is an essential safety factor for stage
combat training. Instmctors should take time to make sure that all weapons are in safe
working condition prior to the beginning of the course. The weapons should be inspected
periodically. All weapons used wiU have specific defects to watch for. What follows are
suggestions on how to inspect the weapons for safety and if possible, suggestions to fix
the problems and lengthen the life of the weapon.
It is good to number each weapon so that during class or the mn of a show you
can assign specific weapons to each actor. This helps cut down on weapon
misplacement/rearrangement, allows actors and stage managers to know which weapon is
supposed to be used at all times, and lets the instmctors determine which students. if any,
are not treating the weapons properly. Numbering is also helpfiil when hosting a
workshop and your association's weapons need to be used to supply visiting artists. You
can take down the name of the participant, the number of the weapon that they are using
to monitor who has each weapon, and when it was checked back in. By assigning
participants specific weapons, they become responsible for the weapon's care and
placement. It also assists transfers during performance when the same
weapon is used by different actors. They can idenfify their weapon by its assigned
number.
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Maintaining Ouarterstaffs
Quarterstaffs, in general, tend to be fairiy simple to maintain. Basically, check for
splinters and cracks. If there are splinters, simply sand down the splintered areas. If the\
are used for rehearsal, tape can remedy the problem. The only real problem using tape is
that it makes the weapons hard to inspect for cracks. Tape should only be used as a last
resort. When sanding splinters, the process is fairly simple. Note well, repeated sanding
eventually means that the weapon has to be replaced. Students should be required to wear
gloves while working with these weapons to help protect hands from splinters. Should
the splinters be large and easily broken off by hand, then the weapon should be discarded
and replaced. More often than not, quarterstaffs simply break when they reach the end of
their life span. The wood becomes brittle and one good blow renders them useless. The
good thing is that these weapons are relatively inexpensive and easy to replace. If they
are not misused, they should have a long life span. Every once in a while, you will get
one that is troublesome. Stmctural cracks in the wood are a defmite cause for retirement
but more often than not, if a quarterstaff does break, it can be cut into sections of about
twenty-two inches. These can be effective in the classroom for instmction in Kali
(double stick fighting techniques).

Maintaining Swords
Rust Prevention
When dealing with swords, there are several areas to watch out for. First and
foremost, the build-up of mst. Most sword parts are made of metal, hence, this is a
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common problem. There are several preventative measures that can cut down on mst
before it has a chance to begin. It may seem tedious, but if you want to get the most use
out of your weapons, you must care for them before a problem with mst can develop.
The best way to keep mst from forming is to wipe weapons down with an oiled rag after
every use. The best products to use are Marvel Mystery Oil and gun oils. Simply.
moisten a cloth rag or silicone gun cloth with either of these products and wipe down all
the exposed metal parts after each use. If the weapon is to be stored for an extended
period of time, it should be taken apart and checked for any stress fractures or broken
parts. If the weapon is free of these, it can be reassembled and wiped down with grease
or a wax product such as Canuba or Turtle wax. It should be reassembled for storage and
the pommel kept loosened to allow for the expansion and contraction of the metal that
occurs with temperature and climate variations. When the weapons are brought out of
storage, they simply need to be wiped free of the grease or wax with a clean cloth, the
pommels tightened, and they are ready for use. It is important to wipe down and cover
every exposed piece of metal on the sword because even if you do not notice an exposed
portion, mst will. Rust eats away metal that cannot be replaced and weakens the overall
stmcture of the weapon each time it appears.

