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EODY FOR PANT I

The Frotlem
2katsment of ihe Rroklsa

The purpose of thies thesis 1s to help inform studentes
of theatre about some of the considerations necessary in
coordinating and directing technical areas of play produc-
tion.

Refipition 9f ierms in ihe problem

"Students of theatre" refers especially to students
enrolled in theatre courses in colleges.

"Technical areas of play production” includes set
design, conestruction, and paintihg; costume design and
execution; lighting design and execution; properties; sound
effects; makeup; script selection, understanding, and in-
terpretation; publicity; and front of the house. The phrase
excludes acting and directing.
laperiance 2f e provlen

It 1s the purpose of a college curriculum in drama
to inform the students about all areas of theatre work;
the technical work comes under the Jjurisdiction of the tech-
nical director. Consequently, this thesis in technical
direction can serve as an instructional device for students

in educational theatre by including the following: (1) defi-

nition (by enumeration) of the:technical areas of play pro-

duction; (2) explanation of some general considerations in



each technical area, including coordination with other areas
and the general time order for accomplishing the technical
taske; and (3) application of the general considerations in
each technical area to the specific production of Qadipup
fex at South Dakota State College on May 22 and 23, 1958.

The FProcedure

sources of information

The information for this thesis was obtained from
four general source areas~-text books in play production
and technical theatre; personal experience in play production
and technical theatre, especlally at South Dakota State
College; a daily record of the téchnical considerationa,
decisions, and activities concerning the production of
Qedipus i[ex; and consultation with the Technical Director
of South Dakota Etate College Theatre regarding technical
considerations for Qedlpua Rex.
Utillzatlon of information

A synthesis of the four sources of information was
used to formulate the material necessary to explain the
three general instructional areas listed under importance
of the problem--a definition of téchnical areas of play
production and general considerations of each technical area

first explained and then applied to Qedipus [ReX.

=



The Thesie Organization

oysrall orsanizatlion

The thesis is divided into three main parts--pre-
liminary pages, text, and literature cited. The text 1is
further divided into three parte--introduction, body, and
sumnary topical outline and index. The body is the largest
and most complex part of the thesis and le further divided
into ten chapters.
Chapier orzanlzation

Each chapter in the thesis 1s organized according
to the following general plan: First, each chapter has a
chapter table of contents; .ocong. each chapter has the
chapter body devoted to one specific technical area. The
chapter body is further divided into two parts-~-general
considerations of the epecifio technical area and application

of the general considerations to Qedipus Hex.
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Overall organization

1. Preliminary pages
2., Text

a. Introduction

b. Body--eleven chapters

¢c. Summary topical outline and index
3. Literature ocited

Chapter organization

1. Chapter table of contents
2, Chapter body--devoted to one specific tech-
nical area
a. General considerationa of the technical
area
b. General considefatione applied to Ogdipup
Rex
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BODY FOR CHAFPTER 1
General Considerations
in Script Selection

The director should be at least partially responsible
for selecting the script, for he is the person responsible
for the epecific play production. But, although he should
help select the script, it 1s often wise for the director to
consult with other theatre people and people acquainted with
the morés and beliefs of the potential audience before making
the final script selection.

Certainly the director must know the technical equip-
ment and facilities avallable to-:the theatre; 1if he lacks
such knowledge, the technical director or someone acquainted
with the technical aspects of the theatre must be consulted.
Consequently, although selection of the soript should be the
special province of the director, disocuseion of script selec-
tion ia included in this technical direction thesis because
of the necessary technical considerations in selecting a

lcrlpt.l

lJohn Dolman, Jr., Jhe Elll Zzgdngﬁtg? (let ed.
rev.; New York: Harper & Brothor ublishers, 19 » P. T3.
Willard J. Friederich and John H. FPII.P.
T9 (o}

ihe ARateur Stase (New York: The ,Xacmillan Company,
P. 62. John Gaesner, Producings lh! £lay (lst ed. rev.; Kow

York: The Dryden Press, Publishers, 1953), pp. 202-203,
Hubert C. Heffner, Samuel Selden, and Hunton D. Sellman,

(34, ed.; .New York: Appleton-Century-
Cl'oftl. Inc.. 19 » PPe. 12-13. ?O’. 25.
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In order to select a play, the person(s) doing the ee-
lecting must have knowledge of four thinge: (1) play scripts,
(2) an adequate play season, (3) the specific audience, and (&)
the specific thestre facilitiee and equipment.
Kngvledee 9f Rlaxs

No play should be selected except upon knowledge of
that play and numerous other plays by all persons responsible
for the selection.? There are 8o many qQquality plays of all
kinds, styles, moods, themes, and settings that hesty, last
minute choice of an inferior play is unnecessary snd inex-

cusable.

Knowledes of an
adsquate geason

Explanation

felecting a complete season of plays can help guarantee
five desirable conditions.>

1. A variety of kinde and styles of plays can be eelec-
ted.

2. A variety of types of sets and etyles of scenic
design can be assured.

3. A variety 1n coatume design can be assured.

4, Advertiesing (especially for a season ticket) can

»

be more effectively done.

2Gassner, p. 202. Heffneri pp. 12-13, 20-22, 25.
3Dolman, p. 73. Heffner, pp. 20-21, 25.
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5. Lehearsal and work schedules and equipment and

personnel utilization oan be most effeotively planned.

Definition of terms

There 18 no ooncensus of opinion by experts about
what are the varioua kinds and styles of plays or types and
styles of technical designs. Consequently, a synthesis of
terminology will be listed snd used throughout this thesis in
an effort to ensure reader understanding.

Kinds of plaYA.--Flaye are claseified as a particular
kind according to the generally predominant mood or emotions
they evoke.?

Comedy.=-=A comic plsy 1s:0ne in which 1life 1s treated
relatively dispassionately vithlu lightnees that is never over-
whelmed by life's pain. Comedies may be thought of as lying
on a continuua from broad farce to rather serious, thoughtful
comedy.

Tragedy.--1If the comedy continuum were to be continued
through progressively more serious, more passionate, more
thoughtfully involved plays, the end of the continuum oppo-
aite faroe would be tragedy.

Serious drama.~--The middle portion of such a continuum
1e designated by some as serious drama.

There sre no definite bremking pointe on the continuum

which divide comedy from serioue drama from tregedy. And

-

4Dolnn. pp. 76=77. Friederich, p. 32. Gassner, pp.
44-52, Heffner, pp. 66=70,
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experts may disagree as to classification of a given play.
What 1s important in deciding upon the kind of production,
hovever, ies not the label but the relative location of the
pPlay on the continuua.

Stylek 2f RlaYR.-=The style of a play refers to the
etyle of dramatic writing the author used. There is even
greater disagreement among experts about the labels, defini-
tions, Qualities, and limitations of stylee of plays than
there 1is about kinds of plnyc.s Following are the claesi-
ficatione uaed in this thesis.b

Realiem.--Realism 1s a style of dramatic writing in
which the author aims to create &n 1llusion of 1ife as it 1is
or might be lived; the greatest volume of Cccidental plays
falls in this category.

v Naturalism.--Raturalism is the style of dramatic writ-
ing that arose in opposition to the eelected and carefully
arranged details of reslisa. Although naturalism attempted
to depict 1ife as it truly ie (without selection and arrange-
ment of facts), 1t soon became highly selective (choosing
only the sordid things of 1ife and nearly ignoring the more
pleasant).

Romanticlisem.--Romanticism 18 a style of dramatic writ-

ing in wvhich selection 1s not of ﬁrobablo facts but of

SFriodorich. pPpP. 3, 22, 'H;ffnor. pp. TO=T1.

5Friodor1ch. pp. 3-8. Gassner, pp. 53=67. Heffner,
pp. 70-T3.

129527 P~ uncotn mevomaL Lisrary

South Dakois S:8te G_he s braosirgs South Dakote
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improbablilities--adventure, fantasy, &«nd so on. "Romanti-
cism . . . presents only a 1life of the theatre which the
epectator believes in not because of his recognition of reali-
ty but rather through his wilful entrance into a psct with
the actore whereby he will accept their mode of theatrical
11fe s0 long as it can interest and entertain him. "7
Classiciem or neo-classicism.--The ancient Greek plays
are 'claseified as classic in style; imitations of them are
referred to as neo-classic, Classiclism aud neo-classiciem
do not aim at realiskm in language, characters, or manner
of presentation; the problems they treat and their themes
are frequently significant for men of all times snd cultures.
Symboliem.=-In s0 far as any play selects certain fac-
tors to stand for, or symbolize, the reality from which they
are selected, it could be called symbolic. However, some plays
utilize symbolic selection to a much greater degree, and the
term symbolism is generally applied only to those plays in
which the symbolism is an integral factor in understanding
the theme of the play.
Expressionism.--Selection 1e entirely subjective in
expreesionism, for selected factors attempt to reveal and
interpret (not outer objective actions) but inner thoughts

snd emotiones,

7Friodor1ch, p. S.
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A given play may have & nixture of several styles of
scenes oOr maYy be entirely of one style. For any given produc-
tion the style(s) (regardless of the labels used) must be de-
termined and understandably communicated so that acting, direct-
ing, and technical work can be coordinated with the play's
style.

&31168 8f Acenlc degign.--Scenic design styles Alffer
somevhat from dramatic writing styles and are esomewhat more
numerous.5

Realism,=-Ag in dramatic writing, reslism in scenic
deaign attempts representation of what would pssa for reality.
Healistic eets are generally thofoalloet and least expensive
to construct as well as frequently being the least interesting
and effectlve.

¥aturaliem.--Katuraliem in scenic design as in dramatic
writing attempts to present the entire reality with no details
omitted. Theatrical substitutes are not used for the real
articles. For example, earth (not a painted ground cloth) 1s
used on the stage floor if the setting calls for an earthen
floor. ¥Naturalism 1s expensive and generally unnecessary.

Reality 1s modiflied in simplified realism (symbolism)
or impressionism Ly a more etrict selection of details than

occur's in naturalisa or ronllun.a

BDolnnn. PpP. 299-321. Fﬂfidorich, Pp. 8-24, Gassner,
PP, 53-67 ] 73-91 . F°11°'1n8 o P. 66 .
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Simplified realism, or symbolism.--Simplified realisnm,
or symbolism, employs minimum scenery of selected character-
istic elements, or symbols, to represent the whole. A church
window (accurate in detall) may stand for the interior of a
church.,

Impreseionism.-=Impressionisa is like simplified real-
iem, Or symbolism, in its careful selection of characteristic
detall, but differs from it in that the chosen elements are
not complete in themselves but are reduced to their moat
important line(s) snd/or mass(es). A brick wall becomes a
painted ground row with only a few linee to suggest bricks.

Or realism may be so altgrod and exaggerated as to
become basically non-realistic.

8tylism.~~As in symbolism, the designer in stylism takes
the forms of reality to their essence, but he then alters the
objective essence of the form in a subjective way by exagger-
ating the form to emphasize the exaggeration of the script.

Expressionism.--Expressionisa is similar to styliesm,
but exaggeration of the physical setting i1s in accord with
the exaggeration not in the play's theme but in the character's
mind.

Theatricalism.~--Theatricalism may employ aspects of
some other design styles but i1e {istinguiehed by the fact
that 1t employs theatre scenery as such without any attempt

to camouflage the fact that it s scenery.
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Constructivism.--Constructivism employs stage scenery
for utilitarian purposes to the exclusion of the aesthetic.
The basic construction structure 1s left bare and unadorned.

Formalism.~--Formalism 1e the scenic design farthest
removed from reality. Although other etyles stsrt with reali-
ity and exaggerate, distort, simplify, uglify, or beautify
it; formalism diepenses with reality and presents merely a
pPlaying area with or without platforms, draperies, or sky
cyclorama. ¥When used alone, formalism has a spacious, austere
dignity in harmony with a 1limited number of plays. Consequent-
ly, formaliem is frequently combined with impressionistic or
symbolic set pleces. ;

Style in designing as in writing is frequently a com-
bination of several styles. The scenic deeign style of a
given set may be given a different label by different persones;
communication and understanding of the style of persons working
with it 1s of prisary importance.

Iypes 9f agta.~-The type of scenery ueed will depend
upon scene shifting problems, budget, and labor available as
well as upon the kind and style of play and the etyle of set
design. Any number of ingenious q.vico. may be used by a
given designer; some common types are briefly listed here

for reference.d

9Dolman, pp. 359-72. Friedsrich, pp. 196-222, Gassner,
pPp. 92-93, 98-107, 321-26. Heffner, pp. 267-81. Following,
P.
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Unit set.--The unit eet may consiat of flate, plastic
Pleces, and simple functional furniture which may be rear-
ranged in an unlimited number of patterne. Cr a unit set may
consist of a permanent basic structure altered by varied utili-
gzation of the set openings and furnishinga. Or & unit set may
be reversible ao that two entirely different color patterne
and painted effecte are possible. Or a unit set may include
as & basic unit any number of short flats hinged together;
such a unit eet i1a sometimes called a screen set,

Curtain set.-=Curtain sets are most effective 1f used
with intereating plastic plecee and stage properties. The cur-
tains themselves should be doelpgaoizod as auch as possible--
sufficiently dark to abaorbd light, devoid of hanging pictures,
not draped in door or window shapes, and 8¢ on. A curtaln
set frequently usee stage properties for the set design. An
alternative is to use a cut down set with the curtaine.

Prisa set.--A prisam consists of three flats hinged
together at two edged and hooked together on the third so
that the triangle may be equilatersl or isosoceles. Any num-
ber of prisme may be arranged in any nuadber of patterne with
or without eteps, platforms, doors, and so on,

Book set.--A book set is made by hinging several flate
of the eame size to a permanent céhtral post from which they
ewing back and forth much  as: the leaves of a book would do.

Permanent plastic pleces can be used downetage in a book set.



19

Scenery may aleo be shifted by use of wagone, discs,
a revolving etage, or flying. Drops and scrims, or gauges,
are especially effective flown pleces.

Permanent set.-=-A single permanent set may be used to
depict one locale snd time; a multiple permanent set (com=
posed of various locales) may be uaed to depict several locales.

Light aet.--Although all sete must be designed in accord
with the 1ighting equipment and facilitiee, aome sets are
staged with 1lighting aes the predominant factor.

Enovladge of
ihe audisnce

Audience attitudes

Any audience haa ite projudicou. beliefa, likee, and
dialikes; to disregard the basic attitudes of the majority
of the audience is likely to reault in loss of the audience--

an essential ingredient in dramatic presentation.

Audience knowledge

If careful consideration of the attitudes of the audi-
ence 1s important eo 1s careful consideration of the knowledge
of the audience, for a great deal of inatruction can be done
through drama.

The best theatre program avoide the areas Oof deep

audience prejudice and sseks the areas Of audience ignorance

80 that 1t may introduce new and vital issues and 1deas. 10

1°Dolman. pp. 73=74, 207-12, Friederich, pp. 61, 68=74.
Gassner, pp. 202-20%, Heffner, pp. 20, 23=25,



20

Enovladee oL ihs

A play must also be selected with knowledge of the
facilities that will make its production possible or impos-
sible~--actors, technicians, technical equipment and facili-

ties, and budget.

Actors

There are six considerations to make in selecting a
Play or season of plays suitable for the given actors,.ll

1. Be as certaln as poselble of at least one capable
person for each essential role. To do Haglet without a
strong Hamlet would be unwisge lgdeed.

2., Be as certain as possible of at least one capable
person for each ohlief supperting role. To do Hamlgt with a
strong Hamlet and a weak supporting cast woculd be extremely
unwise, too.

3. Especially in educational theatre, provide each
actor with a ghance to play different types of roles. This
can easily be done by selecting plays with different types
of roles and/or by utilizing the same actor in widely different
roles in sinilar plays.

4, Especially in educational theatrs, at some time
utilize all persons who wish to be cast--experienced and

inexperienced, capabdle and less cepable, and B0 On.

11Do1man, pp. 73-74. Friederich, p. 62. Gassner,
ppo 203-2070 H.ffnel‘. pp. 20. 2“-25.
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5. Choose plays that will be enjoyable and useful
to the persons acting in them. "The real test of a play 1s
its effect upon the players. "l12

6. Try to make avallable additional opportunities and

experience for the serious students of theatre.

Technicians

The abllity and experience of the technicians is aleo
a factor to consider in selection of plays.l3 Although having
an inexperienced and/or limited technical crew may not often
alter the choics of play, it often will alter the style and
type of set and other designs.

In educational theatre, the technician, too, muet be
given a chance to learn his art} thie comes only from actually
doing the technical work. The technician must have a chance
to perform a variety of technical work with a variety of types
and styles of set, lighting, and other technical deesigns.

Particularly skilled techniciane (especially serious
students of theatre) should be utilized in both design and
execution of the technical work.

Technical equip=ent
and facilities
No show can be done if the technical equipment and

facilities to do it are not or aannot be made available.

12D°1ﬂ.n' Pe T4. »

-

13Frlodor1ch. pp. 62-64, 16168, Heffner, pp. 20, 25.
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In any show there are numerous ways of doing any of the tech-
nical effects. But, if no feasible way is known, the show
becomes an impoesibility; or, 1f the feasible way(s) greatly
alter and 1limit the show, it may be an unadviesable selection.

The number and kind of faoility and equipment limita-
tions that a theatre may have are infinite; many are peculiar
to the given theatre alone, some are common to many theatres--
stage and wing size, sight lines, lighting oquipnont.lA
There must of course be adequacy of costumes, props, makeup,
sound effects, and so on, but there is greater flexibility
in these areas than in stage and wing slige, sight lines, and
lighting equipment. :

Sitare and xlpg 2ixe.~-A stage can be made smaller with
set pleces, but increasing the size of small stages snd/or
wing areas has great limitations.

-=If sight lines from a given seat are
prohibitive, the seat can be left uneold provided the length
of run and average audience size warrant such.procedure.

Lishtdne facilities.--Although 1ighting systems can
frequently be more flexible than is realized, one cannot exceed
diaoming facilitles and line capacities. Inadequate lighting
equipment 18 frequently one of the strongest technical

Y

detriments in a theatre.

1“Dolm&n. P. T3. Frledertth, pp. 49-59. Gaesner,
pp. 203, 316-18. Heffmer, pp. 20, 25, 229.



23

Budget

The available budget must be oonsidered;l5 extrane-
ous costs arise in all aspects of the theatre and care must
be taken to remain within the budget. Coordinating the bud-
get with the total season of plays is frequently an asset in
pPlanning the theatre progran,

Naturelly, all the minute technical plans for the season
of shows cannot be made at the time of the selection of shows,
but general technical limitatione will often alter the possi-
ble style of productions. EKnowledge of the technical factors
is esaential to complete understanding of the type of season
poseible with a given soloctlon.9r plays.

Seript Selection Considerations
Applied to

Knovledee of plays

At South Dakota State College the plays are chosen by
a play selecting committee which includeé the director(s) and
other drama instructors and sometimes also includes drama
students and/or English instructors.

The Play selecting committee meets (sometimes in May,
sometimes in September) to detersine the season of plays.

At the first meeting, all committee members can submit
names of possible plays for production. Each play is discue-
sed and either immediately discarded or retained on a

tentative list.

15Gassner. p. 203, Heffner, pp. 20, 22-23, 25.



24

After the first meeting, committee members read and/or
reread thoee plays on the tentative 1list with which they are
not fully familiar. Additional meetings of a similar nature
are had until some concensus of opinion is apparent., At the
final meeting, the season of plays is chosen. QedlDup Rex
was chosen in May of 1957 ae a part of the 1957-1958 eseason
of plays.

Enowlsdee of an

Plays at South Dakota State College are generally chosen
by the season so that the advantages in variety and planning
can be assured. d

The college theatre calendar usually includes three
full length plays, a musical show, an evening of one-act
playe (choeen by the student directors), and two student vari-
ety shows. The 1957-=1958 calendar as set up in May of 1957
included the following:

October 10, 11, 12--Ihe Iepder Iran

December 12, 13, 14--Ihe Srucllle

January 23, 24, 25-=A student variety show

February 13, 14, 15--0gdiRus Bex
March 28, 29--A student variety show

May 1, 2, 3=-Oklghoma!
May 23--An evening of one-act plays
The actual season was altered biflulo of a sickness epidemic:

there was no December show, The Crugjible was glven in February,
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Oedipus [ieXx vas glven on May 22 and 23, and the evening of
one-act playa was eliminated.

Table 1 indicates the variety in type and etyle of
dramatic writing, scenic design atyle and type, and costume
dealgn for the South Dakota State College 1957-1958 aeaaon
of plays.

Enoxledge of
ibe audience

The State College audience (ae most audiencea) 1a
widely varied in prejudicea, beliefs, likes, dlelikea, and
knowledge. However, a general pattern of attitudes and

knowl edge 1s present.

Audience attitude

The baalc attitude of the majority of the audience 1s
Judged to be overt adherence to rigid and dogmatic religioua
dicta. On occaalona members of the audience have been known
to count the number of “damna" in a play or to impute the
portrayal of drinking or curaing in a character to the student

acting the character.

Audience knowledge

The baaic area of knowledge in which the majority of
the audience is moat lacking ie the arte--literature, drama,
dance, suaic, painting, sculpture, and eo on.

For thie reason, QediDua Rex vaa perhapa the moat

instructive play of the sesson becauae of the style of



TABLE 1

1957-~1958 SDP8C FLAY SEASON

- ————————

— e e ——)

Flay Drazmstic ¥ritiag Scenic Deeign Costume
Deesign
Kind Style Style Tyre
The Tender Trap | Comedy Roasntielem-| Reslism Permanent, Rodern drees
Reallism one unit
The Crucible Serioue Draas Realisna~ gynbolism Curtainz & 17th century
Symbolisa ainimua American
prop sget
Oklahoas! Comedy Romentieclem gtyliom Flown drors | 19th century
At F " (Muslesl Show) b o & out-outs | Western Am.
Oedigus Hex trigedy Clzesgicien Forssliem-| Permunent, | Nodified
Syabolliem one anit snclent
Greek

9¢
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drematic vriting eaployed, the use of poetry and dance, and

the historical period from whioch it came. Assuredly, the

size of the sudlence for Qedipug 391 was less than that for
Ihe Iander Irap or Oklabhomg!,; but, although audience size 1s
one indication of the usefulness a given play has for ite pros-
pective audience, it 18 not the only indication. 1In addition
to making available a source of knowledge not common to the
majority of the audience, Qedlpug L[8X also provided entertain-
ment for the segment of the audience which already knew, un-~
derstood and enjoyed Greek drama.

\“The specific tranelationl® chosen from the three con-
sideredl? was Judged as the one }oaat poetic, most like daily
conversation, and, therefore, the one which would be least
unusual to the majority of the audience.

There are, of course, & greater number of translations
than three. The three considered were in somewvhat readily ac-
oeseible acting editions and generally faithful to the original
source.

Some of the historically well-known adaptations are
lacking in fidelity to the original:

A comparison of Sophocles' play with the modern adapta-
tions of various authors is profitable and enlightening.

v 16
Iha trans. E, F. VWatling (Baltimore,
Md.: Fenguln Books Inc., 1957), pp. 25-68,

lZE;;&;.n_Q;.‘x_Elgxg. trape. Lane Cooper (New York:
Oxford Univereity Press, 1950), pp. 161-210, éa!an.zlnsna
ed. ¥Yhitney J. Oates and Eugene 0'Neill, Jr.
New York: Random House, 1950), pp. 117-82. Inheban Plays.
ppa 25-680
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The most striking difference, perhaps, is the sharp con-
trast between the severe classicism of the Greek and the
extreme romanticism of the French versions. The length
of a Greek tragedy, furthermore, is obviously not suffi-
cient for a modern presentation, especially after the
choral songs have been omitted. gvory modern adapter,
therefore, must add to the plot..1

The Ogadipe of Corneille (1659) alters the original play
by stressing the author's sub-plot and by alteration of the
character of Oedipus from one which merits our sympathy to one
wvhich merits our dielike.l?