Rust Removal
Even when preventative measures are taken, mst appears. There are se\ cral
products that can be used to clean the weapons should mst develop. WD-40 is one
product that is good for general cleaning but not so good for extended storage. This
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compound eventtially evaporates and if swords are stored for an extended amount of time.
it leaves them vulnerable to repeated msting. If mst is detected on a weapon, using WD40 helps break up the oxidization. Used in combination with steel wool, wire wheels,
and/or wire bmshes it removes the mst that has built up. Rust can be removed b\' hand or
with the use of a grinding machine, just make sure that if the electric grinder is used,
proper safety protection such as gloves and eye protection are used. Using a grinding
machine will remove more than just the mst. It can also remove necessary metal. 0\er
time, this weakens the weapon considerably. Therefore, it is advisable to remove any mst
by hand. Products known as mst erasers are also available where fencing equipment is
sold. They are used to remove light mst build-up. Never-DuII is also a good product to
use when cleaning and maintaining weapons. It is useful as a cleaner and a polish.
Remember, the weapon deteriorates each time mst appears. The process of removing rust
buildup causes fiirther deterioration. Preventative measures should always be the focus
when battling mst. It takes more time initially, but extended life of weapons will pay off
in the long mn. Handling any metal part of a sword results in mst. Acid from the skin
eats into naked metal. Wearing gloves elongates the life of a weapon and reduces the
acidic deposit caused by hands.

Other Potential Problems
Rust is certainly not the only problem that arises when working with swords.
Student misuse can render a sword useless if not kept in check. No\ice students ha\e a
tendency to bang weapons together with childish enthusiasm. This produces largc nicks
252

and splinters in the blades. The nicks have to be grounded out so they do not inflict cuts
or scratches upon performers. Each time a weapon is subject to this type of repair. the
blade becomes more vulnerable to breakage. Overall stmcture of the weapon is
ultimately affected. Too many repairs of this nature require the blade of the sword be
replaced.
Throwing weapons to the floor and stabbing them into walls/floors are also w a\ s
to shorten the life of weapons. It should be understood that normal wear and tear
eventually renders a weapon useless. Cutting down on misuse certainly increases the life
span of weapons. New students will be a bit heavy-handed on blades. That is why the
SAFD often uses schlager blades for initial training. These blades are heavier, more
durable and can withstand a greater amount of heavy-handed hitting than epée, foil, or
musketeer blades. Continued overbearing strikes will force any blade into early
retirement. Students must realize that the story should be told through the tension acted
with their bodies, not a hammering reign of blows.
Disarms not kept in check can also be responsible for the early retirement of many
weapons. Each disarm should be carefully choreographed so that the weapon hits the
floor with as little force as possible. Throwing weapons down results in damage to the
hilt and tang of the sword. This should always be avoided. Weapons can and will be
dropped for many disarm techniques. It is excessive force that should be pre\ ented.
Accidents happen. Weapon tosses from one actor to another are also responsible for
weapon breakage if they are not carefully choreographed and rehearsed. Keeping an cye
on excessive misuse helps get the most out of the weapons.
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Repairing Blades
Burrs and nicks appear on the blades of the weapons and must be filed down to
prevent injury to students. Rust develops quickly in these areas and can cause an
infecfion with the slightest scratch of the skin. If the blade is catching clothing. gloves, or
the oil rags used to wipe them down, the blade is in need of repair. Should a blade ha\e a
nick that is more than 1/10 ofan inch in depth, it should be refired to ensure the safety of
the combatants.' Fine grain sand, emery paper, or a metal file can be used to take burrs
out of weapons to make them safe again. Sandpaper simply needs to be mbbed on the
edge of the blade where the nicks appear until the blade can be mn across fabric without
catching. When using a metal file, the blade should be fitted into a vice. The file should
be worked dovm the blade from both sides, the file at a slight angle to the edge of the
blade. This keeps the blade from sharpening and also prevents unnecessary scratching to
the blade itself. Metal files cut one way, so be sure you do not go back and forth across
the edge of the blade. Only remove what is causing the problem. Each time you de-burr
the weapon, you are taking away part of the blade. You want to ensure that the weapon
has a long life span.
Wire wheels are quick and effective when you need to get rid of mst and small
nicks or burrs. A stone wheel can be used when you are trying to remove larger nicks
from blades. Remember to wear gloves and eye protection to keep sparks and metal
debris from cutting you. Also, be aware that minimal pressure is all that is required.
Using too much pressure with these power tools can quickly render a blade useless.

'Dale Anthony Girard, Actors on Guard. (New York: Routledge. 1997), 474.
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Though they are very helpful when time is an issue, they should only be used with proper
safety attire by people who have experience operating the tools. After using a wire wheel
or a stone wheel, a cotton wheel can be used to polish any area that needs to be restored to
its original luster.

Blade Replacement
Eventually, the time comes when blades must be retired. When ordering
replacement blades it is important to know that they come threaded in different sizes. To
ensure safety, the tang of the sword must fit properly with the pommel and the rest of the
hilt.
Table 9.1. Blade Sizing Chart

Common Blade Sizes

1/4 X 20 inches

epée and wide rapier blades

12 X 24 inches

sport saber, epée, and foils

5/16 X 18 inches

broadsword

6 X 1 millimeters

European epée, musketeer, dagger blades, and
"France Lames"

Various companies manufacture blades with different thread sizes. Makc sure \ou are
ordering the threading that fits the pommel of the sword you own. In some cascs, the tang
of the newly ordered blade will be longer than the pommel and thc handle you posscss. If
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this happens, simply attach the blade to a vice grip and use a hack saw or bolt cutters to
shorten the length of the tang. A clean cut should leave the threading of the blade in
perfect shape for use with the pommel once any exposed sharp edges have been filed
down. Broken sword blades still have a use. If the break is close to mid-blade, the
remainder from mid-blade to tang can be adapted and fitted to a dagger hilt assembly,
thus, adding to the number of daggers you own.
Blades can be remounted on different hilts to achieve a better look or to match up
blade types for actors that will be working together. This should not be a problem
provided the tang of the blade fits properiy into its new hilt. A musketeer or epée rapier
can quickly become a smallsword if a new hilt replaces the old one. This ability to
interchange parts can cut down on production costs and make the weapons more authentic
to a specific time period. You may have to shorten the tang to fit or possibly open the
guard in order to make sure the blade fits securely into its new hilt. The weapon should
be properiy fitted if it is to be used. Replacing the handle can significantly alter the look
of a weapon. You can replace an old handle with a fancy wood grain, cover it with
leather or paint, or even wrap it with wire to give it a different look. Pommels can also be
replaced to make the weapon look different or better suit it to the bearers status. There
are many possibilities that can be achieved with a little patience and creative energy. Just
remember that safe weapons are essential and must be maintained in both productions
and the classroom.
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CHAPTER X
CONTACTS

Introduction
A number of Societies have been established throughout the world in the hopes of
fiirthering the knowledge and pracfices of staged combat. These organizations pro\ ide a
network of qualified instmctors and training opportunities for interested parties. This
chapter lists the current contact information of the various Societies that are in existence.
The addresses and contact persons included in this work are subject to change as the
positions are filled by different parties.

The Society of American Fight Directors
The Society of American Fight Directors has a number of ways that ha\ e been set
up to help interested parties find out about workshops and the organization itself What
follows are the phone numbers and addresses that can be contacted for any questions
regarding the SAFD. Due to the fact that this document focuses on the training
requirements of the SAFD, more information has been included on how to contact its
representatives.

SAFDHotline: 1-800-659-6579
This is a New York (EST) number that rings directly into someone's residence so
please call at appropriate hours.
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SAFD Website: v^Avw.safd.org
The website offers information on upcoming national and intemational
workshops, links to other stage combat sites, information on memberships, information
on merchandise, and a directory that includes Fight Masters, Fight Directors, Certified
Teachers, Regional Representafives, and member representatives.

Current Officers
The following table lists the current officers of The Society of American Fight
Directors (Table 10.1). This informafion is valid as of April 2000. Any changes in these
positions will be displayed on the SAFD website (wwrw.safd.org).