Dryden and Lee in their tranelation (1679) emphasize
their own sub-plot and melodramatic sensationalism in action,
language, and characters. "Some brilliant strokes, however,
are found in the play. The best of these, perhaps, are the
111 omen of Jocasta's speeches upon her firet entrance and the
motivation of Oedipus' ignorance of the circumstances of Lalus'
death.*20

The Qgdipe of Voltaire (1718) “"is perhaps the best of
the more famous modern versions.“?l The minor plot tends to
add to the play and recede in importance as the main plot
builds. Both Oedipus and Jocasta are treated as sympathetic
and admirable characters. “Of the changes made in the

Sophoclean msterial itself perhaps the final scenes, which

have been influenced by Seneca, are the most successful.

18pni111p %haley Harsh, 4 Handbook of
(Stanford, California: sStanford University Fress, 1948), p. 114,

19pid., pp. 114-115. 20Ipid., p. 116. 2lzpid.
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Here Oedipus 1s forced himself to reveal his identity to
Joocasta, and at the very end Jocasta commits suicide on utngo.”?2
Engwledee of the
drams fecilltles

The selection of plays at South Dakota State College is
made by persons acquainted with the drama program--the majority

of the student actors and technicians who will be available,

the equipment and facilities, and the budget.

Actors

1., An abaolutely essential person ies needed for the
role of Osdipus in Qedipus 8X:- There was a serious possibility
that the role might not be cast. < A person new to State College
Theatre was utilized in the part, but the chance of not find-
ing such a person was one of the disadvantages in selection
of Qedlpus Rex.

2. Generally speaking there are enough capable actors
to fill a limited numdber of support roles euch as one finds
in QediDue kex.

3. The types of roles in a Greek play are generally
unique to the classice; the chorus members especially would
not have a chance to play a eimilar role except in another
claseical play.

A. At State College it is frequently difficult to

select plays which will utilize the numerous actresses and

-
4

221314,
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the fewer actors. But in Oadipus Hex, all students who at-

tended tryouts were able to be cast for the following reaeone:

(1) the chorus of Theban elders was altered to include not

only men but men and women, (2) the male attendant's speech

wvas broken and given to two women, and (3) many inexperienced

(as well ae more experienced) actors were utilized in the chorus.
5. Students of theatre do not frequently have a chance

to work on and in a classical drama; such an opportunity 1ies,

in general, rewarding for the actors.

Techniciane

The greatest number of the technical theatre students at
State College are also interested in acting. The close pro-
duction dates of Qklahoma! and QgdinRuA Hex (both relatively
large cast shows) would indicate a limited number of technicians
for both mounting and running the two shows. Coneequently,
simplioity of technical design for both showa would be a neces-
sity.

Equipment and faollities

2iagze And ¥ing 81%s.--The S8tate College etage is in-
adequate in sige. The eighteen foot depth 1s a limitation for
nearly any plan and often causes gross tecehnical modifications.
The proaocenium height 1s a limitatidn nearly as often as the
stage depth. A maximum ralaing of the act teaser to fifteen
feet permits only ten and one half:fo thirteen feet in height
of the stage rear to be visible from the balcony. In addition,
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a fifteen foot proscenium height createe problems in concealing
the lighte from the main floor front rowe. Currently utiliza-
tion of the rear stage wall is especially limited by the senmi-
pernanent inetallation of a large movie screen less than thir-
teen feet from the floor.

The proscenium width of thirty-eight feet is seldom a
lipitation, but wing space is deoidedly limited and crowded
during nearly any show., Stage depth and a weak grid prevent
the flying of much heavy scenery.

24ght lings.--Approximately one-fourth of the seats in
the house are beyond the proecenium opening. As a consequence,
half of the width of the stage rear is cut off from part of
the house and nearly all of the wing area 1s visible to some
part of the house. Thlis makes concealing the wings and still
maintaining large and sufficient entrances a problem.

highiing facilitiea.--The light control board 1s often
a limitation for designing. Of the sixteen dimmers, ten are
permanently or semi-permanently attached. The board 1s located
backstage in the blocked off wing area, and execution of the
light cues is most difficult.

All of theee factors would undoubtedly impose thelr
limitations on the technical designs for Qedibus Kax, but

none would apparently entirely prev‘ht the production.

Budget =

The drama program at State College is primarily financed
by student fee although admission is charged to non-students;



consequently, the year's budget can be cloeely approximated

and apportioned among the seaeon'e plays.

32
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INTRODUCTION FOR CHAPTER II

General Approaches to Understanding
a Seript

Beliance on self alone

There 1s a philosophical controversy about the way
in which understanding should be derived from any written
material. At the one extreme, it is argued that a written
message, if it 1s meaningful and applicable to any given
reader or listener, should be understandable to that person
by his resding or hearing the message and not by his know-
ing what others say about it or under what conditions it was
written. "In reading literature éur impressions are every-
thing and . . . outside them there 1s nothing to be found."1
Belignce on authordty algne

At the other extreme, there are those who feel that
every word, stage direction, reference should be documented
if possible. "Any work more than a few hundred years old
must baffle ua unlese we have authorities constantly at our

elbow, "?

Bellance on both self
and authority

Others believe that neither extreme is desirable;

that the worth of individual undergtanding and historioal

1. J. A, ¥aldock, ihe BQMLLI (Cam-
bridge: The University Press, 19381), p. 1B,

21p34., p. 10
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documentation are integrated parts of an ideal whole; that
each person must rely on himself to gain hie unique under-
standing of any message, but his understanding can be enriched
by utilizing the "time-binding"3 function of mankind which
enables one person to benefit from the knowledge of other
people and other ages. This concept 1s applied to the under-
standing of Greek drama by Bernadotte Perrin who says, "Greek
dramas . . . still have power to hold and impresa a modern
English-speaking avdience. Eut these dramas gain in power,
wvhether acted or read, as hearer or reader succeeds in
realizing the peculiar conditions under which they were
originally produced.*?

This Thesie Approach to Understanding

a Script

In this thesis, the third of the listed possible
approaches to understanding a script is accepted--reliance
on both self and authority.

Self reliance is used in the peraonal apprecliation of
the play, the specific utilization of technical material, and
the epecifio approach to the technical designing and execution.

Reliance on authority 1s used to help deteraine technical

areas and thelr general considerations. Authority is also used

£l

3Wendell Johnson 2!291{ (New York:
Harper & Brothers, 19&63. PP. 6é§§ o

A ed. Bernadotte Perrin (New York:
D. Appleton and Company, 1904), p. 111,
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to understand many things about the script itself.
BODY FOR CHAPTER Il

General Understanding of Greek Drama

Reyelopment of Gregk
drasetic writlng

The extant Greek plays grew out of a tradition of epic,
lyric, and drasatic poetry and were later influenced by the

following forensio tradition.d

Epic tradition

The origin of all figuree of Greek plays is in the
Homeric opicl6 which are dated rrqm the tenth to the eighth
centuries B. C.7 In the extant plays, the epic tradition of
long narrative spoken poetry is evident in the messengers'

spoochoa.e

Lyric tradition
The 1lyric tradition, which flourished in the seventh

and sixth centuries B. C.,” grew up around the festivale

%h. Ihgh.n 21;§, trnnl. E. F. vwatling (Baltimore, Md.:
Ponguin ooks Inc., 19 s .

P. v. Richard G. Moulton Ihe Angé.g%
Sllﬂglni%fiziifffggg;d-' Oxford: The Clurondon.Proln. 109¢&),
pp. Lauchlan Maclean Watt,. & Eélllﬁl&hln_ztlssdl

(New York: E. P. Dutton & Co., 190 Pp. 16, 18.

7 P. 1x. Meyer Relnholq, kasgaiials of
Graek aAnd (United Sjutocz Barron's Educational
Series, Inc., 19 s P. 6.

8moulton, pp. 15, 145. 2Iheban Fla¥s, p. 8.
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which ths Dorians of Peloponnesus devoted to the god
Dionysus.l0 The lyric tredition of short sung poetry 1is
evident in the giaalga., or choral odes, of the sxtsnt plays.
The lyric trtditiontgrow out of worship for Dionysus,
or Eacchus, the Greek god of fertility and wine, whose signif-
ioance to the Greek people was not unlike the significance of
the Holy Spirit in the primitive Christian Church. Dionysus
as lord of 1ife, subject to death in life and 1life after
death, was closely associated with departed souls. As great
inspirer he was associated with the cultus of the Muses. As
god of vines and vines his assoolation for the early Greeks
wvas similar to the association of Chirlst as the glver of graln
and bread for Christians. Consequently, for the Greeks, Diony-
sus served as the source for every aspiration and inspiration,
higher and lower; and the vintage festivals presented each
Jear in his honor reflected both kinds of inspiration in the
religious enthusiasm of the choral folk songs and danoces.l1
Some of the choral folk songs and dances were rustioc,
jovial, and riotously gay.l2 “In modern 1life all the force
of religion 1s often insufficient to control appetite for

10gresk Dramas, p. vi.

1 PP. 1v-vi. Moflton, p. 5. Seven
flaza, p. x11.

12p fepous Grssk , ed. Paul Landis (New York:

The Moderu Librery, Inc., 1929], P. ¥+ Greesk Dreses. p. vi.

J. P. Mahatfy, A History of ﬁw (New
York: Harper & Brothers, 1880), I, 230-32.
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vinous excess, where religion and appetite were on the same
side it 1s no wonder that Dionysiac festivals were orgies of
wild exoitement."l3 These songs and dances of “"lower"
inspiration were later more closely associated with the Greek
satyr dranmas.

 Some 0f the choral folk songes and dances--turbulent,
impressive, rich in tragic contents~-were the direct fore-
runners of the Greekx tragedies.l® These "high" inepirations
developed into the dithyrambic hymns of praise to Dionysus,
wvhich were perfected toward the end of the seventh century
B. C. by Arien, In the perfected state, the dithyramdb had a
structure of strophe and lntiotropb015 and was performed as
an imttation of part of Dionysus' life--his passion, death,
resurrection. At the Dionysiac spring festival a chorus of
fifty men identified themselvee with Dionysus' attendante
(a treain of satyrs--half goat and half man) by vearing goat
skins and singing and dancing imitatively around an altar
Placed in the center of the orghaetra. or circular dancing
place. (Their song was called "tragoidia”™ or "tragoedia,"
the song of the goat skin wearers; from its name comes the

word--tragedy.) "The real dancing of the Greeks is a lost

13y40ulton, p. 6.

14 .

Four flays, P. x. {reek DRragpag. pP. v-viii. Mahaffy
I, 230=32. Moulton, p. 8. Relnhold, p. 52. 8eyen Plexs. P. '
xii. wvatt, p. 7. =

15Following, p. 46,



art, of which the modern ballet is a corruption, . . . . It
was an art wvhich used bodily motion to convey thought: as in
speech the tongue articulated words, 80 in dancing the body
svayed and gesticulated into meaning."l® One can infer that
a deaf person could attend the performance of a perfected
dithyramd and gain as much meaning from the movement alone &s

a blind person could have gained from the words alone.

Dramatic tredition

The dramatic tradition, which flourished in the fifth
century B, c..17 grew up around imitation of the 1lives and
activities of Dionysus and other gods and heroces. The drematic
tradition of acted poetry is evideiit in the dialogues of the
extant playe.

Zarly developzmenth.~~The step by which the dramatic
form first broke through the lyric form was the splitting of
the chorus into two semi~chorusee for brief dialogues. Al-
though Arion may have inserted such spoken verses be tween the
choral odes, it is Thespis who 1s credited with initiating
the rheals and the impersonating actor. The rhesis, or
recitative salo, vas given by the chorus leader, or gQCLYRLAGUR,
and responded to by the rest of the chorus, or SRQrfulAs. Soon
the rhgala vas delegated to some other chorus memdber, and the

16)lou1ton. P. 2.

17 Iheban Plavs. p- 6.
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leader impersonated Dionysus, acting out his sufferings and
Joy. Later, all of Dionysus' relatives, friends, and foes
were brought into the action; the dialogue, charactere, and
plot of drama developed as the lyric parts receded, Thies
series of transitione might be likened (1) in form to the
development of opera and its evolution into mueical shows
and (2) in content to the Passion Play,18

Impersonatione were soon passed from Dionyelac assooci-
ations to any heroic or sacred legends about the gode or
heroces. It 1s Phrynichus, Theepis' successor, who is credited
with the firet dramatization of recent historioal events, as
well as the innovation of female parts to be carried by male
singera or actors.19

s & - of the preceeding

developuente 1laid the historical foundation for the work of the
three great Greek tragedians--iAeschylus, Sophocles, and Euripides.

Aesghylus,20 the first in time (born in 525 B. C.) of

the three, aerved heroically in the battles of Marathon, Salamis,

_mm_nlll.- P. xi. (reek 0raass., PP. ix-~x,
40 Mfgm DrCagl. ed. Joy B. Hubbell and John O,
Beaty (New York: The Macaillan Company, 1927), pp. 20-22,
Moulton, pp. 11, 12, 1A, watt, p. 9.

n‘%%nuh P. xviil. Greek [remas, p. xi.
Ihe p. 11. watt, p., 10

20
PP. 1x, x, x1}, xiv. xviil.

P. xiv, Wxil. xv, 2,
detion (New York: The Dial Press, 1952), p. un. %
kion, p. 27. J. P, Mahaffy, I, 24%% 24 Roinhold. PP.

%xﬂ_thu.. pp. xvil-xviil. Fifteen Plavs, P. 8. vatt, Pp.
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and Platea and was better known in his 11fe ae a warrlor than
as a poet; however, his contributions in the latter area have
been more lastingly significant.

He directed his own plays, served as stage manager
for them, sometimes took the lead in them, reduced the chorus
from fifty to twelve, increased the number of actors from one
(the protagonist) to two (the protagonist and his foil), added
long flowing costumes, used tombs and statues and altars upon
the stage, added the three door background entrance, and wrote
his plays as tetralogiles--four chapters (three tragedies and
a satyr drama) of a gipglg myth.

Aeschylus' plays--with their lofty, heroic oharacters
and rich, heavy language--dealt with the universal signifi-
canoe of religion and theology as laws for governing life; hie
study of human affairs was only a means of eélucidating religion
and theology for him.

Of the seventy to ninety plays Aeschylus wrote, seven
remaln today, and twelve to fifteen won victories at the Greek
oontests where they were exhibited, apparently every other
year.

The second in time of the th?oo great Greek tragedians
vas Sophoclos.21 who was born in 496 or 495 B. C. and dled in
A05 B. C. The wealth of his parents made poseible an excellent

2lpirtoon Playe, PP. X, x11;”xivexvl, xvill. E
pp. ix, xv. Si.nm_m:ugm P. 102. 4p Introfuyction. pp. 22,

27-28. R.inhOId. ppo 5 () 7‘. gm_%lm‘ PP. xix-xxi'
Iheban Plays., pp. 7-8, 10. vwatt, p. 11.
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education for Bophocles, FHe did not distinguish himself as
a military leader (perhaps becauss Greece was in relative
peace during most of hie life), but he was of some impor-
tance in politiecal affalirs. However, he was primarily known
in his time and later ae & poet.

.~ Sopheeles, llke Aeschylus, directed his own plays and
acted as stage manager for them, but his weak volgce enabled
him to take only occasional minor roles, He added a third
actor (The three actors could fi1ll six or more parts.), in-
creased the chorus from twelwve to fifteen, and separated the
lyric chorus further from the dramatic smetion. ESophocles'
plays were not in striet tetralogleal sequences: each wae &
complete unit in iteelf. During his career, scens palnting,
maske, padding, and footwear alao became & part of dresk
drama.

Sophocles' plays dealt with the dignity, worth, and
value of zman a&® gulded by heaven and 1te eternal lawe; his
characters were well written--true toe 1life and type and self
consistent., He was preccoupied with the theological mystery
of man's fate.

Of the 30 to 125 plays Sophoeles wrote, seven remain
today, and eighteen to twenty wom 1!ntar1|| at the Greek

contests where thay, too, evidently appeared every other

year. |/
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Euripides?2 (born in 485 or 480 B. C., dled in 406
B.C.) wae the third in time of the great Greek tragedians.
He was a friend of Socrates, scholarly, changed his primary
interest from painting to literature, remained relatively
free from public duties, and devoted his life to scholastic
and literary work.

Euripides introduced the prologue, deus x BaChiN8,
less grand style of language, and new and unorthodox views
in reinterpretation of the traditional legends.

Euripides, a questioner full of skepticiem and un-
certainty, vas the most human of the three tragedians and
the closest to modern man in feeling. He was concerned not
with religious or other instituticns or theology but with the
ethical problems of wan. His plays, superdb and genuinely
pathetic studies of human problems, are filled with peycho-
logical analysis of his characters.

Of the ninety-two plays Euripides wrote, eighteen or
nineteen remain today. However, only four or five won at
the Greek contests; although he apparently exhibited approx-
imately eighty-eight.

The three great Greek tragedians through competi tion
in partially contemporary lives developed the form of the
extant Greek tragedies--their strugture, language and poetic

devices, and use of ohorus.

m » Pp. xiv, xvill. Four Rlays, pP. xvi.
mngqmun. P. . Reinhold, p. 90. Seyen Playa, PP.
xvill-xix. ZIheban Plays, p. 8. watt, p. 11,
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In atruocture, Greek tragedies are divided into five
general partaz23 Rrolgglue, an explanation in monologue or
dialogue of the altuation at the play'a beginning; RALSAQE:
the entrance and firat ode of the chorus; gplsodegs, the plot
developmental acts or scenes of the play (all=-uaually four
or five in numbere-divided from one another by gtapsiga): the
2388438, choral odea following the action of each eplsode;
and 230408, the actlon after the last gtagimon during which
the chorua and all actors leave the stage.

The language throughout Greek tragedy ia aimed not at
realiatic converaational dialogue but rather &t lofty beauty
and 1s, therefore, highly art1f1c151.24 The Greek audience
Imewv that the Greek play was not a representation of the life
around them, but rather one man's vision of a universally fa-
miliar syth. And ao, the stilted language was as appropriate
for thems as Bible verse is for a Christian viewing a reenact-
ment of the nativity,

Iambic meter waa moat commonly used, probably because 1t
vaa a coapromiae between converaation and a aolemn religioue
chant, but changes in feeling or action in the play were

accompanied by changes in the metrical pattern.?5 Iambic

23Moulton. pp. 9, 81. Reinhold, p. 56. Seven FlaYs,
PP. xiii-xv,

24&; Introduction, p. 24.

®Moulton, pp. 86-92. sSeven Playg. P. xiv.  W¥att, p,
12.
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trimeter 1s frequently used in short dramatic dialogues or
monologues; trochaic feet are sometimes used for suidéen out-
bursts.

The parsdos had a set pattern of rhythms and move-
mont|126 The chorus entered to a marching rhythm, their first
lyric ode of iambic pentameter or hexameter was divided into
strophe and antistrophe with a possible gpode and/or
Beaode(e). The first stanza of the initial ode was the first
strophe, during which the chorus moved away from the altar and
to the right. Then, during the next stanza, or first anti-
strophe, the chorus moved toward the altar. There were any
number of strophe-antistrophe groups; a second group would
hsve required movement to the left of the altar; thereafter,
the group movements continued to alternate to the right and
then to the left of the altar. Two strophe-antistrophe groups
might or might not have been broken by a mgagode of movement
around the sltar. If the finsl stanzs was accompanied by
movement around the altar, it was called an gpgde.

The stasima odes were generally in lambic pentameter
or hexameter and frequently followed a pattern of strophe-
antistrophe with or without zgsgde(s) and/or gpode: sometimes
the stasima were in the form of a gomppug==a lyric ode sung 1in

alternate verses by the actors and the chorus.?7

26Hou1ton. pp. 6, 9, 86-88,f1§.1.n Playg. PP. xiv=xv,
2Tyoulton, pp. 6, 9, 81, 86. Seven Playe, pPp. Xiv-Xv.



A7

Although the extant Greek dramas were written by
Ionic poets, sany of the choral parte in the prologues and
Alasias vere cowposed in Doric dlalect, apparently because
of the Dorlan origin of the Dionyslac dithyramb.28 (The
Ionic dlalect was more soft and graceful than the rugged
Doric dialect.)

The lyric odes of the chorus (in the parsdos and
2t83i8a) eerved mechanical, representative, explanatory,
and aeethetic funotions for the play.2?d

Mechanically they embodied the unities of time,
place, and action by separating (in time) the episodes
and by explaining relevant incidents which could not ocour
at the given place and/or time.

From its original position ae protagonist in the
religious ceremony, the chorue came to represent common
men--their average morslity and courege, the normal state
of mind, public opinion of the theatre patrons, the audience
thinking aloud. The chorus was in clear contrast to the hero
who represented an uncommonly great man with super human

morality, courage, 1deals, suffering, and thoughts.

2893.* Rramas. p. vill. Ap Iotreduction, P. 24.
P & -

Reinhold, vatt, p. 165.

29r1fteen p. x111. [ pPpP. 1x-xi.
' T et

AD W p. 26, Mahaffy, Moulton,
ppo ’ C 9' 2“‘26. R.lnhOIG. p‘_O 57. m—m
P. xiv., TIhebkap Flays, p. 9. Vvast, p. 15.
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As a representative of common man, the chorus was a bridge
between the audlience and the stage.

The chorus' odes explained the universal religioue,
moral, and social significance of the play'e action and
theme( 8). Their involved sympathies and commente (despite
uninvolved action) expressed the epirit and mood of the
Play.

Aesthetically the chorue gave the beauty of poetry
and dance to the play. The poetry was spoken, intoned,
or sung as 80los, duets, or any other possible combination
of voices., Occasionally the chorus was accompanied by a
single lyre or flute. The dance mqyoments were statuesque,
imitative, and interpretative.

The ohorus not only provided a lyric element but
also took part in the dramatic dialogue of the spisodes.
During such times, they apoke with and sometimes advised the

actors.- 0

Forensic tredition

The forensic tradition, which flourished in the fifth
and fourth centuries B. C..31 was incorporated into the later
extant plays. The forensic tradition of judicial procedure

is frequently evident in the dislogye in which the hero and

3Oumaharry, I, 240. Moulton,_p. 65. Reinhold, p. 57.
3lyaharty, 1I, 160rf. Ihekan Elaxa. P- 6.
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his opponents disoues their respective casee with forensic

formality.>2

Ecgneniation of Greek dramis

Dramatic presentation
structures

Just as no two theatres of today are exactly alilke,
80 no two Greek theatres were 1dentical. And Juet as theatre
structures of today continually are modified, so they were in
ancient Greece. However, a general pattern of the basic type
of theatres in anclent Greece can be formulated,

Qrcheailf.--The largest acting area vas the circular
orcheatra (some measured ninety febét or more in dismeter)
in which the chorus did its dancing.33 Located in the center
of the orgheairs was the altar and statue of Dionyeus upon
which a sacrifice was laid before the play started.

23gaLren.--incircling and nearly enclosing the
orohestra was the theatron34--a curved bank of audience seats
frequently set against the slope of a hill, The seats were
separated into concentric strips by alsles, or JIALQRA-

32Mou1ton. PP. l141=45,

3_’Eml’n_mu. p. xi. 4B [ptreduction, p. 22.
Moulton, p. 127. Reinhold, pp. S5T#5E.

34 p. x1. Mahaffy, I, 238-39,
8legfried Melchinger, Ihealer Qecenvwart (Frankfurt,
Germany: Flscher Bucherel, 1956},*p. 19. Reinhold, pp. 57-58.

2aYen Elays., P. X.
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Flighte of steps, or kllmikeg. separated the seats into
wedge-shaped sections called kerkls. Later, the audlence
could reach the top of the theatron, or kgllgn, by climbing

& ladder and going through a colonnade. The audlence fre-
quently brought cuahions to sit on, for the seats of ground,
stone, or perhaps lumber were hard. The theatres of Greece
accommodated an audience of from 15,000 to 30,000, The throne
of the priest of Dionysua was 1deally located in the iheatron
opposite 1ts open end. Also seated near the prieet were the
Judges and other honored spectators.

Stage.=-0Opposite the seata of the dignitaries in the
open end of the theatron was a etage.’> Perhaps the stage
wvas at first level with the orghesira and a continuation of
it into the open area between the ends of the theatron.
Eventually 1t became & long, narrow, rectangular platforn
above the orchestra level and connected to it by a flight of
steps. This same flight of stepe grew to be continued under
the stage (below the level of the grcheetra) for entrances
and exita of ghoats and underwvorld apparitions.

Skeng .--Touching the rear of the stage wae the lx;ngizé
vhich served as a dreesing room. The front of the skANS

35four Elays. p. vill. Mahaffy, I, 2s1-42,
Moulton, p. 127. Reinhold, pp. 57-58.

36
P. xi. £1AYS, p. vill.
A hm_nuﬁ%%. 22-23, %.rry, I, 242-43,

Moulton, p. 127. Reinhold, pp. 57-58. Watt, 29-30.
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touched the stage, generally represented a temple, and served
as the background for the play. (Tragedies were usually set
near a temple or palace, comedies on a street.) The gkeng
facade was originally probably a long, low, wooden structure,
but eventually richer building materials were used. Later
two stories were added, sometimes with a platform on the
upper story, or 2plAcenllf. The lower story came to have
three doors: The center door was used for the entrances and
exits of the protagonist, or hero; the stage right door was
used for the deuteragonist, or supporter of the protagonist;
the stage left door was used for the tritagonist, or opponent
of the protagonlst. Kessengers fraem home generally entered
through the stage right door, messengers from abroad through

the stage left door. However, messengers made their exites

through the Riradoli, the grghesira level alleys between the
stage and theatron. The Rargdgl were also used for chorus

and spectator entrances and exits.
Behind the stage--sometimea at a distance, sometimes
forming the gkepne-=-was the temple erected to Dionysus.
£ainged scenary.--Eventually scenery other than the
Akspe front came to be used,37 The study of the art of scene
painting and perspective was initiated by the skenographer,

Agatharohus; Anaxagoras and Democritus took up the optical

3Tuaharry, I, 243-24. Moultom, pp. 17, 127.
Reinhold, p. 57.
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questions; and in about 400 B, C. Appollodorus, another
skenogrepher, perfected the art. Flanking the stage were

two projecting wings, or Daragkenig., which were used to help
alter the painted scenery in two ways: Some pleces of scenery
could be drawn back from the stage and concealed behind the
wings. At the wings were two lofty, triangular prisms called
LeYglyera: on each face of the revolvers was painted a different

scene,

Addisionsl eguipment.3B--4 large curtain was used to
hide any god who would enter for a daus oz aechins ending
(an ending in which a god entered to untangle the play's final
action). However, no act curtain whe used. A plece of stage
machinery, other than the derrick used to bring in a god, was
the ocgycleogs. a platform on wheels which rolled an interior
scene out from the center gkang door onto the stage.

Dramatic presentation
ceremonies

Sarepenial competition.--The Greek playa were presented
at both of two national religious festivales--the Lensea., or

festival of the wine-=prees, in January or February and the

Greater or mmn;; festival in March or Apr11.39

»

Emf P. ix. An ;m.mnmgm PpP. 23-25,
Mahaftry, I 43, Moulton, p. 12 Reinhold, p. S8.
w P. xi.

39gitteen Plo7s. P. ix. m_gmnm Pp. 111-1v,
An lptroduction., p. 20. Mahaffy, I, 247, Moulton, p. 7.
Reinhold, pp. 57-58. geven Plgype. PP. xi-x111. Theban
Plays, p. 9.
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The Lenges vas a rural festival of lesser importanoe
and often served as a trial ground where the plays could be
taken "on the road."

The £itY Llonyajs festival lasted for six days: On the
first day an image of the god Dionysus was taken by ceremonial
prooession into the country for feasting and merriment; that
evening hé was brought back in a torch light parade and placed
in the theatre grgheptrs. On the second day, the first conm-
petition was held; this competition was among ten dithyrambic
choruses of fifty men each. On the third day, the second com-
petition--among five comedies--wvas held. A tetralogy (three
tragedies and a satyr drama) vas presented on sach of the
three remaining days. £Kach day a sacrifice was placed on the
altar of Dionysus before the plays began.

During the Feloponnesian war (431 B, C. to 404 B. C.),
the ceremony was changed from six to five days. The schedule
for the first two days remained the same; the last three days
each had a tetralogy in the morning plus two comedies on the
afternoon of the third and fourth days and one comedy on the
afternoon of the fifth day.

The tetreslogies of the three oompeting playwrights
were seleoted to compete by a prior contest of numerous
entries. Ths scripts were Jjudged dJring the Lionysia fes-
tival by five men vho were chosen by lot. Prizes were awarded
to the winning poet; protagonist; aéd choregus. or wealthy

eponsor,
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The ghoregua vas a private citizen who either volun-
teered or was chosen by lot to bear the cost of staging the
Play and supplying and training the chorus. The state paid
the actors.

Ceremonial support.--During the era of the City
Rionygla festivals, the arts flourished and received much
public and state support.?0 The festival itself was pro-
duoed by the state (as a ceremony of the state religion)
at a public theatre. Originally the admission was free;
later, the state leased the theatre to an individual citigzen
who could charge two obols (a nominal fee) for its upkeep.
If any spectator oould show legitipate need, the state would
refund his two obols.

Because music and drama had permeated the domestic
and communal life of Athens, the audience was generally
brilliant, lively, and oritical. All male citizens could
attend, and a good share of the voting population did.
women, boys, and better educated slaves could attend the
tragedies; women could not attend the comedies. GESeats were

reserved for magistrates, dignitaries, and priests.

“_°a.ngnn_nuu p. x111. 4a lntrofuotien, p- 20.
Mahaffy, I, 239, Melchinger, p. 16. Moulton, p. 7.

Reinnold, p. 57.
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Dramatic p{{oontution
performers

Lersopnngl.--The actors in the ancient Greek dramas were
probably not ohosen by 1ot but rather semi-permanently attached
to the playwright in some way. They were trained in declama-
tion so thst their voices would carry to all spectators; ges-~
tures and movements were large, simple, and impreaaive for the
same reason.

Sgatuneg.--The costumes of the actors evolved from the
traditional dress of the Bacchic festivals and gradually be-
came more and more imitative of the apecific characters.
However, oostumes retained their allegorical significance,
dignity of proportions, and Bacchic brilliance and never
became historioally correct. The large size of the costumes
frequently required padding for the actoras.

Maaks apd xigs.--The actors and chorus all wore masks
and wigs, each designed for a specifio Ljypg of person--king,
priest, slsve, and so on. The masks had the advantages not
only of being visible for a greater distanoce than the aotors'
features, but also of enabling any actor to play several partes
and/or to play the part of a woman. (All actors and ohorus
membere were men; this perhaps acoounts for the somewvhat

masculine women in Greek tragedies,)

4l4elena Chalmers, 988 apd Q‘é ibe ~ (Rew
York: D. APPleton and Company, )y P. 50, 2
p. xi1. FKour fplays. P. 1x. Ap latroduction. p. 25. Mahaffy,

I, 245-46, Moulton, pp. 16, 127-129. Relnhold, p. 57.
seyen rlevye, p. x1i1. watt, p. 30
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Eootyear.--The aotors only (not the chorus members)

wore a thick shoe, Or cothurnus, to increase their height,
Specific Understanding of QediRus Bex

Qetipus Gax 1e one specific example of Greek tragedy.?2
The play was written by Sophocles in the laet third of the
fifth century during the height of his powers.

The figures are taken from a cyole of legend conoern-
ing the Theban royal house. (Qedipug [iex can form the first
Play in the following continued narrative about the Theban
royalty: Qsdius Hex, Oedipua &% Colonus. Antigons. However,
Sedinus fex was not written ss one play in the tragic trilogy
of a Greek tetralogy in this series. Sophocles wrote Ankigone
firet, QediDul GeX some dozen years later at hie zenith, and
Sadious &t C2l20us near the end of hie 1life; each play 1s a
unit in itself.

Qodipua Rex 1s structured with a prolodue, DPArSJCA,

Tfive aplagdes and gtasipd, and an 239408, The plot developes
carefully allowing Oedipus to gradually become aware of who he

is and what he has done. His awvareness 1s accomplished, how-
ever, with drepatic irony, for at no point does Oesdipua know
as much as the audience.

Faultless technical development, etrong dramatic irony,

a truly tragic hero constitute three of the many ressona why

Merirteen Ilays. p. 162. Seven Plavs, Pp. 119-20.
Jheban Playa. pp. 13-16.
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Aristotle used Qedlpus KeX, more than any other drema, to
exenplify his critical theories.

Cedipus iex 1s frequently called a tragedy of fate,
but Oedipus' fallure to plead ignorance of hie acte and his
acceptance of moral responsibility for them indicate a more
universal struggle of mankind.

The specific production of Oedipus Fex at South Dakota
State College Theatre on May 22 and 23, 1958 was frequently
modified or clarified by an understanding of Greek drama.
Further reference will be made to this chapter when ecript

requirements for the technical designs are discussed.
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BODY FOR CHAPTIR III

General Considerations in
Approach Determination

The dicector s interreser’

The task of trensforming a pilece of dramatic literature
into a dranatic presentation lies with the director in edu-
cational theatre. The execution of that transformation should
%e 1in aceord with the author's basic theme and ideas, but the
director is responsible for determining the psrticular inter-
pretstion vhich will create the effect and values set by the
author., Consequently, it 1s the director (not the author) who
is responeidble for the finished préduct in theatre.

As interpreter, the direotor must determine the type of
treatment for a given play, its dramatic and technical styles,
the acting style, and the overall productional approach.

Ibe direcior as 2gerdinator?

Theatre is a composite art in which the various elements
must be united to serve together as a harmonious and artistic
whole. Their unity demands a coordinated approach in accord
with the director's interpretation. Coneequently, the direc-
tor must serve as the basic coordinator and designer of the

entire production. He must sdjust the technical emphasis to

1Dolnan, P. 2. Friederich, p. 32, Gassner pg. 70,
185, 202, 211, 219-21, 272, 275-80, Heffner, pp. 87-88, 9a.

2Dolnn, pp. 57-58. Friederich, pp. 31-32. Gassner,
pp. 1, 211-12, 223, 273-Th, 293. Heffner, pp. 5, 7-9, 30.



60

his interpretation through the use of line, color, mass, and
design principles. 1Ildeally, he ahould be a capeble organiser
thoroughly familiar with all aspects of the theatre.

As coordinator, the director must insure unity of

production in accord with his approach,

Approach Determination Considerstions

Applied to Cedinus figx
Ihe director's apercach

The director for Osdipug .igx explained the basic pro-
ductional considerstions to be met in his interpretation of
the script. As each technical design progressed, additionsl
considerations and plane vere dioc@l-od and approved by him.>
The initial basie considerations included the following:

1., The classical nature of the play would be deempha~
sized socmsvhat,

2. ThelMe would be no atteapt at reality in set, costumes,
or lighting.

3. The religious nature of the play would be deempha~-
siged.

4, The set should be huge, vast, simple, have numerous
levels for blocking of chorus movements, and appear someévhat
Grecian.

5¢ The costumes should be dimple and appesr somevhat

Grecian; no cothurni would be worn.

-

BFOIIMILS. PPe 91-92. 1‘8‘49. 190-99. 246“7' 263,2&"810



6. The lighting should be fairly intense.
7. Ko masks would be used; makeup should be masklike
and styligsed, less so for the royalty.

8. The colors should be predominantly cool,.
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BODY FOR CHAPTER IV

General Considerations in Set Design

Airies of aak dealid

and
irpas of asts

Scenic styles (and types) are frequently used in com-
bination with one another, and none is always clearly differ-
entiated from all others. The label applied to a given set
by different people may differ, but what is important is that
the persons designing the production know what the set will
look like and what impression it 1411 give.

Chapter I, Selecting the Script, includes a discussion
of the styles and types of set dolisn.l Consequently, only a
brief tabular listing of each is included here in Tables 2 and 3.
Elsasnta 9f desalen

The elements which express a design are line, color,

and nann.Q

Line in design
Realiatic 1ine.--In nature there are boundaries or outer
deacriptions between areas. In dedign, boundary is communi-~

cated by the use of lines to delingate form.J

labove, pp. 15-19. 2Friederich, pp. 88-123. Heffner,
po 15‘. -

3Dolman, pp. S51-52. Friederich, p. 89. Gassner, p. 318.
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TABLE 2
STYLES OF SEY DESION

Coples But reduces
reslity it to 1ts And modifies the essence
essence
Attempted | Naturaliss Yee, with Ro No
reslisn resl objecte
—
Resalism Yes, with Xo No
stuge objects
Xodified Simplified Yes Yes, &mné re-| vo
reslisnm realism, or ocords the
symbolien essence in
detall
Impresalonlén Yeo Yes Yes, by recording only the
basic line(e) &nd/or mass(es)
of the essence
Rorni- « | 8tylism Yes Yée' Yes, by exaggeration ia acoord
reulism with the designer's under-
standing of the scrirt
| £xpressionies | Yes Yeo Yes, by exaggeration in cccord
with the eentrsl charscter'e
aind
fﬁootrioulio- Yes May or mgy not, but doee not camouflige
the fact that 1t 1s stage scenery
Ccanstruction- | Yes Yes Yee, by including only the
isa utilitaerisan baelc structure
 Forualisa Nos presents )

acrely ean
aoting srea

99



TABLE 3
TYFES OF BETS

Shifting set Unit set Rearranged flats, plastic pleces,

and stage properties
Permanent basie structure with
altered decoration
Reverseible set
Sereen set

Curtain get | With stage properties
With cut-down scenery

Book set

Prisn set

Tracks

Wagons

Dises

Revolving

stage |

Flown set Dropa
Serims
Flats
Other

r_‘
Fermanent set | One locale

set

Multiple

locale set o

Light set

b

a7



68

BXDressiYe ling.--Line also has expressive, or symbolio,
delineation taken from shapes in nature.® "From the dawn of
man's avareness, certain recurring lines have had the capa-
olty to express feelings.">

8traight lines connote strength, hardness, austerity,
and in people are associated with adolescents or the very
0ld; curved lines connote esoftness, grace, galety, sometimes
age (worn by wear) and in people are associated with the very
young or fat, middle aged people.

Heavy, jJagged lines (as in a rugged mountain top) con=-
note enduring strength, violence, energy, excitement, anger.

Verticle lines (as in tall treea, mountains, and col-
unns) connote majesty, strength, dignity and (as in height and
the heavens) connote inspiration, reverence, exalted emotion.

Horigontal lines (as in sky and sea) connote stability,
serenity, repose, plaocidity, or even monotony and (as in huts,
oaves, and tombs) connote oppression, poverty, earthineess.

Diagonal lines (uncommon in nature, seen in lightning
and falling and other distorted objeots) have great attention
value and oonnote distortion, unreleased tension, power and
foroe, instability, vehemence, the dynamic and draematic.

Lines bending downward (as in weeping willowe, bowed
0ld persone, and withered plants) Sannoto sorrow, depression,

negation.

‘Dolnnn. p. TO. Friodorigh. ppr. 89«97, Gassner,
PP. 400~-401, Friederich, p. 90.
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Heavy, curved lines connote pomp, luxury, elegance.

Light, wvavy, bilious lines connote fun, Jjoy, lightness.

Fast lines are straight or only slightly curved lines
which permit the eye to move swiftly; slow lines are broken
and interrupt the eye's movement.

Crossed lines connote conflict, especilally if they sre
ocrossed diagonally.

It must be remembered that a set cannot be designed
only with a consideration of the symbolic nature of lines; the
period in history, the line of the object(s) in reality, other
design elements, and/or design principles (notably variety)
BAY alter the use of line symboliesp. But, although it 1is un-
wise to utilize line symbolism without making other necessary
considerations, it i1s equally unwise not to utilize line sym-
bolisem if 1t will alseo meet the other requireaments of the set
6

Decoratiye ling.--Dressing the set with draperies,

stage properties, costumes, and so on should also be done

design.

with oareful consideration of line.7

In the use of lines, it 1s of vital importance to
achieve unity with variety. ©&Such an achievement will neocee-
sarily vary with each set design, but some general considerations
can usually be applied to any lot.H (1) Use a limited number

of kinds of lines and a linited extreme variation of the chosen

€Friederich, p. 92. 7Ihid., PP. 97-99. &Ipid., pp. 99-100.
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kinds of lines (for unity). (2) Generally use more than one
kind of line (for variety). (3) Have a predonimant kind of
line used roughly sixty percent of the time or more (for
unity). (4) If realism limita line variety in sst design,

achieve line variety in set dressing.

Color in design

Solor dsfinition.-~Color coneists of three character-
istice=-=hue} saturation, or intensity; and value.?

Hue 1s the yellownese, bluenesa, redness of color.

Saturation, or intenaity, refers to the purity of a
color, the amount of cosplementary hue in ita compoaition.
Mixing a hue with ita complement will gray it. Pure comple-
mentary pigments will produce neutral gray in a given mixed
proportion; but paint pigment hues and purities sometimes
vary this general rule.

Value 1s that characterietic of color which makea a
hue vary fros nearly as light as white (pale pink) to nearly
aa dark aa black (red-black). The value of a hue can be
altered by mixing black or white with it to produce a shade

or a tint respectively.

9R10hard Coraon, (24 ed.; New York:
Appleton-Century-Crofts, Inc., 1949), pp. 12-15, Dolman,
PP. 345-4T7, Friederich, pp. 101-104. Gassner, p. 113,
Heffner, p. 298,
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golor harmony.10--7q utilize color harmony, one must

understand the relationship among colors.

The three primary pigment hues--red, yellow, and blue--
can be mixed to produce any other pigment hue. The three
secondary pigment hues--orange, green, and purple--are pro-
duced by mixing two primaries--red and yellow, yellow and blue,
and blue and red respectively. Color huee can be thought of
ae 1lying on the ciroumference of a olrcle--red, orange, yellow,
green, blue, purple, red. Between each primary and secondary
hue is a tertiary hue--red, red-orange, orange, Yellow-orange,
yellow, yellow-green, green, blue-green, blue, blue-purple,
purple, red-purple, red. Between ady twvo of the above hues
are various gradations of hues running from ®ae hue into the
next.

Hues opposite one another on the wheel are complemen-
tary hues--red and green, blue and orange, yellow and purple,
and so on. Hues adjacent to one another are analogous hues.
Various values of the same hue are monochromatic colors.

Complementary color harsony.--Complementary colors are
harmonious i1f (1) separated by neutral colora (graye or earth
oolora), (2) subdued in intensity, or (3) of very unequal
proportions.

8plit complementary hnr-ony.-ilnntoad of balancing one

color by using its complementary color, one can balance a

10po1men, pp. 345-47. Friederich, pp. 104-108, 111-12.
Gasener, pp. 404=407. Heffner, pp. 298-99,
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oolor by using two colors equally distant from the complement.
For example, instead of balancing blue with 1ts complement
orange, blue ean be balanced with red-orange and yellow-orange.

Triad color harmony.--If split complementaries are
equally distant from one another and from the basic color (as
red, yYellow, and blue are), the harmony is known as triad har-
mony. 8Such a combination easily becomes violent, and the triads
must be used in extremely unequal propcrtions.

Analogous color harmony,--Hues adjacent on the color
wvheel may be used in combination (1) without intermediate
neutrals and (2) in fairly full intensities.

Monochromsatic color harlony:b-Succoollvo values of the
same hue can be used together eaesily. The primary disadvantage
in monochromatic color harmony 1s lack of contrast and expressive-~
ness,

General color harmony.--The larger the surface areas,
the lower the intensities should be. &xall areas of bright
color can balance large areas of neutral color., Neutrals can
be used together in any comblnation, but are dull unleee bright-
er colors are used with thea. KNearly any colors of high in-
tensity clash; nearly all pastels harmonize. Lower values
have greater weight and dignity than higher values.

Solor expraeasiveneas.--The general expreasiveness of a

color depends upon ite relative lightneses and warmness.ll

llwayne Bowman, (New York: Harper
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Relative lightness is determined by a color's value; relative
wvarsness 1s determined by its symbolic nature. Green, blue,
and purple by acsociation with the ocean, sky, grass, and ice
are cool colors; red, orange, and yellow by association with
fire and the eun are warm colors. A light, warm-colored
setting (whether by paint, lighing, or both) connotes comedy;
a dark, cool-colored setting connotes tragedy. Any combina-
tion of dark-warm, dark-cool, light-warm, or light-cool may be
used. However, dark, light, cool, or warm should predominate
for unity, eaphasis, and good proportion.

In addition to its general expressiveness each color
has unique symbolic connotations taken from nature.l? color
symboli sm can be expressive, clear, and bsautiful or it can
beocome 80 involved that it is relatively unclear and confusing.
Some of the generally accepted symbolic eignifiocanoces of color

are listed in Table &,

Maes in design

Blllll&kﬂ_ng‘];lé::ln reality, maes can be generally
oclassified as biomorphic (free form; shaped like living plants
and animals) and geometric (cubes, oylinders, pyramids, cones,

and other geometrio solids).

12Bovnn. PpP. 92, 94-95. Dolman, pp. 345-47. Fried-
.!‘1 Oh. PP. 109-11 °

13Dol-nn. pp. 51=52. Friedwrich, pp. 115-16.



TABLE A
COLOR SYMBOLI 3M

T4

— _ e —
color® Symbolizes From nature
Sat. S8tability, firmmess, spiritual peace, Eky, sea,
Blue truth, dignity, intelligence, modesty, ice, and

constancy, Quietness, coldness, lack of | hesvens
sympathy, success
Unsat. | Decay, envy, jealousy, calm, rest Decayed
Green vegitation
Sat. Growth, vitality, youth, health, hope, Growing
Green | springtime, inspiration, eternity vegitation
Unsat. | Decay, decelit, jealousy, inconstaney Decayed
Yellow vegitation
Sat. Harvest, fruitfulness, wealth, hope, Sun, fire,
Yellow | warmth, gayety, joy, lovs, gold, roy- ripe grain
alty, power, dlignity
e —
Sat. Passion, vitality, mild unrest, domes- Sun, fire,
Orange | tiocity harvest
Sat. warath, excitement, ardent zeal, pas- Sun, fire,
Red sionate love, cruelty, murder, gullt, blood
shame, hatred
e r—
Red- Royalty, dignity, solemnity, victory, Ancient
violet | martyred truth royal cloth
Yhite Coldness, winter, chastity, purity, 1ce, snov,
innocence, virgins, ghosts, angels, cleanliness
priests, saints, deities
Black | Death, mourning, widowhood, despair, Night,
depression, mystery, magic, ein, caves,
witchoraft, =matan, monks, nunes toabs
=
Clear | Earthiness and simplicity Earth
Brown
Dingy Filth, femine, poverty, degradation Serfdom
Brown
=

@g3at. reans esatursted; Unsat. means unsaturated.
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In sets, biomorphic forms are most frequently used in
furniture, mountains, rooks, trees, and so on. Because of
their difficult construction, they are generally limited in
a set design or used in two-dimensional form with the third
dimension painted on.

Geometric masses predominate in set design, for they
are more common in reality and more easily reproduced.

SZRressive DA .--The apparent weight and/or size of

mass 18 one of 1ts greatest exprescive elements, but it hae
other symbolic delineations similar to those of linoo.la

Curved mass connotes grace, femininity, rhythm.

Cubio mass connotes weight, ptrength, tyranny, power,
stability,

Slabs of mass are lighter and faster than cubes and
are comparable to lines in symbolic connotation.

Diagonally tilted mass carries the eame connotations
as diagonal lines.

Nass may be given additional expressiveness by its
placement on the stage, for stage areas (all other things
being equal) have expressive connotations, too,15

Down center 1s the strongest atage area and is 1deal

for oonflict and oclimax.

1“Friodorich. PP. 116-21,
15&“" pp- 36-37. H.ffn.r‘-. p- 100.
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Up stage center 1s the seoond strongest stage area and
28y be used to remove the oonfliot somewhat or to display
authority or regality.

Down stage right is the warmest and most informal stage
area and is useful for the warmest scenes.

Down stage left 1s more cool and removed and is useful
for intellectual conflict, businese dealings, and eo on.

Up stage right by being more removed than down right
is useful for more formal and restrained emotions.

Up stage left 1s the most distant spot on the stage
and 1s frequently used for the appearance of supernatural or
mystical beings.

It must be remembered that expressive use of mass 18
not the only consideration in scene design, but, if it coor-
dinates with other design considerations, it can be most effec-
tive.16

Recorative maps.l7--The decorative use of maes 1s in-
tegrally a part of its expressive use. Reality frequently lim-
ites the use Of maes for expressive and decorative purposes.