TablelO.l. SAFD Current Officers
President:
Dale Anthony Girard
55 Amndel Avenue
West Hartford, CT 06107
DAGirard_J9hawley@compuserve.com

Vice-President:
Chuck Coyl
6321 North Lakewood
Chicago, IL 60660
(773) 764-3825
Chuckcoly@prodigy.net

Secretary:
Angela Bonacasa
6321 N. Lakewood
Chicago, IL 60660
(773) 764-3825

Treasurer:
Julia Rupkalvis
4335 Van Nuys Dr. #117
Sherman Oaks, CA 91403
Ripper@flashcom.net

Membership
If you are interested in joining The Society of American Fight Directors \ou
should send the following materials to Paul Denhart, SAFD Secretar\'.
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1. Your name, address, phone number, and e-mail address.
2. If you have passed the skills test, the date you tested, your instmctor. the
weapons you tested in, and the adjudicator.
3. A check for $35.00 for dues. Membership outside the United Stated is $40.00.

Organizations Outside the United States
These are the contact addresses for the organizations, other than the SAFD, that
have been established throughout the world. There is always the possibility that new
Societies will be formed as the interest in staged combat continues to grow. At present,
this is a complete list of the existing Fight Societies. Specific information on how to join
these organizations can be attained by contacting these representatives. The current
information as of April 2000 is listed in the following table (Table 10.2).
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Table 10.2. Intemational Stage
Combat Contacts
The British Academy of Stage
and Screen Combat. BASSC

The British Academy of
Dramatic Combat. BADC
Formerly the Society of British
Fight Directors, SBFD
Andy Fraser
9 Henly Dr.
Rawdon, Leeds LS19 GNX
roo.badc@btintemet.com

Richard Ryan
10 Cranbrook Park
Wood Green, London
England N22 5NA
(0144)181 881 1536
rryaniscw@aoI.com

Fight Directors Canada. FDC

Nordic Fight Societv. NFS

Lisa St. Clair
Suite 14, 3749
Halifax, NS B3K 3L4
stclaircan@netscape.net

Peppe Ostensson
Kencrest Ave.Nya Tanneforsv.26cii
582 52 Linkoping Sweeden

Society of Australian Fight Directors
Incorporated. SAFDInc

New Zealand Stage Combat
Societv. NZSCS

Scott Witt
135SwannRd.
Taringa, Brisbane
4068 Australia

Tony Wolf
PO Box 38046
Wellington Mail Center
New Zealand
michael@hug.co.nz

South Africa Stage Fight
Societv. SASFS

Tntemational Order of the

Marie-Heleen Coetzee
mhc40@hotmail .com

Lloyd Caldwell
1116SpringfieldPike
Cincinatti,OH 45215
Iloyd@fuse.net

S;wnrH and Pen. lOSP
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Training
Workshops
Workshop information can be obtained via newsletters by becoming a member of
The Society of American Fight Directors, Fight Directors Canada, The British Academy
of Stage and Screen Combat, or The British Academy of Dramatic Combat. Workshop
dates and prices can be received by contacfing the previously cited individuals and asking
them about training opportunities. Information on upcoming workshops in the United
States is available by contacting the SAFD Hotline (1-800-659-6579) or visiting the
website (www.safd.org.) The SAFD also has regional representatives that can provide
information about upcoming events. The Atlanta Stage Combat Studio also has a web
page (www.stagecombat.com) that provides information on upcoming workshops.

Schools
A growing number of colleges and universities are beginning to integrate classes
in staged combat because they realize the benefits of including it in their acting
curriculum. A comprehensive list is currently being developed that wiU provide
information on the American schools that offer their students the opportunity to train in
the area of staged combat. This work represents the development of such a course for the
program at Texas Tech University and it is my hope that the document will help teachers
and universities continue to increase the number of institutions that offer this benefícial
training.
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