Negotive 3aas.18--The opposite of mass 1s space, and
sometimes an effect (particularly a grand and expansive one)
18 created Dy lack of mass. If a set 1s obviously in need of

design inmprovement, elimination of some elements (s) rather

lsrriodorich. p. 36. ‘171h1§.. Pp. 121-22,
181pid., pp. 119-21,
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than addition of more will frequently correot the obvious
impropriety in design.
Unity with variety is of great importance in the use of

mass, t00.19 (1) Use a 1imited number of kinds of maes and
a limited numder of wvariatione of one kind (for unity). (2)
Use at least two similar forme (for variety). (3) Have one
dominant form (for unity). (Remember that stage props are
an important and integral part of the set masses.)
Erincicles of deelsn

. The purpose of the set design is to enhance the play
by helping ereate the right mood and ootting;zo this includes
oonoealing what should not be seen, decorating, suggesting or
portraying reality, and (of greatest importance) adding to the
emotional and thematic content of the play. A set achieves
ite purpose by utilization of the design elements in accordance
with the principles of design--unity, variety, emphasis, bal-
ance, rhythm, proportion, and grace.2l

Unity
Learning, understanding, interest, and pleasure all

depend upon unity. In a set design, unity must center around

191014, pp. 122-23,

20polman, pp. 292-94, Gasener, pp. 99-102, 227, 318,
Heffner, pp. 209-12,

2lpolman, pp. 54=72. Friederich, pp. 99-100, 112-14,
%f?-;g. Gassner, pp. 103-104, 318=20, Heffner, pp. 154=59,
0-11.
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the content and meaning of the play and must be reflected in

the 1line, oolor, and mass of the set design.

Variety
Unity alone will not retain interest; there must be
varied and new faotors, too. However, new factors must be

related in a subordinate way to the unity.

Emphasia, or contrast
The factors, 1deas, or moods which should be predomin-
ant in the play and sst must be superordinated over those of

leaser importance.

Balance

Blsymmetrioal design in which one side of the stage
mirrors the other side is useful only for formal, austere, or
artificial plays. However, asymmetrical, or informal, balance
16 sssential for any other play. To achleve balance in a set
design, one muet oonsider line, color, mass, and stage light-
ing simultaneocusly, for good balance in one element can be

completely destroyed by imbalance in another.

Rhythm, or continulty
Some reourrance of pattern is neceseary in set design

to insure unity. Monotonous repeats (such as office windows)

provide unity but not variety. Progressive repeats or scattered

repeats provide unity with some variity. Generally at leaet two
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reocurring patterns should be used in a set, but their propor-

tions should not be eqQual.

Proportion

It 10 seldom wise tO use sgual proportions of two fac-
tors unless oonflict is desired. However, nearly any proportions
of factors maYy be used in a composite deesign if they are care-
fully integrated into a unified pattern., Perhaps the most
Pleasing proportion is the golden eection, roughly a ratio of
thirty-eight to sixty-two, which was used by the ancient Greeks
and has for a long time been considered by many designers as the

208t beautiful purely abstrect proportion.

Grace
Grace does not imply a lack of strength but rather a

lack of misapplied or misdirected effort,

Rreducing a aet desizn

Information required

8aals reguiremsntg.--It would be humanly impossidble to
have complete command over the utilization of design elements
and principles in suoch a way as to produce a given set which
would oonveYy & given play most clearly to the greatest nuaber
of the given audience. The great plastiocity of the aesthetic

values of design and the innumerable variables in set designing
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makeé deeigning a set one of the most uncertain (as well as most
challenging, ever new, and instructive) theatre tasks.22

However, one oan attempt to lay a stroag basic know=
ledge in set design by serious study of design in ths arte--
literature, drama, music, art, dance, sculpture, and eo on; by
study of great works of art; by collection (both in the mind and
in socrap books) of numercus kinds of constructed and natural ob-
Jeots; by actual set designing for a variety of play etyles in
a variety of scenio styles and types; by construction and paint-
ing of sets; and by living with perceptual awarenese of the de-
sign and beauty throughout any environment, <3

SoXiRt requirazents.--rFrom the script the designer learns
how to formulate his design in accord with four basic coneider-
ations.24

l. The external world of the play--ths year, the place,
the season, the time of day, the gpecific building or outdoor
looation~-=vill be projected largely by the eet. The external
world may be of vital importance to the play or it may be
largely undefined and unimportant.

2. The people in the play--their tastes, prejudices,

talents, stature, interests, and their personality as determined

22pp1 ederich, pp. 1-3,

QBDolnln. p. 48, Friederich, pp. 1-245, Gassner, p. 311.
Heffner, p. 153,

Wil 12 24priodorlch. PP. 25-30, 75=77. Gassner, pp. 227, 301-304,
=12,
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by their total environmental and hereditary oonditioning--
can be effectively and carsefully defined by the set.

Underatanding of the external world and/or the people
Bmay require careful and accurate research by the set designer,

3. Projection of a play's theme and mood by set deeign
say be difficult, but it 1e of importance in any play and vital
in pluya which are written in the style of aysuboliasm or expres=-
elioniea.

4, Action requirements--doors, wvindowa, telephones,
bookcases, and ao on--must be integrated in the deeign.

Direstor's reguiramentg.--It 1e the director who deter-
Mines the mood and atyle of the play as vell aa the scenic de-
eign style and perhapa type of oet.25 The set must follow
very cloaely the director's demands regarding style and block-
ing of movement and nust be accepted by him before construction
Plane progreess.

Qiher teghnigcal deeien regulrenents.--In order to have
the most unified and clear production pecssible, all technical
areas nmuat be integrated to coordinate with the productional
mood and atylo.26 This requirea joint technical meetings as
well as technical meetings with the director.

If lighting 1s of predominant importance in a show, the
aet will necesaarily be modified in ;ooord with the prior

25rriederich, pp. 31-48, Ggg;nor. pp. 227-35, 303-304,
315. Heffner, pp. 102-103, Friederich, p. 32,
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design of the lighting. OCccasionally, costumes are of pre-
dominant technical importance and largely determine the set
Qeslgn. And quite frequently the set is of predominant impor-
tance in the technical designing. Iiliowever, there must be
6lose cooperation and integration among all productional
workers and work regardless of the time order and predominance
in the technical deaigna.

Set colors must be carefully integrated with costume,
prop, and light colors. The plgment colors of the set are
selectively reflective-~-they reflect only light rays corres~
ponding to their color and absorb all others. Consequently,
oolor in the set 1s enriched by the same color in light and
is dulled by its complementary, tints in light color have less
effect upon the pigment than do saturated hues, and eaturated
set ¢olors need stronger illumination than tinte. Only actual
work with and testing of set and light ocolors will enable one
to know the aotivity of pigment colors under stage 115ht1n5.27

dguinzent regulrsments.~-2at design must take into
oonsideration the three relatively inflexible physical factors
of stage size, sight lines, snd shifting fac111t100.28

27gowman, pp. 99-101. cCorson, pp. 26-32. Dolman, pp.
342=-45, Friederich, pp. 54=55, Gassmer, pp. 113, 786,
Heffne r. Dp. 367. 369.720

2aFriodorich. Pp. 41=45, 49-54, 56-59. Gassner, pp.
94, 316-18, 413. Heffner, pp. 154, 229.



Stage size.--3eldox 1s a stage too large; if it ias,
the set can quite eisily redeiine its limits, Often s atage
is too small and increasing its limite may be uearly iapoe-
sidble. The stage can be made to appear larger by using light
colors on the wall surfaces, large deep windows, amall fur-
niture of light color and weight, clear undecorated wailil
spaces, and 80 on. Or the floor space can sometimes actually
be increased by extending the apron. There are, however, great
limitatione aa to vhat can be done to increase the site of a
etage.

Sight linee.~-If the length of run and averege audience
sisze make 1t possible, the seats in the house which greatly
limit or affect sight lines can be left unaold.

Shifting facilities.~-Limitations in flying space or
other shifting facilitiee and room can sometimes be counter-
acted by the type of set.

Other equipment oonsiderations for the set designer
are availability of the stage, constructed set pleces, laktor
and time, tools and materials, lighting facilities, and budget.29

Stage avalilsbility.~~If the stage 1s utilized for many
and varied purpoees (as 1s frequently the case in educational
theatre), it may be necessary to design a set that can be

mounted in a limited time (one day or lees).

29Friederich. PP. 54-56, Gallhi;. pp. 107, 335-38.
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Constructed set pleces available.-=-Most theatres have
(and continually add to) a supply of flats and plastic pleces--
steps, platforms, columns, and s0 on. The number and kind of
set pleces available st a given time may greatly affect the
design.

Time and labor avallable.--The number, experience, and
ability of stage hands available 1s a direct factor in eet de-
sign and execution. Limited labor and/or time neocesearily
1imits the amount of construction, painting, and so on that
can be done in executing the set.

Tools and materials available.--If the tools and materi-
als for a given construction are not_or cannot be made avail-
able, that construction cannot be used.

Lighting facilities.--Although 1lighting facilities are
the direct ooncern of the light designer, they must also be
considered by the set designer, for they are of vital impor-
tance in projecting the set. "“Compensste for inadequste light-
ing equipment with detailed realism of design and execution,
and attempt simplification of setting only when the lighting
18 able to bear more than fifty per cent of the burden of
the effect,"30

Budget avallable.-~If the budget 1e small, the set may
be limited to reuse of availabdble nato;iala and/or few and

inexpensive new additione.

30Friederich, p. 55.



85

Graphic recording of a set design

Because the set provides the physical boundaries and
often a major portion of a play's external environment, it
ie important that its eize, color, line, and mass be readily
known to the director, cast, and technical designers and crews.
There are several ways to graphically record a set--floor plan,
sketches, elevation drawings, and model. The given type of
sot will help determine the ways which will best coamunicate
the design to the members of the production.31

Floor plan.~-One graphic record that is essential for
any show is the floor plan--a top view of the stagehouse show-
ing utilisation of floor space.’2 The floor plan will reveal
wvhether there 1ls sufficient space on and off stage, whether
sight lines have been violated, whether the eet is self con-
sistent (loglcal relationship of outer and inner walls, fur-
niture placement, and so on), vhether there is variety and
balance in the stage limits, whether the set lends 1tself to
the blocking of the production, and whether the set is feasible
for other technical work like lighting.

The floor plan may be the initial step in actual deelgn-
ing of the set if the stage is of a amall or irregular shape

or if the designer can more easily use such an approach.

Blm.ﬁ- » P T8

32[194., pp. 78-88. Gasener,- Pp. 106, 310, 312-16.
Heffner, pp. 95, 302, 304,
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§xgggn.l*22==Qg the other hand, if the designer prefers,
he may start hie work by sketching possible designs. (Helither

way of beginning a design is better than the other. The choice
is necessarily subjectively dependent upon the doeignor.3“)

A aketoh plotures the set as it would appear from an
1deal seat in the auditorium. It may be in water cclor, char-
coal, colored chalk, colored pencils, ink, or pencil; the
cholce 1e a subjective one belonging to the dolignor.35

The sketoh reveale the quality of the deeign--its unity,
variety, emphasis, balance, rhythm, proportion, and grace as
achieved by line, mass, and color. (Hegardleess of the type of
sketch, color muet be added to 1t at some point of the deeign.)
From the completed sketch, one will learn whether the mood,
theme, and external world of the play have been captured with
acocurecy. The color in the sketoh will be additionally helpful
for the costume and light designers as a check upon color
integration in the technical designe.

Elsyation and yorking 4raxinga?%--an elevation drawing
showvs the set walls or other pleces in accurate scale without

pPerspective as viewed from the front, side, and/or baok.

33Friodor1ch, pp. 88, 136=-54, Gassner, Pp. 307, 310,
312-16, Heffner, pp. 302=-304, .

38yr1ederich, p. 77. 351pid., p. 88,

36Frlodor1ch. PP. 155-64, 168-70. Gassner, pp. 106,
31?"16 M 683-86 .
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Front elevations are useful in design (indicative of color,
line, and mass in accurate detail) and working drawinge
(clearly indicative of size and design). S5ide and back draw-
ings are especially ueeful as working drawings and indicate
measurements, built-on or built-in units (in eide elevatione),
oonetruction details, hardware location, and special flying
or aseembling instructions or additions. From working draw-
inge, the necessary materials, as well as the conetruction
detalls, can be aecertained,

Sometimes elevation-working drawings are not eufficient
for the construction instructione and additional cross section-
al drawings, detail drawings, snd/or isometric drawings (three
dimensional, unperspective drawinge with parallel lines paral-
lel and not ultimately converging) muet be made sleo.l7

lﬂﬂllo’e"A model may or may not be a psrt of the de-
signer'e record. If 1t 1s used, 1t will often subetitute for
one or more of the other design etepe--the eketoch and/or the
elevation drawings. It may, however, be built in addition to
the other steps as an added check on the design before con-
struction begins. The model (depending upon the type of set
and the ability of the designer to buylld an acourate model)
BAY be additionally useful to the actors and director in

37rriodor1ch. Pp. 165-68, Gassner, p, 685,

38Fr10dor1ch. PpP. 171-78. Oasaner, pp. 312-16.
Heffner, pp. 302, 304-307,
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visualizing stage business and movement and to the light de-

signer in trying lighting effeots.

Execution of a set design

conatructign.--Construction is frequently one of the
most time oonsuming tasks in production of a ehow, If time
and labor are minimal, construction may be reduced by reuse of
available constructed pieces and/or use of minimum scenery in
the design. A work schedule should be forsulated to insure
that the construction will be completed on time.

£840%ing.-=Any set properly designed in accord with
ocolor 1s almost certain to require painting even if available
 set pPleces are reused. The apponranci of the set 1s largely
due to the way in whioch it is painted; consequently, it ie use-
ful to know some painting techniques and the effect they will
ereate.39

Flat painting.-=-The paint is brushed on smoothly, even-
1y, and quickly. This is an excellent way for laying on the
base coat, but the surface will need texturing (unless the
surfacs itself is textured as in stucco) to help give the
appearance of highlights and lowlights under stage lighting.

Scumbling.--A fairly wet brush 1s passed lightly and
with long free etrokee in various direetions over part of the

base coat. This creates the effect of a rough uneven surface

59Gasaner, pp. 332, 758. Heffner, pp. 287-89.
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as in eome plaster walls, foliage, and so on. Several colors
may be ueed eslmultaneously, and espattering often followas this
technique.

Dragging, or dry brushing.=-The technique is eimilar to
scumbling but differs in that the brush ie drier and the
strokes are straighter. DOragging, or dry brushing, creates
an effect of wood grain.

Sponging.~-4 large aponge is dipped into paint, squeezed
out, and patted gently on the base coat. Care must be taken so
that the covering is even, unspotty, and of a continuous textur-
al pattern. B8pattering produces a rough or patterned surface.

folling.-=A plece of coarse clpth ie dipped in paint,
wrung out, and patted or rolled over thes baee coat. Rolling
gives the effect of 0ld plaster or rock.

Spattering.-=-A brush full of paint ie shaken or snapped

by the wrist so that drops of paint fall on the base coat.
Care must be taken to make the spots even and of a fairly large
(but not small pool) site. Spattering gives the impression of
a naturally textured plain surface and 18 frequently used with
other methods to create various effecte.

8tippling.--A medium=full brush.is touched (bristles
perpendicular to the surface) against the baee coat. Stippling
ocreates a plain textured surface. )

Glasing.==A thin, transparent wash of coclor is brushed
over another color or colors for the ﬁﬁrposo of blending or

toning.
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Spraying.-~Spraying may be used either to put on the
base coat or to texture it in a manner similar to epattering
or stippling.

Except in the caese of scumbling, the texturing should
be applied to drigd base or other texture coats.

Other.-=Certainly these are not all the poseidble tech-
niques for sceme painting. Actual work in scene painting will
reveal many individual painting techniques, for ecene painting
is a fascinating and uniquely creative art in 1iteelf.

Kountinz the ghg¢.--Mounting of the show by addition of
technical elements generally begins with the addition of the
eot. i

Betting stage.--Putting the set on stage requires tinme,
labor, and the availability of the stage and must be carefully
scheduled.

8et rehearsal.--Set rehearsal is for the actors to be-
come aoccuatomed to the set and for the set designer to check
the set--for workability of doors, windows, and other eet
Pleces; adaptation to blocking; integration with direction; and
e0 on ad infinitunm.

Other technical rehearsala.--Addition of lighting, cos-
tumee, props, and other technical elements may require altera-
tions in the set, particularly in its color.

Dress rehearsal.--By the time dress rehearsal ie reached,

the set should be comPleted.
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Striking set.--Flans muet be made to strike set after
the last performance and to return to proper etorage every-

thing used in the show,

Set considerations Applied
to Sedipus Lsx

inforaatlion reaulred
for the ast deelsn

8oript requirements

The external world of the play 1s clearly unrealietic?O
and, therefore, subject to any modification or design at the
director's discretion; perhaps some Grecian symbolism would
be advisable,

Action would appear to require a permanent set in one
100;10.“1 a doorwvay into a palace, an altar, and adequate space

for a chorus (if used).

Director's requirements

The director's interpretation and specific set require-
ments were as followe:

l. The classicism of the script would be deemphasiszed
sonevhat.

2. FKeality would not be sttempted in the designs.

3. The religious nature of tho'play would be deemphasized.

4. The set should be simple, unornate, huge, and spacious,.

AOAbovo. p. 45, AlAbovo. p. A7,
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5. There should be huge palace dooras.

6. There should be an altar.

7. There should be multiple levels for chorus move-
mente,

8. The set would be one permanent locale.

9. Some Grecian symboliem should be used (such as col-
umne). A marbled appearance would be acceptable so long as the
marbling would be sufficiently subdued not to attract attention
to iteelf.

10, Although the director had been thinking in terms of
& bisyametrical set, an asyametrical one would be acceptable.
11. There would need to be entrances from both wings
sufficiently large to admit the chorus of fifteen.
12, Cool colors of low saturation and value would be
uesed.
Other technical
design requirements

The set took predominance over all other technical
areas except that its color was determined in accordance with
the costume design. Ilue, the coolest color, was used ag the
base color; analogous oolors were used for variety, balance,
and proportion. Blue-green and blue-red (purple), analogous
cool colors, wvere used. HRed-orange, .5 analogous wara color,
wae used especially for the warmer, more passional, moet

differentiated royal characters. The ‘exact color choice was
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deterained by the costume designer, for it 1s generally easier
to mix paint pigaents to match a given color than it 1s to dye

cloth to match s given color,

Equipment requirements

SLAE8 2ikg--~The best way to achieve a feeling of space
is to use negative mass, that is, to 1limit the amount of mass.
In order to have huge doors and a feeling of hugeness, some
large mase must be present. Consequently, to achleve hugeness
and spaciousness simultaneously on an eighteen feet deep stage
necessitates a compromise in how huge the mass can be and how
vast the space can be.

Two pleces of mass were nocossdiy--tho palace doorway
and the alt.u'.‘2 Blsymmetrical placement of the palace doorway
in btago center would necessitate placing the altar down stage
center to retain the blsymmetricaliem. Achieving a spacious
feeling and utilizing many levels would seem more difficult with
the two unite of mase placed in the plane of the limited stage
depth than with the two units of mass placed in the plane of
the more ample thirty-eight feet stage width. Consequently,
asymmetrical balance was chosen in preference to bisymmetrical
balance.

S4gh%t 1in8g.--8ight lines both 1 stage width and stage
height are limitations in the State College Theatre. Half of
the width of the stage rear wall 1s cut.off from part of the

422vove, p. 92
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houae, 80 the palace door entrance would have to be within the
central area vieible to the entire audlence. iearly all of the
wing area ie vielble to part of the house, s0 the wings would
have to be thoroughly masked and yet permit entrance for fifteen
chorus members.?3

Part of the feeling of space could come from verticle
space, or height; however, this, too, would be limited by sight
lines in the State College Theatre. Wwith a maximum raising of
the act teaaer (fifteen feet) only ten and one-half to thirteen
feet Of the real wall height would be visible to the balcony
audience, and the lighting instruments and rear wall movie
screen would need careful masking by teasers for the main floor
audience, eepecially those in the front rows. Consequently, ver-
ticle speciousness would be greatly limited, too.

SB1Ling fagllitles.--Although scene ahifting space is
greatly limited at State College Theatre, the permanent set and
minimus props would reduce the amount of fly and wing area
necessary.

StAEe ayYsilabllity.--Mounting large masees Of many levele
with limited labor and working hours would require several days
of stage uaage. In addition, levele should be available to the
caat for rehearsal well in advance of the production dates. The
stage at State College 1s echeduled not by the drama department,

but by the heglstrar and Student Affalirs Offices and occasional

43sbove, p. 92.
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other melins. Consequently, before a massive set could be de-
cided upon, it was neceseary to check with the Keglistrar and
Student iffairs Offices about stage scheduling. Ffrom those
offices the following was learned:

1. The Community Concert lieted in the school calen-
dar for the stage on May 12 had been moved to the gymnasium.

2. The choral concert listed for Xay 13 was apparently
a school calendar mieprint.

3. On May 14 the “omen's Cay morning assembly would
be held on the stage.

A, The Beauty Pageant scheduled for the stage and
listed 1in the calendar as Hay 16 had been changed to May 8.
(This change in date was fortunate; the kay 16 date would have
made setting s massive set impossible.) The Eeauty Pageant
preliminaries would be held in the Union FEallroom.

5. On May 20 the film series movie was scheduled for
ehowing elsewhere.

6. On May 22, the Kemorial Day Assembly was scheduled
for the outdoor theatre; weather might force it into the theatre.
However, since this wae the day of the first performance, the
set would have to be mounted by that Jate regardless of its
style or type.

Both offices were amked to noiiry the speech department
if additional scheduling occurred.

From the above data it appeared that the only strong

stage conflict between May 8 and Kay 22 would occur on May 14
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when the “omen's Day morning assembly would be held on the stage.
There wae the possibility that the “omen's Day assembly could

be worked around partial mounting of the Qedlpup [eX set, so
the vWomen's Day Committee was next contacted. The presenta-
tion of the ten top freshmen wowen scholsrs would probably
ococur before the act curtain; the two other parts of the morn-
ing assembly~-a One-act play and a Pasquette performance--were
each under the jurilesdiction of their respective directors. Both
directors were contacted and both integrated their i1deas and set
plans around a partially mounted Qedipus Rex set unit. The Stu-
dent Assoclation agreed to stage their Mey 8 Beauty Pageant on
a twvelve and one-half foot deep sta50g¢ It must be esphasized
that without the integrested plans and compromises of all the
above groups, the particular set of mass and levels would have
been impossible to mount by produotion date. But, as a result
of the integrated effort, the following tentative general
schedule wvas set up:

1. On Seturday, Hay 3, the final performance date of
Oklahoss!. the Oklahompa! set would be struck, a black drop
would be hung at a twelve and one-half foot depth for the Eeauty
Pageant baokdrop, and the platforms and large set pleces for
O84inus Rex and Women's Day would be stacked on stage betwveen
the bleck drop and rear wall, .

2. On Konday, May 5, the Women's Day staging would be
painted and stored in the stage left vihs.
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3. On Tuesday, May 6, the Beauty Pageant set would be
constructed, painted, and stored in the stage left wing. (It
must be remembered that the stage was at thiz eame time being
used in late afternoons and evenings for the vomen's Day one-
act rehearsals, Beauty Pageant rehearsals, and QOedipus Lex
rehearsals. )

4, On VWednesday, May 7, the stage would be set for
Beauty Pageant dress rehearsal.

5. On Thursday, May 8, after the show, the Beauty
Pageant set would be struck.

6. On Friday, May 9, work would begin on mounting the
Qedinus Rax eet. _

7. On Saturday, May 10, additional work could be done
on the Qadipup Rex set, and stage wculd have to be set for the
Yomen's Day one-act and Pasquette shows. By the time this
date wvas reached in the schedule, a student music recital had
been set for Sunday, May 11, and the Community Concert was
rescheduled for the stage on Monday, May 12, (The later re-
soheduling wae done on May 6 after the set had been completely
designed, construotion vas well under way, and blocking had
been rehearsed for the designed levels. Fortunately the con-
cert group was a small brass ensemble and did not need the
full stage depth.) The additional changes in the stage sched-
uling made it necessary to set the stage on May 10 for the
student recital (plano included) on #dy 11, the Community Con-

cert group on May 12, and the one-act play and Pasquette
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performance (piano included) on May 14, All these sets had to
be planned with integrated concealment of the partially mounted
Ledipua fex set.

8. One additional unreported scheduling of a film on
Nay 17, after the set had been fully mounted, entered the
schedule., Fortunately, the fila wae able to be showvn else-
vhere.

9. On the opening day of the ehow, Thursday, May 22,
the Memorial Day Assembly was held outdoors. However, for a
time it was felt that it might be held in the theatre, and
the teasers, altar, and followv spot were all moved without
the knowledge or supervision of the technical director. Alter-
ations in the set were readily perceived snd corrected; however,
the soft edged focus that had been adjusted on the follow spot
bad (unknown to the Qgdipus fisx technical crew) been altered
to a clear hard edge which was cast on the blinded Oedipue
during the opening performance.

2ims and lsbor ayallable.--The cloae production dates

and relatively large casts of Jklahoma! and Qadipus ez made
backstage workers and time most limited. Conaequently it wse

necessary to uae predominantly those aet plecee which were al-
ready constructed and available.

Qther eguipment avallable.--The plastic plecee availa-
ble would undoubtedly limit the particular shape of the masses,
but would be suffiocliently numerous t¢ provide aeveral levels,

Construction and painting facilities and equipment would be



99

generally sufficient. Although lighting facilities are limited
at State College Theatre, they could be adapted to a permanent,

foraalistio=symbolistio set.

Grapchic rsooniing of
ihe ast design

Producing the design

Designing a set is naturally a very individual art,
but some of the general considerations of this particular de-~
sign will be listed as an indication of one way to apply some
of the design considerations.

Design began with the two basic pleces of mase-=-the palace
doorvay and the altar. Beocause the altar was less subdbject to
the desands of realiesm, it was chosen as the first plece for
detailed designing.

Designing 2he aliar upit.--That the altar should balance

the palace doorway, appear Grecian, be usable by the chorue,
and require minimum oonstruction were the general considerations
in its design.

The altar design started with rough thumbnail pencil
aketohes. when a general sketch of a rectangular altar with
column support wae tentatively decided upon, the measurenments
were worked out in aooordance with tha considerations in reality

and the golden section. The following oonsideratione were taken

from reality:
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1, An approximate altar height (for a kneeling posi-
tion) 1s from the knees to the middle of the upper arm, rough-
ly twenty-eight inchea.

2. A roughly comfortable kneeling height ia ten inchea
from the floor.

3. A roughly comfortable kneeling surface depth is
ten inchee deep.

4, Newspaper tubing (a poesible stage aubatitute for
a coluan) haa a diameter of four inches.

The dimenaione were then applied to some principles of
balance and proportion. In order to determine whether the
newvepaper tubing would be satisfactorly, a acale drawing of a
column four inohea in diameter (the diameter of newapaper tub-
ing) and twenty-eight inchea high (rough altar height) waa
made. The proportion appeared satisfactory and pleaaing and
waa a rough multiple of the golden aeotion.

In the sketch, the columns had been placed approximately
one column diameter distance apart; however, putting a base on
each column would make a greater spage between columns seem
desirable, 8o twioce the diameter of the column (eight inches)
vas used between the columna. An approximate six foot altar
length (including the kneeling base) was selected. This would
make a 10" (kneeling depth), A" (colu;h depth), 8% {epace be-
tween columna), A", 8", A",8", a%, 8", 4", 10" divielon of the
six feet possible. The 28" nhigh altd; maas would be 52" long;
with the golden section, the width should then be approximately
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thirty-two inches. By uesing three columns in a 10", 4", 8",
A", 8", 4", 10" arrangement, the altar mass was 28" deep, and
the kneeling base was 4' by 6'., These dimensions were all
adequately pleasing and tentatively recorded. The later col-
umns would need backing, preferably not touching them. A 3!
by 1' by 28" high rectangular solid would allow 4" between the
80114 and the columms. Thus, the tentative top working drawing
for the altar became Diagrem 1, the tentative side vorking drew-
ing became Diagram 2, and the tentative front working drawing
became Diagram 3,

Even without a detailed design of the palace doorway,
it wvas apparent that the 6' by 4' by 38" high altar unit would
be ineignificant in comparieon to the maseive doore and palace
levels. Consequently, it seemed advieable to place the altar
on gome other level(s).

80 the next step waa coneideration of the avallable
pPlatform and step units:

2 platforms 6' x 3' x 26"

2 platforms 8' X 7' X adjustable heighte

1 platform 8'9" x 3' x 63"

2 steps A' X 1' x T@"

A gteps 8' x 1' x 73"

2 step unite with triple steps designed especially for
use with the first two mentioned platforms
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2 platforms (Diagram 4) of skewed structure (4' wide,
7' long on one side and 9' long on the other) with two levels
(the larger one 15" high, the smaller one 7%#" high)

The two largest platforms (8' X 7') were saved for the
palace door unit which would obviously be the larger mass, and
the two skewed platforms were tentatively considered for the
altar unit. BY placing the two skewed platforms with the
long sides together, their 15" levels would be appropriately
siged to hold the 6' by 4' kneeling base of the altar. (If
the kneeling base of the altar had been too large or minutely
amall in coaparison with the second level of the skewed plat-
forms, 1t would have been possible to redesign its dimensions.)

Next 1t was lmaportant to determine whether the plat-
forms would fit on the stage area within esight lines, so a
rough and scale floor plan with the joined 8' X 7' platformse
and the joined skewed platforms was eketohed. There appeared
to be sufficient room. An 8' X 1' X 78" step level waa de-
signed for the back of the joined skewed platforms, and the
altar unit became the tentative design of Diagras 5.

As tentatively designed, the altar could be ueed for
the initial offering of the prieet, Jocasta's prayer, and the
varied chorus movements. A box or bowl for incense, smoke,
or fire could be added to the altar top.

Designing Lhe Dalace 400r undl.--In designing the pal-
ace door unit, important conelderations were huge doors, use

of columns, and use Oof many levels.
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Ueing double doors would help give eize to the door
opening and two 3' wide doors were tentatively planned. ¥ith
a 6' width in opening, the golden section would require roughly
a 10' height. Doors of such dimension were sketched to scale,
appeared proportionally pleasing, and became the tentative
door dimensions.

A tentative column diameter of 2¢' was chosen by rough
estimate of a colum width from a hand spread measurement and
setting a 2§’ wide plece of beaverboard on stage and imagining
1ts effect as a total, tall, three-dimensional oolumn.

Next the available levele were considered. By placing
the two largest levels with their 8°' sldes together and using
their 15" legs, the four 8' X 1' X 7¢" step unite (the two &'

X 1' X 78" eteps oould be used for the altar rear) could be
Placed around the platform and give two complete levels ae in
Diagram 6.

The doors could be opposite the 16' step. Centering the
6'9" X 3' X 64" platform before the doors would allow for a
column on either side of the platform and an additional level
from the pPlatforas itself as in Diagram 7.

At thie point the palace unit was developing into a pal-
ace doorway with descending steps and platforms. To strengthen
the sudbordinated columnar masses, tvo‘;olumna were added to the
other two corners of the sscond level. [alsing the 8'9" x 3!
platform to 15" (two steps above the 1§rgo platforme) a fourth
step in height would be provided. A 1A' step running the full



106

breadth of the platforms would provide the third step, and
bases for the columne near the door could be 73" higher than
the 8'9" platform for a fifth level as in Diagraa 8.

The 6' wide door opening would permit 4' of wall from
either side of the door opening to the platform edge. The
proportionate appearance of such dimensiona were checked by
soale Adrswing, Diagram 9, and tentatively used.

Next the two designed eset units were placed on a floor
Plan to determnine whether they could be placed on the stage
in acoordanoe with the stage depth and sight lines. This vas
possible.

Approying ihe dealgn.--a rough paper model of the gen-
eral mass areas of the designed tentative set was made, and
the direotor was consulted for general approval-disapproval,
suggestione, and so on. The general mass areas vere acceptable
to him; 1t was suggested (1) to move the palace unit downstage
columns farther apart to aid sight lines and (2) to consider
stronger balance between the two halves of the stage.

The downstage columns were moved farther apart on a level
with the 8' X 7' platforms (15" from the floor), and the two 6'
X 3' X 26" platforms and a triple step were added backstage
for palace door entranoes and exits as in Diagram 10.

Poselble additions to the weight on stsge left (the pal-
ace unit was placed on stago right, the etronger side of the
stage, and the altar was placed on ltdéo left) were a large

barren tree upstage of the altar and bent toward stage center
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and/or a stylized sky drop with painted triangular accent lines
leading toward stage center. In addition, the blocked chorus
zovemente around the altar would add weight to stage left, and
the palace unit should be the dominant unit. Both or either
using the accented eky backing or tree was acceptadble to the
director as a balance for the stage. Addition of a ground row
wvas suggeeted, but eliminated as a detriment tc the require-
ments ofadmplicity and spaoiousness.

Rrawipe ihe floor plan and recheckins ihe slehk lines.--
The floor plan wae drawn and sight lines were rechecked. Dila-
gras 11 showa that the palace door and altar were sufficlently
visible to all of the houee and the wings are completely con-
cealed. The eight lines from the balcony would include two
feet above the door opening. Concealing column tops, door
flat top, and lighting instruments from the main floor aud-
ience could be aocomplished by hanging of several teasers.

Prior to blocking rehearsals, copiles of the floor plan
were run Ooff on the ditto machine and distributed to the
director and cast and floor plans were painted on the two re-
hearsal rooa floors.

Sonatructinz the pgdel.--The set maeses were conetructed
to scale from balea wood. vwhen the model plecee were ready for
aesembling, the director was again con;ultod. Twoetiered bases
for the columns vere suggeeted; the close measuremente of the
columns at the sides of the door madétit necessary to reduce

the columne to two feet in dlameter to accommodate two-tiered
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bases. This adjustment vae nmade. A 14' height with the 2!
diamneter columns wounld then make them directly proportional
to the altar columns.

Use of a large plastic sheet for the sky 4Arop was con-
sidered because of the possible runny effect in sky lines that
could be fchieved in painting it, If used and flown from the
fartheest upstage counterweight (1%' from the rear wall), 1t
vould be necessary to wire the counterweight batten farther
upstage to provide more acting area.

The model columns were altered, the model was assembled,
and the tentative set design wae comrlete.

Dealzning the Ralniing.--As has been explained,** the
colora=-=blue-green, blue, blue-red (purple), and red-orange--
were deaigned in accordanoe with the costumes and accepted by
the director,

It was decided to use an unohtrusive marbled effect?5
aa a painting technique. The appearance of marble would help
convey the effect of large, welghty maes; smooth simplicity;
and a Greclan nature.26

A basic application of graysd (unsaturated) blue-green,
blue, blue-red, and red-orange each marbled with a more satu-
rated same hue would keep the suggestion of marbling without
calling undue attention to the marbled “effect.

Mabove, p. 92, “Sabove, p. 92.
A6 Avove, p. 91-92.
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The distribution of nolore on the eset Diecer was done

impressionistically-stylietlcally.

Recording the design

The eet 18 graphically recorded with a floor plan,
Diagram 12; a model, Plete I; and working drawings, Diagresms
1l to 11 and 14 to 17. Kore detalled working drawinge were
not neceseary, for all conetruction was under the direct
supervision of the set designer-technical director.

The painting for the set is graphically recorded in
Tables 5 and 6 and Diagram 13. Table 5 gives the formulae
for making the sketch colors and mixing the painting colors.
Table 6 givee examples of the production colors for the basic
chorue women's costumes, set sketches, and set base and marbl-

ing paints. Diagram 13 ehows the color distribution on the set.

Axegutlng
aat dsgign

Construction and
assembling requirements

Ealace door uplt regulrementse.--The palace unit required
the following oonetruction amd aesembling:

1. Build four columne--two 13' high and two 15' high.
Each coluen was constructed with four round 5/8" plywood diecs
as bases and central braces. Ten knotches were then cut in
each disc edge at a depth of nearly one inch. The knotches

were cut so that 1"X 2%s were pounded snugly into them. The
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TABLE 5

SBET COLORS FORMULAE®
S e e ——————————

Paint®
Color Skotchb

Part Pigment

Marbling | Light Elue
BO Green

Ivory Drop Black
Yhiting

Emerald Green
Italian Blue

Marbling | Blue
B Gray

Ivory Drop Black
whiting
Amn. Jltramarine Blue

Marbling | Mauve
BR

Whiting

Solferino Lake
English Venetian Red
An, Ultramarine Blue

flarbling | Vereillion vhiting

Ol ANl KO | O | VO oM | HipDf BIONN O\ & D o~ O\ =

RO Orange English Vérmillion
French Orange Mineral
Gray Ivory Drop Black
¥hiting
Base BG Gray
Harbling BG
Base B Grey
Marbling B
Base’' BR Gray
Marbling BR
Base RO Gray
—L Harbling RO
e
Sky ® Marbling B
1 whiting

Shurnt Turkey Umber was used additionally for
sardbling the doors,

®Yenus Coloring Pencils, Axericap Lead Fencil Co.
C3othic Color Co., Inc., New York City
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PRODUCTION COLORS SAMPLES

CO8TUME COLORS

e
P

A

e
X

e

o

k
A

e

MARBLING CCLORS

BASE COLORS
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ten 13' or 15' 1"X 2%: were leveled and screwed securely to
the plywood dlscs. The columns were next covered with light
muslin whioh was stretched very tightly and stapled and glued
to each 1"X 2"plece. Part of one column was painted with slte
water to determine whether the fluting was sufficlient. Al-~
though the fluting was apparent, it was made more obvious by
ripping 2" lath into three strips and tacking strips outside
the muslin on each of the 1" 2"'s., See the working drawing
of Diagram 14, The finished product gave a strong appearance
of fluting as can be seen in gny of the plates from Plate II
to Flate XVII,

2. Bulld two doors., The potential unwieldiness of
doors 3' X 10' was a strong concern in construction of the
doors. If they had been attached to the flates beside them,
the flats would have had to be strongly and firmly held. The
flats, hovever, 414 not reet on the floor, had little room for
bracing, and even with strong bracing would be easelly moved
by opening and closing such large and heavy doors. Consequent-
ly 1t wae determined to make the doors as light as poseible
and to attach them to supporte other than the flats. The doors
could be made relatively light by constructing canvas flats,
beaverboard flats, or unbraced plywood gheets. Flywood sheets
were chosen for thelr extra durabllity and better integration
with the plans for the attachment of t#e doors.

If the doors were extended behind and beyond the edge of

the door opening, they would help create the illusion of thick
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walle and could be bolted to metal straps; which could move
around the pipes of two avallable lighting stands; see Dia-
grame 15 and 16. bHecause the lighting stands were not suf-
fiolently tall to rest on the floor and support the doores,
they would have to be attached to the backstage platforms.
¥Welding large metal bases onto the lighting stand bottoms
would provide a means for bolting the stande to the backstage
platforms; see Diagram 17,

3. Attach the door poets to the backstage platforas.

4, Build a small flat for above the door.

5. Assemble the door frame from the above flat and
twvo 14' X 4' flats in stock.

6. Check the 8' x 7' platforms for 1o0se nails or
boards, bolt on legs, join them, and skirt them with beaver-
board.

T. Attach the door flats to the 8' X 7' platforms.

8. Checlt the 8' steps and join them to one another
and the 8' X 7' platforms.

9. Put legs and a skirt on the 8'9" X 3' platform
and join 1t to the 8' X 7' platforms.

10. Bulld the 14' step and join 1t to the palace plat-
forme.

11. Bulld four falee, tiered column bases of beaverboard,

12. Dutchman sny large seams with muslin.

ALLAr uplt rsqulrements.-=The altar unit would require

the following conetruction and aesembling:
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l. Cut nine colusns frouw newepaper tubing.

2. Cut nine square column bases from 1" X 6"lumber.

5. Put the column bases on the columns.

4, Make an altar top of three-ply plywood with a 1"Xx 2"
edging.

5. Attach the altar top to the coluamns.

6. Make the rectangular 1' X 3' X 28" backing for the
columns from beaverboard and a 1"X 2" frame. (It would support
no weight and be merely for appearance.)

7. MKake the kneeling altar base platform (6' x A' x 10"),
Before construction of this unit began, a platform longer and
lower was found in a dump area. It was sawed to a 6' length
and legs and a beaverboard skirt were added.

8. Check the skewed platforms for loose nails and
boards, attach them together, and akirt them with beaverboard.

9. The two 4' step unite would have to .be attached
together and to the skewed platforms. Before actual assembly,
rehearsal revealed that only the prieat mounted the altar unit
from the rear, and, therefore, only one 4' step unit was needed.

10. Attach the altar plece to the kneeling base and the
kneeling base to the skewed platforams.

11, Dutohman any large seams with muslin.

SkY 4rok and irse raguirsnsnige.--To prepare the sky
drop, put battens both at the top and the bottom of the

pPlastic sheet. Secure a dead tree and put foot irons on it
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for sorewing it to the atage floor by means of stage screws.
Zurshaniig reauiresents.-~The construction would require
the purchase ©f the folloving materiala:
1. bolta, nuta, and washers for bolting lega on the
8' x 7', altar kneeling, and 8'9" X 3! platforms
2. Dbeaverboard for the rectangular solid behind the
altar columns and for the skirts on the platforms and stspes

3. three-ply plyvood for the altar top and palace

doora

A, five-ply (5/8") plywood for the column diece

5. 1" X 2" lumber for the columns

6. long sorews for column sssembly

T. 1light muslin to oover the oolumna

8. new jig saw blsdes to cut the column diaca

9. and have welded stands and hingea for the door
assenmbly

10. lath atripa for the column and a plastic drop
were purchased

Other equiprent waa already available in the ahop.

Xork aghedule reguirepents.--Most of the technical work
on the State College plays is done by the classes in theatre
production, but additional help uaually comes from the local
cast of the Alpha Pail Omega national honorary dramatics
fraternity. The Alpha Pal Omegs members vere eapecially helpful
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on the construction and mounting of the Ogdipus Rex set. The
limited nuasber of students in the production classes and the
close production datee of Qklahoma! and Ogdipus Lex made it
necessary to ask Alpha Psi Omega members to assume half of
the work of oonstructing, which they agreed to do.

A echedule of conetruction times and persons to do each
plece of conetruction wae set up, dittoed, posted, and die~

tributed to all workeres.

Mounting the show
Set2ing stagg.~-Frior to eetting stage, the avallable
platforme, steps, and flats had been brought from the storage
garage to the stage and scene shop, the altar unit including
the kneeling base was assembled, the four columns were bullt,
the doors were completed, and legs were put on the 8' X 7'
pPlatfornas.
On Friday, May 9, work began on assembling the set
units on stage. The columns, doore, and altar were carried
on stsge from the scene shop. (The heavier platforms had been
stored on stage behind the Beauty Pageant backdrop until May 9.)
The entire altar unit was aeeembled. The palace 8' X 7' plat-
forms were joined and permanently set on the stage floor. The
8' X 1' steps were attached to one another and the 8' x 7'
Platforme. Fifteen inch legs were bolted on the 8'9" x 3!

pPlatform. And one door was set in ite approximate position.
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On Saturday, ¥ay 10, the false, tiered column bases
were cut from beaverboard, the flate were secured to the pal-
ace unit, the 8'9" X 3' platform was attached and skirted, the
1A' X 1' etep was built and attached to the palace unit, the
two upstage coluzns were secured, and their falee basee added.
(The two dovnetage ocolumne could not have been properly con=-
cealed during the May 14 performances 1f they had been assen-
bled.) One door was bolted in place. (The backstage platform
to hold the other door was being used for the May 14 one-act
play performance.) The altar unit was skirted with beaver-
board, completely dutohsanned for painting, and stored as a
unit in the stage left wing. The “omen's Day one-act and
Pasquette set pleces were taken from the stage left wing; the
stage wes set for the May 11 student music recital, May 12
Community Conoert, and ¥ay 14 one-act and Paaquette perfor-
sanoes. £mall portions of paint pigonents wvere mixed to match
the four costume oolors and were used for the set modeling
colors., The four modeling colors were each mixed with sev-
eral parts of gray for the four base colors. The paints were
applied to the set model and approved by the director,

The stage was not again available until Thureday, May
15. On that day, classes and evening rehearsal on stage per-
mitted only limited work on the set--the two upstage column
bases were dutchmanned and one of the fats which had deen a

bright red wae covered with whiting-size water.
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On Friday, May 16, the downatage columns were set, the
seoond door wak eet, ons downstage colurn false baase was com=
pleted, and the palace levels vere Autchmanned. DHDuring the
evening rehsarsal on atage asome of the lighta were aet, A7

Saturday, May 17, wss devoted to hanging the lights,
banging teasera to conceel the lightz and set top, aetting
the vinga and bdacking for the palace doora, mixing the paint,
and peinting the set.

Painting ithe Ast .~-The base coat of the unsaturated
set colors wvaa applied with brushes., After the base coat was
dry, marbling with the more saturate’ sst colors was exeCuted
vith & large feather dueter, |

After the set was up and painted, lights were tried
both to determine wvhether the eky space would need additional
lighting and to try various readingza for the entire set.

The general appearance of the aet with the unbroken
sarface of the stage rear wall was a balanced one; the neg-
ative maae Of sky helped balance the palace door masse, Con-
sequently, although the plaetic drop had been purchased and
wae laid out for painting, the rear wall waa used for the sky
and no tree wvas added. The sky wvas flat-painted a higher
value of the aocdeling blue and left untextured, for the wall
itaelf 12 a stucco texture, The rear wall wvaa peinted up to
the level of the movie screen; thers w@s a possibllity that

the screen would be removed enabling the wall to be painted

4TFrollowing, p. 226,
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eeveral feet higher (beyond the sight line of the main floor
front row) in an effort to increase the vertical spece.,

Sat reabearsgl.--Cn Sunday, ¥ay 18, the set rehearsal,
handles were put on the backs of the 4doors, the rate and way
to pull the act curtain wvas set, the down right and up left
ving flate were given additional bracing, and the jobs to be
done before Monday were assigned--purchase batteries tor the
prompter's flashlight, paint sight lines in the wing areas,
sorudb the floor {jo ground cloth was used), and either set a
teaser to cover the movie soreen and unpainted part of the
rear wall (if the movie screen were not removed) or paint
higher up on the rear wall (if the ucreén were removed),

Siher Lechnical rehearsals.--On Monday, Kay 19, the
prope, lighte, and sound (other than the tympani beates) were
added. The lighting affected most strongly the doorway by
deemphasising it. The diractor wanted a prominrent doorway
for the royal entrances; consequently, false thickness was
- added to the doore and posts and lintel were painted around
the doorwvay.

The entering royalty was cautioned about trampling on
the backestage platforme prior to entrancet and about opening
the door sufficiently widely tc reweal the size of the opening.

A teaeer had been eet to cover the movie screen which
would not be removed.

On Tuesday, Mgy 20, c¢ostuxzes and makeup were added.

The oast had to be cautioned to remain behind eight lines in
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the wings, not to bump the act curtain, and not to traaple the
biickstage platforme. & cket member was assigned the job of
properly opening and closing the door for all entrsnces. Still
more emphasis wvas wanted for the doors; consequently, during
the next day, the hinges were emphasized by changing their
color and darkening their outline, and the doors were marbled
with burnt turkey umber. During rednesday, trucks for the set
strike on Friday vere ordered from maintenance.

&LL8A8 Cohearspl.--wedneaday, Kay 21, was dress rehear-
6Al. A faster final curtain wvas neceseary and posting the
strike list wvas set for the next day.

Rerformances.--0n Thursday, May 22, the day of the first
performance, the set had to be readjusted after movement by
the Memorial Day Assembly crew.

On Priday, May 23, the trucks were gotten for striking
the set, and the show was struck iamediately after the final

curtain.
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BODY FUR CHAPTZ: V, DESIGHING

General Considerations in Costuming

ASnral Ank spacifie
General purpose
2efinitlon. -=The fundamental purpose of the costumes--
indeed of all the technical areas of the production--is to
enhance in the best possible way the expreesion of the phy.1
Ashlayament.~=The style and mood of the pPlay's expres-
sion are determined by the director and muet be adhered to
for maximum productional effectiveness. Close coordinatlon
among allltochnical areas 1s also essential for amaximum tech-

nical erreotivonolo.2

Specific purpose

Qefinltion.--Costumes share with makeup the added funce-
tion--as an intimate part of the actor who wears them--of
helping each actor in his portrayal of character.3 Proper
eostume designing takes into account the actor himself ss well
as the role he is acting.
—

180vlln. pP. 155, Oaesner, pp. 118, 320. Heffmer, p. 428,

2polman PP. 3T75-T6. Gassner, pp. 118, 392. Heffner,
pP. 419, 427-28,

3Onumr. PP. 119, 393, 395, Heffner, p. 419.
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Aghieyepent.--The actor will give to a role a specific
interpretation integrally a part of himself in bodily outline,
bodlly movement, and unique personality, It 1s frequently
necessary to conceal or modify by costumes some bodily features
not in keeping with the role (apparent weight, stature, pos-
ture, and so forth), but it 1e equally important to emphasize
the actor's bodily features and movement which give strength
and emphasis to his characterization., Likewise, the unique
features of the actor's personality that are assets to the
characterization should be emphasized. 1In fact, if a costume
is conetructed eo as to reflect the characterization, the
characterization is likely to improve, for the actor will be
less conscious of himself as a person and more conecious of
his characterization.’

Costumes are perhaps even more important for the actor
in helping the audience and other actors identify and fooua
proper attention on him as a given character.® For examples,
in a role demanding individual recognition by the audience
(chorus roles in musicals frequently lack this requirement),
differentiation 1s readily achieved by costumss. For a role
in which the actor enters few times for short scenes, it is
often wise to refraln from a costume change for him so that

hie 1dentity 1s more certain to remain Xlear for the audience.

4Oalanor. p. 401,
5Gassner, pp. 118, 392. Heffner, pp. 419-20.



133

Costumes can not only help the audience pick out a
given character but also reveal to them what kind of person
he 18 with as muoh explicitness as the script donandl.6
Character 'revelation oan be accomplished in several wayes:
Coetumes can help denote time and place (complete realiam and
historical accuracy is eeldom necessary, but accurate and care-
ful study of the dress of historical perioda--especially of
silhouette lines--is essential for the costume designer).
Costumes can also help denots age, economic status, soclsl
status, race, vocation, tastes, and emotional statee.

The more clearly each costume fulfills its epecific
purpose, the more clear, credible, and'injoyablo the charac-
terigation will be for the audience, other actors, and the actor
himself.
dhres yariablas of coatualng

The costumes can be varied to fulfill their general
and speoific purpoees by varying the three properties of cos-

tume design that can be controlled--line, fabrie, and color.?

Line in costuming

To achieve variety~=-highlights and lowlights--in cos-
tume appearance, the lines must select broad basic faectores
and eliminate minute detall; stage dist;nco (except in the

caee of intimately close audiences) and stage lighting fuse

6Dolman, p. 375. Gasaner, pp. 118, 392, 404, Heffner,
PP. 419-20, 428-29. TGasener, p. 399.
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detall into an unbroken surface, Costume lines should be sim-
ple, unnaturally pronounced, lacking in detail, and broad and
basic in offoctle they may have outside, internal, applied,
and/or syabolio use in costuming design.

Lutaids ling.~~The most important lines of a costume
are the outside lines which give it its shape, or elilhouette.?
Accurate study of the clothing of the various cultures and
periods of hiatory 1is essentiall0 (in helping the costuamer
seleot the correct silhouette lines and eliminate the unneces-
sary other lines) if the costumes are to be aome type cf modi-
fied realisam. (As has been stated before, few costumes should
ever be completely realistic; selection of significant lines
and elimination of others 1e generally necessary to project
costumes through stage lighting and distance to an audience.)
Costumes can, of course, be completely fanciful. But, even in
designing fanciful costumes, a knowledge of various silhouette
lines and the effect tbey produce can be a great asset in

achieving a desired fanciful silhouette.

8Dollan. P. 298, Gassner, pp. 118-19, 399-400,
deffner, pp. 429, AAT,

9Holonn Chalmers, p. 14. Gassner, pp. 395, 399-400,

Agnes Brooks Young, fﬁ." Coatunmine (New York: The KaoEillan
Company, 1933), pp. 13~14.

1°Dollnn. pp. 375-T6. Gassner, pp. 118, 391, 395.
Heffner, p. 432, Young, p. 13.
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Adntarnal linsa.--Internal lines==-those within the
costume-=-are made by the cut and drape of the garment. They
are the folds, pleats, and dlagonale that give three-dimen-
sionalism and symbolic signifioance to a costume.

ARpligd linses.ll--Line can be applied to materials
either by the addition of a decoration of buttons, braid,
embroidery, accessoriee, and so on or by a surface pattern of
checks, stripes, and so on. Great caution must be exercised
in applying line so that it 1s aufficiently broad, limited,
and simple for the desired stage effect. For examples: A
pattern of narrow red and blue stripes appears to be an un-
broken purple surface to the audience; draid and trim not of
a loose open pattern appear 80l1d; all minute details are fused.

SYmbolis 1408s.1%--Man frequently assoolates one part
from an odbJect in nature with the entire object, and the part
coasa t0 symbolize the object. Line symbolism 1s Just one
type of symvolism that the costumer can use. Verticle column-
like lines suggest dignity, strength, majssty. Horizontal
1ines suggest,repose, stability, serenity. Cilagonal lines
suggest distortiom, power, force, that which 1s dramatic or
dynsaic. That a line 1s curved, Jagged; extended, short,
heavy, or 1light miy also tend to onphal}zo a mood,

llesolnor, 400.

12pr1ederich, pp. 90-93., Gassnér, pp. 400-401.
Above, pp. 66«69,
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Fabric in costuming

The fabric used in costuming can aleo reflect the
production's style and mood and help reveal characters. A
fabric's variables are its specific drape, weave, and tex-
ture.l3

Drape of fabricg.-~A fabric may be light and soft so
that 1t floate diagonally from the body; it may be heavy and
soft ao that it hangs in long verticle folds or clinges to the
body: 1t may be 1light or heavy and stiff so that it holds
rather rigid form. Table 7 i1s a 1listing of several fabrics
for each of the four possible types of drnpe.l4

TABLE 7
FABRIC DRAFE

Stirf Soft

Light | organdy, taffeta, tar- | volle, chiffon, gauze,
letan, tulle, net, cheesecloth, crepe de
cellophane Chine, lawn, georgette

Heavy | brocades, show satin, velvet, jersey, monk's
upholstery fabrics, cloth, duvetyn, flannel
weighted muelin, can- terry ocloth, ratine,
vas, sall cloth, some | weighted silk, some
metal cloths cottons and muslins

Generally speaking one can get expensive and inexpen-

eive fabrics of any given drape, and, for costuming, many of

13Dolman. P. 375. Gassner, pp. 391, 760. Heffner,
PP. 434=35,

lac‘ﬂm.!'. Pe 760.
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the oheaper fabrics can be made to appear like the expensive
ones from the etege. Lecause the cut of the costuze or ad-
dition of eizing will affect the drape somewhst, but not
greatly, little can be done to make one drape appear like
another. Consequsntly it is essential to know the drape of
the fabric, for the drape determines internsl and eymbolic
1ines.15

haare of ;.h:xg..16-drhe vay the threade of a fabric
are interlaced give to it ite particular weave; fabrice csn
be claseified according to their weave by placing them on a
continuua from most coarse to most fine,

3ocial and ecamomio status and vocation are frequently
indicated by the weave of a cloth--royalty wear finer fabrice
than peasants; outdoor people wear coareer fabrics than do
those of the drawing roonm.

The weave Of a fabric oan be altered in appearance by
the costumer, but it 1s more eurely altered by the stage light-
ing. The costumer should early study the effecte of stage light-
ing on various basic fadbrics' weaves, textures, and colors.

Iszture of fabriga.17--The relative amount of light

that a fabric surface selectively reflects or absorbs varies

ISGIIInOP. p. 760, Young, pp. 22-23%,

16GllanP. pPp. 760-61.

17Bov1nn. PP. 99100, Dolman, p. 375. GCasener, pp.
T61-65. Young, pp. 23=26, 61-76.
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greatly giving eech fabric its surface appearance, or texture.
Fabric textures can be placed on & continuum from most shiny
to most dull, Ané, like weave, texture is an inéicator of a
person'e soclal, economic, end vocational status.

The texture of a fabric will certainly be altered by
stage lighting; 1t may aleo be altered by the coetumer through

a procesa of spraying, psinting, and/or dyeing.

Color in costuming

Perhaps the most important and decieive variadble in
ocostuming 1s color. A costume color may be modified according
to the surfaoce area it covers and the eymdolic algnificance it
haa for man.

Sharaskaristice of golor.--Figment color has three
charaoteristica=-hue; saturation, or intenaity; and valuo.l8

Hue refers to the redness, blueneae, greenness, yellowe
ness of a color,

Saturation, or inteneity, refers to the purity of a
color, the amount of ocomplementary hue or gray it haa in 1its
ecomposition,

Value refera to the lightness or darkness of a color,
the amount of white or black 1t has mixed with 1t. & color
of high value (pink) 1a called a tint; a color of low value

(red=blaock) 1s called a shade.

1Bliichard Coreon, pp. 12-15. Heffner, pp. 295=99.
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Zach coatume color can be clamsified with a ralatively
bigh degree of accurkey dy codifying i1ts hue, saturetion, and
value. Fabric maaufscturers and theatre D#ople in general
unfortunately do not 'sge asuch & eystam of claseification.l?

Surfage area 2f golor.=«-"ifferent colors, ar well as
other applied linea, tend tc¢ wssh together under stage lighting
and 4diastance. Coasequently, surface areas ¢ color must de
20difisd and simplified into large, clearly defined wblocke
Of lese pattern and detail varlety thuia a re:l plece ¢f cloth-
iag. 20

Zxakollc slanificance of golor.”le«Chjisota 1n nature
are frequenitly sssociate’? with their pfodoninnnt color; their
predouinsnt color, in turn, comes to symbolize the Predozinant
Qualities of the object. Thus, black was associested with
night and hia come to symsbolize mymtery snd death, blue waa
essociated with the aky and aea and hse ¢ocme to symbolise
stadbility and coldness, —~ed »aa agsociated with fire and hasm
eode to aymbolisze warath. This natural color syaboliem can
be umed to enhance the general mood of the play and/or
differentiate and help desaribe charactérs.”?

ey e
19Conon. pP. 1617, Heffner, po. 362, 364,
20Ggesner, Pp. 118, 399, ilefMmer, pp. 429, 447,

2l \nove, pp. 72=74.

z?ﬂouunor. pp. 403=10, Heffhc;. pp. 430-31, Young,
PP. 12333,
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warger colors and greater intensities gensrally re-
flect a more comic mood; cooler colors and lesser intensities,
a more tragic mood.23

A differentiation in actors' costumes helps effect an
audience identification of characters. If the costume differ-
entiation includees symbolic use of ceclor--as red far a more
passional and wars charuacter and blue for a more constant and
600l character--the audience will more readily understand the
characters' personalities. If, in addition, the principal
characters dominate by greatest costume diffesrentiation, the
audience will more readily recognize their signifioance.

Choosing symbolic costume color; requires oholoe of
colora which will give the desired effect under ths stage
lighting.a‘ Generally speaking, the more unsaturated oolors
are the least affectnd by stage lighting, a given color 1is
enriched by the same oolor in lighting, and s givan color 1is
dulled by its complementary color in lighting. The exact
effect of a given 1light upon a given costume 1s known, however,

only by actual placement of the fadric under the given lighting.

Ereduglng & sostugs dealsn

Information required »
for a oostume design

236;nlner. pP. 410. FNeffner, p. A31. Young, P.1l23.

z“aowmnn. PpP. 4, 150. Dolman, p. 376. Gassner,
PP. 398-99, 407-10., Heffner, pp. 431-32, loung, pp. 137-46,
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OARAC reguirements.--¥ith a knowvledge of the purposea

of costuming and the ways to vary costumes in accordance with
those purposes, the costume designer 1is ready tc consider spe-
cifie requirements of a given production.

Serint reoulrsments.?S--From the script, the costume
designer will lesrn the apparent general mood of the vnlay,
time and place of the play action, number of scenee, nuasber of
characters, principal characters, baeic nature of each charac~
ter, costume changes and length of time for the changes, and
specific costume requirements dependent upon the action--such
as a pocket for a prop. All of these faectore, however, are
subject to the production interpretatsion of the director, and
no work on costuming design should begin until the director
is consulted.

Rirscter's reguiremente.®S--From the director, the
interpretation of the production is learned (the basic style
and mood to be emphasized), as well ss any modifications of
the script itself; time, place, number o0f characters, emphasis
of chesracters, cCstume changes may be altered. The director
may slso indicate a choice of costume color, line, and/or fabric
for any charscter(s).

Qiher technlical deslsn reguiremsnts.?7--Productional

unanimity of emphaais is eapecially dépendent upon integration

250.‘.0‘!‘. PP. 393"94.
26gasaner, pp. 393-94, 397-98.
27Gasensr, pp. 394, 397-99, 403,
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of all the techniocal areas w¥ith one another and vith the direc-
tor's interpretation. ldeally, the dirunctor meets jointly
with all teohnical Adesigners. Additional sub-meetings of sny
aumber and group of the above persons will probably e neces-
sary; certainly thers ehould be as many meetings as are neces~
sary for maximusm coordinated effort.

The costums design is frequently subject to modifice-
tion (especially in color snd style) by prior set ané light
deesigne; although, at times, costuming may be considered of
@0re predominant importance than either or both set and light-
ing. “hatever its relstive predoninant status in the techni-
cal areas, that will be its position in time order of design.
But, regardless of its time precedence, costume design must
be integrated with all other technical areas.

¥skeup and costiumes have similar specific purposes~~
helping the aotor portray the charaoter-=and shoulé bve especi-
ally olosely integrated in designs. Hand properties mzust be
in harmony with the oostumses.

4228king requiresegts.-~Costumes are one of the most
fluid parts of the design, for they move over s great ares
of the set in en infinite number of patterns. Therefore, each
eostume sust be coordinated with the other costumss that appesar
on stage with it, Enowvledge of the blooked groupings of ac-
tors 1s essential to know which coatumgs will be seen vith
one another and in vhat poaition-<beside one another, in

opposition to one another, and so on,
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wmmmmn.?_f’:m greateat equipment con-

siderations in ococatuming are the budget and the availsble
stock of costumes., Consideration of theae two factors will
help determine whether costumes will be bought, rented, bor-
rowved, made, Or several done in each of aeverasl ways,

If costumea are to be made, additional consideratioms
are necessary: sewing room and equipuient; dyeing room and
equipaent; washing, ironing, and atoring facilitiea; and awvail-
able persons to make the oostumes.

Graphio reocording
of a costume design

The recording of the oostume deeign requires a costume
plot, costume sketches, and perhaps additional diagrems and
Plates. The costume plot should include the name of each
chareacter and a ocostume description for him in which there 1is
listed the line, fabrio, and color of the baaic garment, the
outer garment, footwear, and any accessoriea for each scene
in the play in vhich there is a costume chango.?9

fach coatume when completed should have on it a tag
stating the character to whom it belongs, the scene in which
it belongs, and a brief deacription of 1t.30

———

?Boacanor. pp. 766-78. Heffner, pPp. 436=39, AAl1-4A8,
452-53.,

?%‘rm‘r s PP. ‘37-39 °
3°Gaounor. P. 7T79. Heffner, p. 439.
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Exeoution of a costume design

4a1h9d 2f sxsecutigpn.~~Costumes may be borrowed, rented,
bought, or made.3l Determination of which method is best
depends upon the type of costume, type of production, budget,
season of productions, and equipment and faoilities avail-
able.32

I1f the budget is minimal, the best {and perhaps only)
vay to execute the costumes is by borrowing. Using modern
dress productione and the actors' own or borrowed clothing or
ueing productions set in recent times and borrowing froz friends
and peOple in the community will be mast inexpeneive. The
fact that atage makeup and wear is hard upon clothing will
make borrowing diesadvantageous. Borrowing oostumaes slso linmits
produotimes to those which can be done in recent settinge; if
costumes are borrowed throughout a season or several seasons
of Plays, necessary variety will be lacking.

Generslly speaking, the next lsast expensive plan ie
to sake costumes., Initial cost will be great, but the reuse
anéd rental of the costumes will (over a period of time)
sinimise cost. ¥With a saall budget, the high initial coat may
pereit making only a few costumes for saoh production, but
over a period of time such a process will help develop the
most desirable oostume situation--a stook of costumes for

rental and reuee. Haking costumes hae.iAn additional advantage

31901-|n, P. 375, Gassner, pp. 112. 765, Hteffner,
PP, A420-23, 3£Gaesner, pp. T55-66.
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in educational theatre of making available to the students
the practical study of that area of theatre. There are soms
exceptions tO0 the demirability of making costumees==the length
of tise required, the cost of material, and/or the lack of
reusability may make rentsl, borrowing, or buying of some
costumes more advantageous.

Rental 1s generally the third least expensive costune
execution, For any given show it is often lese expensive to
rent than to make costumes, but, 1f the future program 1ia
considered, rental ahould be used only if the budget, asquipment,
or tinme will not permit making the costumee or if the typess of
coetumes are of little reusable value ér very difficult to
aake .

Although buylag costumes is genersilly the most eXpen-
sive and least satiafactory wvay of costuming a show, there
are eos; costumes for which the wisest execution is purchase--
uniforas, old fur pleoces, anéd so on. Plain cotton frocks may
be & good purohase 1f their color and pettern are not a dis-
advantage under stage conditions.

Making costumes requires a good cutting (to get the
correat silhouette line), basting, ritting, sewing, pressing,
and tagging. All of the other processffs require fitting,

possible sewing alterations, preesing, and tagging.

costuze rehefrasl.--The costume Tehearsal 1s for the

actor to become familiar with and learn how to wear his costum®s

and for the designer to deterwmine any necessary changes for the
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final costume dooign.33 All that can possibly be done to

insure proper oolor, line, fabric, and fit in costumes prior

to costume rehearsal (for example, a prior dress parade with
accurate stage lighting and blocking) 1s usually most impor-
tant, for the costume rehearsal frequently comes close to the
date of production and 1ittle time 1s allowed for adjuntnonto.3“
If any costume is Of a type particularly unfamiliar to the
actor, prior rehearsal should aleo be used to help him learn

how to wear his costume properly and without 111 ease.

From the costume rehearsal through productions, a ward-
robe master should be available to check costumes out and in;
seamstresses should be avallable to take oare of costume emer-
genoles (tears, lost buttons, and so on); and dreessers should
be avalilable for any quick or difficult changos.35

Rress rehearapl.-~The objective of costumes during
dress rehearsal is accurate and integrated execution of the
final costume design as determined by costume rehearsal.

Costuming Considerations
Applied to DedlDUR Lex

The costuming for the Qedipua hex production at State
College was designed by and executed under the supervision
of a member of the Speech Department other than the technical
director. (All areas of design and egecution may be delegated

3fertmer, p. 423.

34
423=25,

3saortnor. p. 451,

Colman, p. 376. Gassner, p. 399. Heffner, pp.
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to persons other than the technical director; his sole function
may be as teohnioal coordinator.) The teohnical director's
knovledge of the costuming for Qadipus QAX comes from neces-
sary knovledge of the production as a whole and from meetings
with the costume designer.

informatlion reauired

Basic requiresente

The coetume designer was acquainted with the baelc
requirements of oostuming both from her work leading to a
M. A. in theatre oostuming and from her prior costume design-~

ing as the State College Theatre coatuzer.

S8cript requirements

The choaen lorlpt36 indicated the following apparent
requi rementa:

1. The play'e generally tragic mood would indicate
co0l colors and a non-comic design.

2. The ancient Greek play could indicate costumes pat-
terned after ancient Greek clothing or ancient Greek costumes.>7
3. The religious signifiocance of the play might or

night not be emphasiszed.
4, Unity of time, place, and action38 might indicate

no or few ooetume changes.

% Zneban Plavs. pp. 25-68.

37“".0 po 550

BBAbOV.. Pe AT,
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5« The cast list would include persons of varioue
social etatus--royalty, servants to the royalty, elders, citi-
zens, and 80 on==-who would require costume dif ferentiation.
Osdipus would require the most marked differentiation.

6. The exact number of king's attendants, queen's
attendants, citizens of Thebes, and Theban elders would have

to be ascertained from the director.

Director's requirements

From the director the following was learned:

1. The style of the play would not attempt realism.

2. The religious nature of the play would be deempha-
eisged.

3. The costumes ehould reflect Greclan dress somewhat
in silhouette lines, but ahould be modified in accordance with
the interpretation of the production.

&, The costusmes should be simple and unornate.

5. Cool colors should predominate.

6. No ecetume changes would be necessary.

T. &tylized makeup and not masks would be ueed,

8. Cothurni would not be used.

9. The chorus of Theban elders would serve as the
Theban oitizens, too; it would number nix to eight men and
six to eight wosen; all aen should be dresaed eimilarly and
all wvomen should be dreseed similarly.

10. There wonld be one palace officlal.

11, "An attendant” would become two femzle attendanta.
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12, Ismene, Antigone, and a boy to lead Teiresias would
all be used ae indicated in the script, although they are
lacking from the soript's cast list.

13. All other characters would be the same as indicated
on the script cast list.

14, Oedipus and Creon ahould have laurels denoting
their regal ststus; Oedipus' should dominate. (Consider this
Jeintly with properties.)

Other technical area
requiremsents

In Qedinup Bax, the set took superordinance over the
oostuming in time order of design and predominance of decision
except in the area of color. The set and coetume colors were
coordinately ssleoted-=blue-green, bluey blue-~red, red-orange.
The exaot hue was to be determined by costumes, for paint pige-
sents are generslly more easily matchable to a given color
than are fadbrio colors=-even with dyeing.

Costumes would necessarily be coordinated with all other
technical aress in style, but lighting and properties would be
subordinate to costumes. Uee oOf makeup rather than masks
would require careful joint consideratiom (by the makeup de-

signer and oostume designer) about hair stylee.

Blooking requirements
The continual presence of the ckéTue made it advan-
tageous for them to be costumed in harmony with all other

characters. Their blocked continual {(but slow) movement on
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various levels would indicate costumes which would move readily

and softly with the actors.

Equipsent requirementa

The costumes were to be made; some avallable costumes
could be reused; the budget would permit purchase of materi-
als for ocostumes for Oedipus, Jooasta, and the women of the
ochorus. The greateet equipment limitation would be on the sew-
ing room itself--an unventilated room approximately ten feet by

twvelve feet in elte.

Srapblc recording of
lbe gcoatume demisn

Producing the design

iidakorigcal basia.--Ancient Greek clothing served as
the basis for the costume design; therefore, the bisic clothing
of ancient Greece>9 will be listed and described.

Chiton.=-The basic garment for both men and women was
a large rectangular plece of fabric called a chiton. The
chiton was worn next to the skin; was fastened on each shoulder
by a fibula, aimilar to a safety pin; and was worn with or with-
out a belt. tomen wore ankle-length chitona; men wore knee-
length chitons except for ceremonial ooga;ione when they, too,

wore ankle-length ones.

39Chalmers, pp. 50, 52-53., Gassner, PP. 397, 403.
Carl Xohler, Zmma Von Sichart, and Alexander K. Dallas, 4
ﬁu.hgz:z of Sostume (New Yorks G. Howard watt, 1930), pp. 93,
9%-96, 99-100, 102, 105. K. Turner wilcox, Jdede in Coe-
tuge {&ow York: Charles Scribner's sons, 194 s PP. 11-13,
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The two baeic types of chitons were Doric and Ioniec.
The Doric was made of soft wool with a single fastening at
each shoulder and was usually belted. The Ionic was aade of
sheer linen or fine cotton (later eilk) and had several fibulae
along each ars making the top fors 1oose sleeves if the walst
were belted. There was also a short-sleeved Ionic chiton.

¥en of action frequently fastened their chitons on only
the left shoulder leaving the right ara free.

Both men and women sometimes wore a second belt around
the hips.

Peplos.--For outer garments, wamen frequently wore the
peploes==a ahavl~-like plece of fabric fastened on the ghoulders
and draped from the shoulder to the waste.

Himation.~=-An outer garment wvom by both men and women
was the himation~=a fabric of approximately one and one~half
by three yards in sise draped about the figure, usually over
but one shoulder.

Chlanys.==4i second type of cuter garment worn by the
Ben was the chlamys--a rectangular fadbric of approximately one
by two yards fastened at the ahoulder or in front with a clasp.

women's hair.--vWonen's hair was long and wvas worn eofe-
times in a chignon at the back of the rfeck, sometiles covered
by a floating vell, sometimee with veils wound in it, some~-
times in a caul, or net.

Lines and fabric.=-The eilhouette of ancient Greek

elothing was 10082 2nd unhampering and did not difTer scong
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economic or sooial classes. Ancient Greek clothing came from
soft, heavy materials with rich full drape. Applied line--
rioh borders of weaving and embroidery--differed greatly and
was a partial indicator of economic and social status. The
texture of all Greek clothing was relatively dull; although,
difference in fadbric texture was a partial indicator of differ-
ence in social and economic status.

Hiatorical applicatlon.-~iAll costumes were modifica-
tions of the basic ancient Greek clothing.

Women of the chorus wore modified, unbelted Doric ohi-
tons. The modifications were (1) added fullness; (2) attached
drape in front; (3) attached train in the back; (4) nylon
ohiffon, not wool, fabric; and (5) colors coordinated with
the production==-tinte of blue=-green, blue, blue-red, and
pink=browvn. The added fullness, drape, and train, as well as
the soft, light fabric could be utilized advantageouezly in
the danocelike, blooked movements of the chorus. The added
drape and train would not be too oumbersome, for the chorue
movements would be elowv. The cooler colors would reflect
the tragio mood of the play. The naturally short hsir styles
of many of the women were conocealed in chignons netted in
snoods (eimilar to a caul) the color of ‘their costumes.

Men of the chorus wore a short-sleeved, girdled, knee-
length, modified Ionic chiton. The modifications were (1)
less fullnees, (2) denim fabdbric, (3) colors of the production-=-

medium values of dblue, blue=-grean, and green-blue-greon and
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shades of blue-green. The reduced fullness, deeper color
values, and heavier fabric were nore masculine.

The b0y to lead Teiresias was costumed as the man of
the chorus.

The palace officlal wae costumed eimilarly to the chorus
men; hie costume differed only to indicate his socisl status--
had tria, was an unsaturated shade of maroon, and included a
headband,

Teireaias wore an ankle length, girdled chiton of a
brown shade~-presumabdly the mourning color of ancient Greece.
The chiton wae modified to include long, full sleeves symbolie
of his role ss prophet.

The priest wvas costumed sivilarly to the men of the
choruc{' his chiton differentiated him from them by 1its color,
medium gray} 1ts greater fullness; 1ts ankle-length} and 1its
long, loose Ionic-like sleeves--all symbolically indicative
of his religious role,

The shepherd was also costumed similarly to the men of
the chorua. His chiton differed only in color (gray) and
length (ankle). lis himastion--a shade of green burlap fabric-«
was indicative of his outdoor 1livlihood snd social status.

The messenger was costumed as th# chorus men except
that he had a ochlamys--a brown shade in color and denim 1in
fadbric.

The attendants wore a modification of the baslc chorue

wonon costumes, HModlfication included (1) leass fullness, (?2)
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no attaohed drape or train, and (3) taffeta fabric. The at-
tendants were aleo differentiated by wearing nylon chiffon
peplos and flowing velils at the back of the head.

The young daughters of Oedipus and Jooasta were cos-
tumed sizilarly to the attendants; costumes were of slightly
deeper oolor values and croes tied in the front; there were
no peplos or hair accessories.

Jocasta, as queen, was the most strongly differentiated
voman. Her chiton was of silver and pink lamo; her overgar-
ment was a modified himation of red~bronze satin fastened at
both shoulders and belted. She wore a headband; her head-
band, himation, and chiton were all richly trinmed.

Creon's chiton differentiated him frow the chorus men
by greater fullness, fabric richnees and color (white terry
oloth), and trim. In addition, he wore a gold corduroy
chlamys and a green laurel.

Becauge Cedipus was the character of centrsl interest,
his costume oolors, richness, and decoration were of greatest
differentiation. His ankle-length chiton of deep bronse silk
wae fastened on the right shoulder alone; his modified, belted
himation of white terry cloth hung over the left shoulder alone.
Rich trim and a gold laurel completed his costume.

Overall minimisation o} Jevelry, decoration, and trim
wvas purposely not of historical accursey but coordinated with
the productionsl eimplicity.



155

\ecording the deslign

The costuming design for LgdiDus Lf@iz inocluded the
costume plot and sketches. The sketches are neifgher avall-
able nor reproduciable for this thesis, but the plot and five
Plates serve as graphic recording of the design.

In order to meke the graphic recordin; more compact,

a consiatent set Of symbols and abbraviations is used.

akhreviatlions.~=.ach costums is listed after the char-
acter(s) for whom it was made; each character's name is ab-
breviated,

Code for character names:

kKn--men O0f the chorus
hW==women of the chorus
Bewboy to leid Teiresias
PO=epalace official
T=~Teiresias
Pe=priest

8e=ghepherd
k-=s@ssenger
li==first attendant
2hk~~gecond attendant
J==Igane

A=--Antigone
J==JocCasta

C==Crean

O=<«00dipus

85. stands for soft sandals; Fab,, for fabrio} Col,, for oolor;
Brze., for brongse} }lts, for flats.

£2lQLA.-~Colore are listed according to hue and walue.
Value 1s designated froum one to twelve; one 1s the lightest
tint, twelve is the deepest ahade, lue ls designated by

letter. ©5silver and gold colors are written in full,
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Code for e¢olor hue:

Reered Be=blue
O==oOrange Br==brown
G==green ke=nesutrals from wvhite to black

£la288.-=In addition to Plates III through VIi, I'lates
IX, XxI, XQII, XV, and XVilI also plotorially record some of the

costunes.

Axecution of Lthe costume dealsn

Making the ocomtumes

All costumes were either made or altered from the avall-
able stook of costumee. The designer helped in cutting; stu-
dent help 41@ most of the seving; fittimis were arramsed for

each caet member, and all costumes wers tagged.

Costume rehearsal

Costunme rehearsal indicated necessity for altering some
hetilines and footwear; but fabrio, silhouette line, and color
wvere not altered for the production.

The costume etaff hung all men'e costumes on a rolling
rack vhich they took to the men's dressing room each night
from costume rehsarsal through performances. The ilage pro~
cedure was used for women's costumes. The costume staff was
also available to asslst in any necessaly costume repairs or

dressing problems.

Drese rehearsal

No furthior alte-~atione were made in the coatume design

for the production.
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PLATE III

Baslc costume for men and women of the chorus.

PLATE IV

Basic men's costume modified for the boy,
palace offlcial, and Teireslas.

159
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PLATE V

Basic men's costume modified for the shepherd
and messenger.

PLATE VI

Basic women's costume modified for the attendants.
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BODY FO:l CHAPTER VI

Qeneral Considesrations in Lighting

Iures warishles 9f Alahilce

The primary purpose of lighting, too, is to aid in
presenting the play.l And, since there are so many faotors
in lighting that can be varied, lighting can become one of
the most flexible, important, and expreesive parts of a phy.2
On the othsr hand, the greit number and oomplexity of the
variadble factors in lighting can be a diladv.ntago3*-tho
exact effect of a particular plece of lighting may not de
known except by actual production of 1t; some faotors (elec-
triecity, color, lighting instruments) are frequently poorly
understood, for study of them can become complex. However,
the study of lighting need not become bafflingly complex, and
@ general understanding of lighting control ean lead to pPlay
productions of greater value for the techniciane, actors,
and audience.® The techniolan who understands lighting con-
trol can accomplieh all poesible effeots of artifiecial lighting

150wman pPP. 154=61. Gasener, pp. 118, 120,
Reffner, p. 428,

2Bovnan. P 1. Dolmsan, pPp. BIZ. 340, Friederich,
PP. 5‘-550 G...n.r. PP. 107-17. 781- 2,

SPriederich, p. S4. Gasener, pp. 788-89.
‘Oa.onor. p. 783, Heffner, p. 372.
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by changing the three general controllable, or variable,
fastors in lighting--quantity, color, and d1atribution.”

Quantity in lighting

Rafinitlen And asasure of guantiiy.--The quantity of
light refers to ths aaocunt of light present on a given area.
By use of a photoelectric cell, light Qquantity could by
asasured in lumens per squere meter for any given place on
the -t.nso.6 However, for the light deaigner, an approximation
of the Quantity of 1light 1a aufficient for deciding whether
there will be the proper amount of light for the play, for
other not-easily-calculative variables ( for example, move-

‘.i.‘ Sent of actors whose makeup, costumes, and hand props act

'/ a8 11ght reflectors) conatantly changs the quantity of light
t’* 0 a given stage area. The 1light designer can approximate

the quantity of light by gonsidering the number of lamps of

a given wattage directed froa a given type of instrument which
is placed at a given dietance from the 1lluminsted surface and
centaine a given color media. (This approximation will bectome
Eere meaningful to the reader as the rest of the chapter 1e
Peed,) By insuring more than aufficlient light in the 1light
design, the proper quantity can be secured during technical

R —

580wun. pP. 1«3, TFriedsrich, p. SA. Gassner,
’p. %10. HOfﬁl.P. PP. 324.260

schla Yeston Seara and Nark ¥, Zemanaky, [piy&r—
ﬁg (Cambridge, kass.: addisen-resley Frees, Inc.,
)o P. . Gaasner, pp. T83-85,
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rehearsals by eetting the light dimmers at the correct
level.’

contrel of quADiiLy.--Control of 1light quantity (as
well as color and distribution) is most effectively done by
gradually dimeing lamps in and out.8 for a gradual change
in 1ight is less peroeptible and tiring for the human eye
than 1s a sudden ohanso.9 There are numerous types of lighte
ing control boards with dimmere of various kinds--reactance,
autotransformer, resistance. The most suitable type of
board for any theatre depends upon the types of productions
given by that theatre, the theatre budget, the stage, other
lighting equipment, the technicians using the lighting equip-
ment, and other faotors peculiar to the given theatre. Each
theatre should consider acquiring or altering its control
system only after examination of all the relevant factors by
an expert in theatre lighting. There sre, however, several
general considerations in acquiring or altering a lighting
control board for any theatre,1©

l. A salecman cannot be considered a theatre light-

ing expert, for he will not knowv a given theatre nor all

7Galanor. p. T90.

BBownan. p. 108. Friederich, pp. 54=55. Gasener,
pp. 365-66. Heffner, p. 383. .

9H0ffnor'. P. 325.

loboln‘n. Pp. 336=37. Gassners PP. 115, 786-88, 794,
805-806. Heffmer, pp. 374-97,
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Bakee and kinda of control equipment, and hie primary purpose
ia to sell hia produot.

2. The Woet flexible lighting control has some means
of eonnecting any outlet or number of outlets (to which the
1ighting inatrumente are connected) to any dimmer and awitoh
on the lighting control board,

3. Some meane of later adding to the control board
is freQquently desirabdle.

4, Switches should be allent in operationi toggle
switchee are often nolsy.

5. Dimmers of different wattages may be deeirable;

. total ocurrent capacity ehould be suffioclent.

1 6. Location of the control board demande two oon=-
siderations. First, the size of the control board (including
neceaaary space behind it for repaira and ventilation and space
for adding to the board if desired) muet be known, Second, a
olear line of vision of the whole aoting area by the control
doard operator(a) 1s greatly desirable and best achleved by
placing the control board at the rear of the auditorium either
én the main floor or on a low balcony.

T. The control panel must be absolutely safe; no hot,
or live, terminal oonneotions should be near control switohes.

If no 1ight dimming system 1a @&vallable, lighting con-
trol becaomes relatively complicated and inflexible. More light
can be aoquired by using more lamps,  ¥Y using lamps of a greater
wattage, by using more efficient lighting instrumenta, by placing
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instruaents closer to the acting area, or by using color media
of lower saturetion., MNanipulation of the above list of vari-
ables can give a set quantity of 1light; however, gradual change
in that set light quantity (as well as color and distribution)
is impossible. 7The oOnly means of varying light quantity in a
non=dimable light syaten, turning laaps on or off, oreates a
sudden change. ©Since effective and flexible lighting control
is impossible without a means for diaming the lights, having

e dimaing system should be one of the basio considerations of
the play pranduolr.l1

Color in lighting

Aefinltlon And ReAsurs of £QLOr.==Color refere to the
threefold oharacteristiocs of light which affect the retina
of the human eye--hue, saturation, and brilliance.l? Hue
refers to the dominant wave length of & color., It is what
ve generally mean if we describe something as red, yellow,
erange, blue.

Saturation refers to the purity of a color, the amount
Of a complementary hue it has in its compoesition. ¥white
iight is completely unsaturated; dlue light coampletely free
from yellow light is completely saturiated, or pure, blu¥;

1180wnnn. p. 108, UDolman, pp. 355, 369, Friederich,
Pe 54,

laﬁovnan, p. 92. Gassner, P, X13, Heffner, PP. 36364,
Seare, DPpP. T4A,757. )
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blue 1ight with some yellow in it 1s only partially saturated,
or pile blue.

Brillianoe refers to the amount of 1llumination on the
surface of & color; a color of 1low dbrilliance ia called a
shade,

In stagecrsft there ie no universally applicable systes
of color designation in oolor media for 1lighting, paint pig-
ment, costume materials, or makeup.l3 Consequently, there
can be great confusion in deseigning unteess the designer uses
actual samples of the oolor or a systematized color designa-
tion for his designing.

cantral 8f cglor.--=Color in lighting 1s controlled by
the color medlua and the method of color mixing--additive or
lubtrnct1v0.1‘ Lighting color aedis~-glass, laap 4ip, gela-
tine, cellophane, oinabexlS--all have unique uses based upon
their speairfio proportlol.16 See Table 9 on the following
pPage for a tabdbular listing of the properties of each color
medium, All s¢dis reduce the quantity of light. Primary

IBBowlnn. PP. 92, 99. Corson, pp. 16-17. Heffner,
PP. ’620 ”‘o

1~Frlodorich. P. 5% Gasener, p. 114, Heffner,
PP. 36“670

154anufactured by Paramount Enterprises, 242 ‘est
27th Street, New York 1, dew York.

16 8 -46
Bowman, PP, 101~102, Dolman PP. 33 ’ 344 °
Gassner, pp. 112, 364, 795, 802, 80*3’ Heffner, pp. 367~69,
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TA3Le 9
PROPELTIES AND USETULKESS OF COLOR HMEDIA
p——
coler Glass Cinabex Gella- Cello- Lamp 4ip
' sediun tine ' phane
Reaction Heat- Lffected | Affected | iffected | Burns oO8f
to heat resistant slightly | readily | readily | readily
n::otion Moisture- Affected | /iffected | Affected | AfTected
to resistant slightly | readily somewhat | slightly
moisture
I Reaotion lon- Hesrly Fades Fades Nearly
to fading | fading non- readily | readily | non-fading
fading r
Good Good r Poor Poor Fair
Few; Grest Great Few Fewy
includes variety | variety includes
pricaries primaries
LZxcellent; | Good foor Fair
breakable
Initisel, Initial, | Initial, | Initilal, | Initisl,
great; aedium; small; emell; seall;
long run long run | long run | long run | long run
small small medium medium great
8ize and Permanent; | Cutable; | Cutable; | Cutable; | 4pplied to
shape ueually fits any | fits any | fits any | buld
round plane plane Plane
surface surface surface
General Bo::. and ' Best Cinabex | Cinabex | Oenerally
uwtility cheapest flexible | i is unsatis-
if colors color better better Tactory
& shapes nediun
are right )
h —— i -
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color media tranmmit only = fraction of the light; unsatur-
ated color mndia treansamit coneiderably more.1l7

Additive mixing of color 1s the production of a given
eolor of 11ght by the addition of two or more colors.l8
¥hite light can be produced by adding together nll the colors
of the spectrum or by adding together the thres light primar-
les=-saturatnd red, green, and blue.l9 Turthermora, any color
can be produced by adding the three primaries in various
amounts.20 For examples: red and green give yellow; blue
and green give blue-green; red, yellow, and blue (yellow 1s
red snd green) give pink, or partially saturated red. B5tripe
lights frequently uee a process of additive mixing to produce
any deeired color. The color is changed by changing the re-
lative amounts of the primary colores, =ach of which is varied
by connection to its own dimmer and switch. Additive mixing
Oof colors is aleso frequently used in spotlighting if two
lighting instrumente with different color medis are focuesed
on the same stage area.
————s

17gassner, p. 114. Heffner, p. 369.

183 0wman, pp. 98=99. Dolman, p. 341, Gasener,
PP. 113-14, 785-86, Heffner, p. 36&. Seara, p. 758.

1930'!&!1. PP. 95~97. COPlon. Pe 7. DOInn' Pe 3‘10
Priederich, p. 56. Gsssner, pp. 364, .785-86. Heffner,
P. 36A, S8eare, P. 759.

2OBOVlnn. P. 97. Coreson, p. 27. Heffner, pp. 364=67,
Sears, p. 759.
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Any color medium permits only the light rays corrss~
ponding to 1ita color to be transmitted through 1t; the re-
mainder of the apectrum is absorbed. If, for example, white
115ht21 falls on a saturated blue medium, only blue light
can be transaitted. If a saturated red medium 1s then placed
in the path of th& blue light, no light will pass through the
red medium, for the red permits only red 1ight to be trans-
mitted, and the blue medium has already absorbed the red
1ight raya. Subtractive mixing of lighting 1s based upon this
principloze and ia conetantly utilized in theatre, for a
colored medium ie generally placed before any lamp in order
to transait a given color-=thst of the color medium. Other
uses are made of subtractive light mixing, and one example
MmAay serve as an indicetion of the scope of eudbtractive mix-
ing probleme--paasing white light through two color media of
secondary oolora will produce the primary color common to
both., If, for instsnce, white light 1s passed first through
& blue=green color medium and then through a yellow one,
green alone will be tranamitted through both, Blue-green,
blue, and green will paas through the blue-green color medium;
yellow, red, and green ¢an pass through the yellow medium; so,

green alone will pass through both color media.

2lzlootrio lanps transmit an unsaturated yellow hue.

2230uman, p, 99. Gasener, pp. 113-14, 364, 785-86,
Heffner, pp. 364-66,
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Just as transaission of light 1is selective, eo 160
reflection of light selective. Conaequently, the colors of
scenery, costumes, Wakeup, and properties will be determined
not only by the colors of their pigments, but also by the
colors of light that are reflected and/or absorbed by them,2>
Some exaamplea of this principle in practice may indicate the
complexity of problems that arise from 1t.?“

1. A light of primary color focused on the surface
of another primary color gives a gray or black appearance.
If, for instance, saturated red light were to fall on a satu-
rated dblue surfsce, all the light would be absorbed, and the
blue surface would appear black or gray.

2, A light of secondary color focused on the surfsce
of a primary color of which the suriace is partially composed
gives the primary color. If, for instance, a yellow light (red
and green) falls on a green surface, the surface vill appear
green; it will reflect the green light snd sbsord the red.

3. A light of primary color focused on the surface
of a sec¢condary color composed partially of the primary givee
the prisary color. If, for instance, a red light falls on
a magenta (red and blue) surface, the surface will appear red;

1t will reflect the red light and have no blue rays to reflect.

23Bovnnn. pp. 99-101. Coreon, pp. 26-32, Frilederioch,
PP. 54-55, Gassner, p. 114, Heffner, P. 367.

2“Dolm&n. pPp. 342=45, (assnesr, pp. 114, 786, tHeffner,
PP. 367, 369-72.
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Consequently, a thorough underetanding of aubtractive
mixing 1s essential for designing and executing a desired

effect in scenery, coetumes, properties, makeup, and 113ht1n5.25

Distribution in 1lighting

Refinition of distribution.--The distribution of light
refers to the way in vhich light of any quantity and color 1ie
apread on a stage area from a given direction in order to
produce a given composition of light.

Aonirel of dlgtridution.--The distribution of 1ight
1a generally controlled by dimming in and out lamps housed
in one or more Of the numeroue kinds of lighting instruments.
The man¥ lighting instruments can be: grouped generally
fnto five eclassificatione--floodlights, spotlighte, bean
projsctors, striplights, and special 1n-trunontu.26 Each
inetrument can be described in terms of its speoific housing,
type of lens and focus, beanm edge, lamp size, length of throw,

and efficlency.
Floodlights.-<-Floodlights are lighting inatruments
whose large open unlensed fronts are responsible for the

inetruments’ chief advantage (good efficiency) ae well aa

quovuon. ppP. 99-101. Corson, pp. 28, 32. Fried-
erich, p. 54, Qessner, p. 114, Heffner, pp. 369-72,

26yowpan, pp, 56-71. Dolman, pp. 336-39, 357,
Gassner, pp. 107-108, 112-13, 788, 791-805. Heffner,
PP. 339-60. Ferfection Lighting Co.s Inc., Capitol Stage
Lighting Apparatus (Catalog %o. 25; Hillside, New Jereey:
Publishers Unknown, [1956]) ), pp. 20-42, 46-48, 52-59,
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their chief dieadvantage (a diffuse beam that cannot be fo-~
cused). Floodlighte generully ocarry from 500 to 1000 watt
lamps, produoce a medium or aoft edge beam, and are more use-
ful for short or medium length throws; a lm.r throw is
possible, but as the length of beam increases the width and
height of the beam inoreas# greatly and the intensity of the
light diminishes greatly. The various kinds of floodlighte
ineclude olivettes, hanging floodlights, bunch lights, and
scoup lights.

1. An olivette is rectangular in shape and generally
uses a 1000 watt lamp; however it 1s capable of using
300 to 1500 watt lampes,

2. A hanging floodlight is rectangular in shape and
usea a 500 to 1000 watt lamp,

3. A bunch 1light 1s rectsngular in shape and ueses 10
to 12 lamps of 100 watte or less.

4, A scoup light 1e ellipsoldal or parabolic in shape
and uees a 40 to 1000 or more watt lamp depending upon the
scoup size.

Spotlights.--Spotlighte are instruments which enclose
within a hood, a focueing elide holding a lsmp and reflector.
The 1ight is permitted to leave the instrument only through
the lenssd opening. The various kinfis of spotlights--general,
Freanel, ellipeoidal, badby, and follow--all have the advantage
of a focusable, concentrated beam. '}soh has additional unique

advantages and disadvantages.
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1. The general spotlight hae a plano-convex lens,
produces a hard edge beam, carries a lazp of 500 to 2000
vatts, 1s designed for short or medium throws, and haa an
efficiency of three to twenty-five percent. A4An additional
advantags of this epot 1s ite hard edge beam; its chief 4is-
advantage is great inefficiency.

2., The Freenel spotlight has a Fresnel type lens,
produces a soft edge beam, carriss a lamp of 500 to 1000
watts (some modele are designed to carry 2000 to 5000 watts),
is designed for short or medium distanoces, and has an efficien-
6y of up to fifty percent. Increased effiolency is an advan-
tage; the soft edge beas can be dlesadvantageous.

3. The ellipsoidal spotlight has a plano-convex lens,
produces a medium or hard edge beam, carriee a lamp of 500 to
1000 wvatts, 18 especially useful for long throws, and has an
efficienoy of seventy-five percsnt. Length of throw and
effiolenoy are its additional assets.

A, 4 baby spotlight is similar to a general or a
7resnel apotlight and differs only in that ite hood is smaller
and its lamp 1e 500 watte Or less. It is used where a smaller
hood or lsessr wattage is desirable.

S. Ths follow spot frequently has two planoeconvex
and one prismatic lene, produces a hard edge beam, carries
a lamp of 1000 to 1500 watts, is designed for long throws,
and varisse in efficliency aceording to deeign, The arc fol-
low spot throws a beam of greatest length and intensity but
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has the disadvantages of being not dimable (because it op-
erates without a lamp) and very noisy in operation.

Striplighte.==8triplights are lighting instruments in
which several laape are placed in a straight line in g trough-
1ike housing; footlights and borderlights are of this general
tyPe. 3triplights vary a great deal in construction, but the
best ones have individual reflectors of a parabolic=spherical
shape, contdin gless roundels for color media, and have alu-
ainum reflectore with either regular or diffuse reflecting
surfacee. €Striplights are non-focusable, have no lenses,
produce a soft edge beam, carry 240 to 200 watt lamps, are
designed for short or medium length throwe, and have good
effiolency in the best inetruments. They are most useful
for genersl illumination or for producing other light of an
even dietribution and quantity.

Besa projectors.--EBeanm projlectors--a eort of cross
between epotlights and floodlighte--have large open lenseless
fronts but are eomewvhat focueable by movement of the lamp and
small front blinder. They produce s concentrated, narrow
beam of light surrounded by a beam of leeser concentration,
earry a lamp of 1000 tc 2000 watts, snd are most useful for
short or medium length throws; they are capebles of throving
e strong and loag besm, but the dlansier of the beam increases
greatly with the lengthened throw,

Special instruzents.--Special dighting instruments

can be used to produce the effect of clouds, flames, snow,
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vavee, ascenery, ind other effects in elither stationary or
moving form, If a stationary effect is desired, a lens pro-
Jection will create a clcar, detalled, sharply focused 1image;
a linnebach proJjector can be used to create an image of less
detall and sharpness. If a moving effect is desired, a
sciopticon can be used. In addition to lens projectors,
linnebach projectors, and scloptiecons, a light technician

can utilige any combination of inetruments, iris, casks,
funnels, hoode, color wheels, framing shutters, and any other
object in creating any effect he deeires--fire, lighining,

twinkling stars, and so on.27

Smatal Ak spaciiig?t

General 1llumination

2ellnitien and purmoss of genersl illuainagklon.-~-
General illumination ie ehadowless light which has ae its
purpose enabling the audience to see comfortably and clearly
everything that it is intended to see.29

Sontrol of Eensral illusinatlopn.--General 1llumina-

tion is usually evenly and constantly distributed throughout

27Bowuan. pp. 64-66, 127-40. Gassner, PP» 568-69,
Heffmer, pp. 353-58. Perfection Lighting Co. Inc., pp. 46-48,

2Bﬁoffnor. Pp. 324, 331,

29powman, pp. 3-4, 15, 64, .Gassner, pp. 782, 790.
HefMmer, p. 327.
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the stage area.’0 The quantity and color of the 1light are
usuflly varied} although they, too, are even throughout the
stage area at any given mocment. The constant distribution

is usually aohieved by striplights (footlights light the

stage area from below as light reflected from the ground or
floor would normally do, border lights light from above the
acting area) and beam lights (beam lights light from an angle
above and at eocwe distance in front of the acting area and
usually aid specific illumination, also). Color is generally
varied by additive mixing of the primaries in various propore
fione. It 1s usually desirable to utilize the oolor of gener-
al 1llumination to aid specifio illumination in setting the
2004 of the play. For examples, a party acene might call for
a partially saturated yellow or red hue; a stone cell might
eall for a ehade of blue. Quantity of general illuaination

is veually controlled by dimming lampe in or out. Again, vari-
ety and control is useful in atding specific illumination. For
example, it may be desireble to vary the quantity of general
illumination so that a festive scene has much general illumi-
nation and another scene has little or none during the produc-

tion of & silhouette.

Specifio illumination

Rafinition and purpose Qf specific lllumination.--
8pecific 1llumination is form-revealing or shadow-producing

3030wman, pp. 15, 64, Gasener, p. 570. Heffner, P. 331.
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1ight and has ae 1ts purpose to enhance the credibdbility of
the play by revealing form, approximeting reality, and/or
enhancing the emotional snd psychologicsl effecte Of the Play.

feairgl of apecific Alluzlnalion.~-In specific illu-
sination, variety of distribution, color, and quantity sre
all necessary to reveal form, approximate reality, and/or
ephance emotional and psychological effecte of the pley.’l
The even distridution from general illumination makes scenery,
actore, props, the whole stage appear two=dimensional end un-
interesting, for the level of illumination on everything 1ie
the same. Specific i1llumination 1s, therefore, necessary to
oreate highlights, shadowe, variety of composition, and
three-dimensionalien.

Caeting one hue of light on an object from one side
and another hue from the other side helps creste the effect
of three dimensional form, Highlighting one area by increas-
ing the quantity of light in it plus shadowing snother by
reducing the quantity of light in it also strengthens the
oomposition of the stage picture. Beam lights frequently
serve both of the above functions in addition to being uti-
lisable for general illumination.

Naturalistic accuracy is eeldom necessary in stage

lighting, but an approximation of reality is usually most

T

3180v-nn pp. 4=8, 12-15, 56,- Dolman, pp. 90-91,
296-97. 3“0"1' 345-“7. 381. F!"l.d.!‘lch. PP. 69. 71 109-110
Gassner, pp, 107-17, 553, 783. Heffner, pp. 327-30, ' 332.38.
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desiradble: sunlight should be of a warmer hue than moonlight;
household lamps should be lighted at night.

Emotional and pesychological effecte can be enhanced by
epeeific 1llumination in many ways; listing a few examples may
help oclarify this statement. The quantity of 1light desirable
for a mysterious effect is leas than that desirabdble for a
festive effect. Seeing the shadow of a noose may be more
effective than actually seeing the noose. Color may heighten
effect in two general ways.J’2 First, warm colore and higher
intensities can be used for comedy; cool colors and lower

intensities can be used for tragedy. Second, color symboliem,

. 4n whioh a color may become the symbol for something else (red

Bay symbolise fire, blsck may symbolice death, green may sye-
bolize envy), ocan be used. Certainly color symbolism can be-
ecme 80 sudbtile and involved that obscurity alone remains for
the audience, but effective consideration of eolor can aid

greatly in presentation of a play.33

Any equipment may be used in any manner to produce a

Biven desired effect in specific illumination.

£reducing a llsht deslsn .

Information required
for a 1light design

32Bouman, pp. 3, 6-7, 91-92., Tolman, pp. 345-47,
Friederich, pp. 109-11, Gassner, p, 108, Heffner, pp. 325«26.

33Dollan. P. 345, Friederich, pp. 109-11, Heffner,
P. 326.
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Gaadc reguirementn.--Knovledge Of the variables and
kindes of 1lighting and their purpose snd control is the basic

requirement of the light designer, But the actual produce
tion of a 1light defign for a specific show requires much ad-
ditionsl informetion.
S0ript regulrements.-~Firgt, the light deesigner must
study the secript oarefully, thinking especially in terme of
| lighting.3% Often 1t is useful to note and list the apparent
basic 11ght changes at this time. Or the designer may wait
for this task until after the next step~=consulting the
director.
RAzegtor's recuirements.~-Second, the 1ight designer
must consult the director.35 From the director he will learn

wvhat the particular approach to the play will be==(the style

of the show and the basic mood) as well ags any specific light-
é ing oonsiderations the director wants (special lighting effects,
- given colors, and so on).

SQiher tachnisal deslih reguiramsntg.--Thirv, the light
designer must oonsult the other technical dolignerl.36

It 1s most useful for all teohnical deeigners to meet jointly--

34Bovmnn. P. 9. Gassner, p. 377. Heffner, p. 399.
3SBownan. p. 10. Gassner, p.-377. Heffner, p. 399.

36Bovnnn. pp. 10, 145-50, Gassner, p. 377. Heffner,
P. 399.
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with the director if possible, at lsast after consultation
with him.

The director's approach will determine the general
time order of the initial lighting design. The set design
is commonly a prior oonsideration, but, 1f the show is to
be presented technioally primarily through the use of light,
the set may necessarily need to be designed 1n accordance
with and after the lighting design. If ocostumes are of pre-
dominant technical importance, the lights must be adjusted
to their color and distribution in blocking. In a like
sanner, makeup may be a strong deteraining faotor in the
lighting. Conesequsntly, the lighting design may be the ini-
tial step in the technioal designes, or it may be dependent
upon other prior technicel designs.>7

But, regardless of their time order, all technical
areas must be coordinated and sdjusted to one another in the
best possible manner for the total production.38 In fact,
throughout the techniocul planning snd execution, it is of
Breat importance to havs close cooperation among the technical
departaents in order that the production will have a maximum

amount of integrated work and number of good 1deas.

37Bow-an. pP. 10. iteffner, P. "400-408,
38Horfnor. pp. A400-408.
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£lecklne reguirensntg.--rourth, the designér must learn

from the director the light requirements that the blocking
of ohareotere demands’9--which general areas should be high-
lighted, which should be shadowed. The light designer should
always attend rehearsal(s) azfter blocking 1a aet; however, 1t
is usually necesaary to design the lighting before that point
has been reached in rehearaal, so learning the blocking from
the director prior to blocking reheareals 1s usually necea-
sary,

sgulnnsnt requiremsnts.--rirth, the designer sust know
the equipment including the budget he has and/or can have
svallable.?0 1In collsge theatre, the avallability of the
atage itaelf frequently limits the type of productlon.“l
Graphic recording
of a 1light design

“ith these six general areas of inforsation known,
the 1ight designer 1s ready to deaign the lighta so that
the requiremsnta of all eix areas are met in the most effective
wvay he can plan. He records this plan graphically with the
full realisation that later modification may be nocosunry.“z
His graphic recording=--1light plot, cue aheet, and perhape

39Bowmun. p. 10, Gasener, p.” 377.

“oaa-onor. p. 378.

“IADOVOQ PP, 83. 9&.980
“Qoaunnor. p. 115,
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additional diagrams--should make clear the number of instru-
@ente used (aseign a number to each), the type of each in-
strument, the number of lamps in each instrument, the wattage
of each lamp, the color of each color media, the purpose of
eaoch instrument, the wounting position of each instruaent,
the stage area covered by each instrument, the dimmer and
ewitch to which each instrument 1s connected 6n the control
board, &nd the dimmer readinge of eaoh instrument throughout

the show.43

Execution of a light design

Inatalling sguipment.--The first step in execution of
the lighting design is to install the equipment in the thea-
tro“--protorably early enough so that certain lighting
effects can be tried before thes mounting rehearesal devoted
to lighting, certainly before the lighting rehearsal iteelf.

Lishiing rehearsil.--During the lighting rehearsal,
all 1lighting should bs definitely eet;45 this may require
aany changes and adjustmente and a lengthy rehearsal. For
this reason, prior additione of lighting to the preduction
are helpful.

Rrass rehearssl.--During drets rehearsal, the emphaeils

in lighting should be upon smooth and accurate ccmt’.rol.“'6

ABBownan, pp. 143-47, Colman, pp. 268-T1, 409-10.
Gaesner, pp. 115-17, 377, 789-90., . Heffner, p. 399.

A4Geesner, p. 378. A51pig. 46191ﬂ-
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Additional changes should not be necessiry at this time;
ocossionally they may be, particularly if costumes and/or
Bakeup are added for the drese rehesrsal.

Lighting Coneiderations
dpplied to CpdiRuUA LoX

Anfernatkdon piauired
for the 11ghi az:2ik0

In producing the lighting design for Gedipua Eex, the
eix step pProcess listed on pages 183 to 185 wae followvead.

Basic requirements

A knovledge of the variables and kinde of lighting
and their purpose and controcl had been gained by prior course
worX, back stage work, lighting deeign and execution, and

technical direction.

Soript requirements

The chosen ecript?7 in@icated the following requirements:

l. Haturelissm or realism were not necessary, for the
Play wvas not intended to be realistic even for the period of
ites writing in the fifth century B, c.48

2, The trugic nature of the play would indicate pre-
deainsnoce of cool colore and lower intensitiee.

3. The regsl, formal, classical stature and language

of the play would indicate & 1ike mood in llghting,9

*Theban Plava. pp. 25-68.
‘sabovo, p. 45. 49 Avove, pPp. 14, A44=AT,
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4, The religioua nature of the play could be empha=-
aized or deemphasised.50

S. QLntranees, especially of the royalty, have a alg=
nificance that ahould be emphasiszed, perhapa by lighting.

6. An aet ourtain might or wmight not be uaed. 1If
not, lighta would take ita plaoce; 1f eso, curtain and lighta
suet be coordinated.

7. The chorua, if played by a group of persona (a
single person could de given the choral function), might
require or afford an opportunity for rich and varied ocom=
poaition in lighting.

8, The clasalcal divieiona5l of the play would appear
to indicate the bualc light changes. Consequently, the play
wae, at the time of acript atudy, roughly grouped into the
folloving baalic light changes:

a). The prologue, pagees 25«30, ia an explana-
tion by Oedipus, the prieat, and Creon of the tragic situa-
tion at the play's opening. Oeneral illumination of a cool
ocolor with apecisl illumination for Cedipus, the prieat, and
Creon would be prodable lighting.

b). The purados, pages 30=31, is the entrance
ef the chorus of Theban elders. FProbable lighting would
include variety in the compoeition during the entrance=--

esDecislly 1 it 1s a group=-ané the long choral ode.

-
50:!.]:0?. PPe 37-38. A5, 4&, 54, ;1:“)0“'. PPe. 45-46, .
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c). The first episode 1s on pagss 31-39, The
initial long spsech of Cedipus would need breaking=-probably
by blocking, perhape with variation in lighting, also. Cere
tainly use of epecific 1llumination to strengthen the com~
position of the stage picture would seem desirable. During
the angered dialogue between Oedipus and Teiresias a vara
hue would perhaps be desirable.

d). The firet stasima, page 39, 1is the second
choral ode. It would indicate a cooler hue than the prior
soene of anger.

e). The second episode, pages 39-49, would
prodbably indicate emphasis for the separate entrances of
Oedipus, Creon, and Jocasta. The angered dialogue between
Oedipus and Creon might again indicate a waram hue and/or an
inereased brilliance. After Jocasta's entrance the hue
and/or brilliance might alter.

f). The second stasima is on pages 49=50,
Again, waristy during the choral ode would seem desirable.

). The third epilsode is on pagee 50-56,
Jocaste's preyer should probably have some specific 1llumi-
nation; the religious nature of the prayer should undoubtedly
be indicated by set, lights, props, or something. The seps-
rate entrances of the messenger and Oedipus would perhaps
indicate chsnges in the lighting in accord with the way in
which the entrances altered the plej's mood.
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h)., The third etaeima, page 56, would probably
require veriety of some sort.

J). The fourth epiesode, pages 56-59, 1s the

climaoctio revelstion and should probably be lighted accordingly.

k). The fourth stasima, page 59, would agailn
indicate variety during the ode.

l1). The fifth episcde is on pages 59-68. The
long message of the attendant should undoubtedly be given
variety, perhaps by lighting. The entrance of the blind
Oedipus should probably be pointed up by lighting, and his
long speeches perhaps given variety by lighting. The separate
entranoces of Creon and the daughtera, as well as the exit of
Cedipus, should be emphaesized~-perhape by lighting.

m). The fifth stasima, page 68, 1s the cloeing
of the play and should be lighted accordingly.

n). The exodos, any action after the last
stasima, would necessitate lighting effecte in accord with

the action and mood,

Director's requirements

from oonsulting with the director, the following
was learned:

1. The approsch would not attempt reslism; the set
design would be formaliem-eymbolism,

2., Cool colors would Predominate; the general

illumination ehould be capable of strong intensity.
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3. Lighting ahould reflect the claasiciem of the
pPlay; howsver, audience analyalis would indicate that the
formal language and clasaical structure ahould be deemphaaiged
scmevhat. ©&Simplicity ahould predominate.

4, The religioua nature of the play should be deempha-
sised.

S. Eatrances, exits, and the clasalical diviaions could
indicate generel 1light changes.

6. The chorus would coneiet of twelve to sixteen men
and wvomen., They would aerve ae the Theban elders aa well as

the Thebdan citiszena. Conaequently, their initial entrance

- would come after the curtalin, during mualc, and before the

. prologue. The priest would precede their entrance, and they

would remain on the stage throughout the play. Thie factor
Bodified the basic light changes by prefixing two atepa:
Firat, the curtain would require aome lighting before opening;
seoond, lighting variety would be neceaaary after the opening
of the curtain, during the muaic and entrance of the priest and
ohorua. (The paredoa would be replaced by a atasima, but basic
lighting for that point in the script would not be altered.)

7. The ecript would not be out. The speech of the
attendant would be broken and given to two women.

8. The entrance of the blind Oedipus should have the
most etartling and dramatic lighting.

9. There would be no exodos; a final curtain would

fall after the final staaima.
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10. There would be a curtain call. These tvo last
eonaiderations would suffix two additional atepa to the baalc
lighting changea: First, the final curtain would require
aome type of lighting; second, the curtain call would require
a given 1ight change.

Other technieal
deaign requirements

In Qedipus [ex, both the aet and the costumes took
auperordinance over the lighting in time order of design and
predoasinance of deciaiona.

E8L% dealin.--From the eet dealign, the baaic lighting
took the following modifications:

1. There would be a aky to be lighted.

2. The altar would require specific i1llumination of
eome aort,

3. The palace doors would serve for the entrances
of the royalty (including the blinded entrance of Osdipus)
and would require apecific illumination, probably of a strong
intenaity.

&, The numerous levels--columna, stePs, platforms--
eoulé aid light compoaition greatly in form revelation.

5. The saximum stage depth, width, and height would
be used.

6. The colore of the set--blue-green, blue, blue-red,

red-orange--wvould help determine lighting colors.
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7. The style of the set design~-formalism-symboliBg.-
would help indicite the style in the lighting design.

Lontume deglgpn.--From the comtume deeizn the follow=
ing modification® were indicated:

l. Costume colors~-set and costume colors were the
sare-~-would help determine lighting colors.

2. The costume etyle--not realistic, but etylized--
would help indiociite the 1ighting design style and mood.

Makeup feplzn.-~The makeup colors were coordinated with
set, costume, and lighting colora. However, the etyle--not
the claseiocal use of masks; not realistic, but stylized make-
" ups-again reflected the play (including the lighting) mood.
Eroperties.--The props in the play would be few in

number and seall in sise. Thelr colors would be integrated

witb the set, costumee, and lights. None of them appeared
t0 necessitate specific 1llumination,

Sound sffecte.--The opening music would be taped and
eerve ae the cue to open the curtain. (At a specific point
in the music as indicated by the reading on the tape, the
ourtain would be opened.) The initial lighting effects
sheuld roughly follow changes in the music. &y timing the
lighting changes with the music (noting the resdings on the
tape), all cues for opening the ehoi~-lighting, curtain, and

80 on==coOuld come from the sound effecte technicilan.
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Blocking requirenente

1., The chorus was generally blocked on the altar unit
and around the DS!' and SC columns. Gernsral 1llumination Dlue
some epeciflc illuminaticn on each of these three areas would
serve to light the chorus.

2, Jocesta's prayer would require specific 1llumina-
tion at the altar—~=-perhaps the same as that uaed for the cho-
rus movement on the altar unit,

3. 2Royal entrancese through the pelace doors would
require epscifio illumination.

A, The entrance of blinde? Oedipus would require a
special specific illunmination.

5. The upatage area would not require strong general

illumination,

Equipaent requirementa

RDissera ayallable.~-A control board with sixteen
resistence type dimmers, each capable of carrying 3000 watts
at 110 volts, was available, For the relative flexibility of
the dimmers see Table 10,

doatrunents Axaeilable.--The available budget made
purchase of lighting instrumenta nearly prohibitive. Con-
sequently, the stock on hand should (1f at all possible)
eeorve as the total asvasilable numboruzr instruments. tor the
type, numdber, and condition of available instrumente see

Table 11.
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A841t1908) sonipasnt ayallakle.--In addition to the

inetruments, several hundred feet of etage cable, extra fuses,
and color media--glass roundels for the foots and rolling

striplights and a full stock of Cinabex--were avallable.

Menat a¥allahle.--The budget was minimal.

TASLE 10
AVAILABLE DIMMERS

— ra

Fo.8 Relative Flexibility

—_— -

11 Permanently attached to three circuits in the foot-

21 1lights
3 &

24 Female outlets are permanently attached along the
25 Dbalocony rail--the beam light position

16 Outlets permanently attached to a 36 foot battenP

14 Outlets permanently attached to two ocirouits of
15 the SR and B8L wing pocketa

12 Attached to cablea which can be atrung or run from
13 6k wing to any position on the stage

22

23

33

SFor dimmer numbering syatem eee phige 204,

bThlo batten nmust be concealed by flying 1it, ground
row, or otherwise.
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Instrument type | No. Condition
No, |"atte Condition
[—
Beam projectors | 3 Excellent 3 1500 HAeow
Ellipsoidal 8 | Excellent 8 500 | Hew
spotlights 8 500 0ol4
e
4 | Poor to falr 4 500 0O1d
20 | Poor to fair| 18 |varied | 014
1l Lxcellent 2 | 1500 Hew and 014
2 1000 Aev and 014
2 | Good 1 | 1000 | New
2°| 1000 a4a
6 | Fair to good | 100 |60=100 | ew and Cla
u=m relling 3 Excellent 20 150 New
or hnﬁi
stripl ;%-
je1anp 6 | Fair to good | A0 200 | Mew and 0l4
striplights
D

B

Produocing the design
¥ith the required information avalilable, the light-

ing for 28412us liex vas designed.

The required information

indicated five essential 1lighting problems--genertl illumi-

BMation, chorus illusination, palace door illuamination, blind

eatrence illumination, and sty illumination.,
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General 11lusinatlon.==For general 1llumination, foota,

bordera, and beam lights were planned. The foots and borders
weuld have primary red, greon, and blue each on a separate
ciroult; by additive mixing, any hue of any saturation and
6f a medium or low brilliance could be produced,

Paet experience indicated the following about the sSouth
ﬁakotn State College permanent footlighta. 8ixty watt lampe
in each of twenty-four red and twenty-four green foot lamp
outleta would give adequate maximum light intenaity from the
red and green foots. Because primary blue tranemita considerabd-

17 less light than do the other two primariea, twelve 75 watt

" and twelve 100 watt lampa were placeil alternately in the blue

foot lamp outlets.

Past experience with the South Dakota State College
etage indiceted that to adequately cover the entire depth of
the stage (including a rear drop) three rows of border lighta
are neceasary; two rove will cover the stage area exclusive
of a rear drop; one row downstage will light approximately
twoethirda of the stage from the curtain line back, Blocking
for Qedipus Rax made aubdued lighting intenalty upatage an
important conaideration; therefore, one downstage row of
border lighte (with the poaeible neceeseity for additional
atriplighta for the sky) waa decided uUpon. Three strip-
lighta with eix lampa each can cover the entire 8outh [akota
State College etage width fairly adeqtiately; four units give
g004 coverage. The 150 watt lamp units are somevhat limited
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in intensity; the 207 watt lamp units are sdequates for intensity
for all thres primary colore. Consequently, “our stripiighta
(each vith eix 200 wvatt lampe) vwers designed for plucement on
the farthest downftage batten.

Eight 4¢" ellipsoidal spots (each with a 500 vatt lamp
and hung fror the baleony rail) are frequently used in groups
of four pairs to light four sections across the entire down-
stage width of the Eouth Dakota Stete College stsge. (Beam
lighte frequently aid sPecific¢ illumination by being focuaed
in peirs on one-third, one-fourth, one-sixth, or one-eighth

i
'of the etage ares, Then by dimming in or out any eombinition

_it pairs of desm lighte, high lights and ehedowe can tw varled,)

‘m Seadimig Gax 1t wae decided to ua# other instruments and

, "Iuhor mountinga for highlighting given areass &nd to use alx

?".Ntn lighte==each focused on the entire downetsge width in

. 8rder to give a Possible high intenzity to the general 1llu-

sination., Partially saturated hues of color medit (thre® wars-

er hues direoteéd from stage left, three cooler one? from stage

Pight) wvould aleo help vary brilliance, saturstion, and hue,

as vell ae reveal form--s function of mpecific 1lluamination.
chorus dlluminsation.==-A great desl of variety in light-

ing for the chorus was planned by uas of changes in color and

Quantity rros the striplights plus any combination of hea®

1ights and specific 1llunination on the &ltar, SHn column, and

8¢ coluamn,
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The altar unit was considered a more important spgcific
illumination area than the two DS column areas: The altar
unit was one of the two basic set units and had to balance
the pillace; 1t had symbolic eignificance, ite religious use;
and it had important uses for the priest and Jocasta as well
a® the ohorus. Conaequently, a beam projector with ite con-
centrated beam was used to light the alter unit; two olivette
floodlighte were used to give specific illumination to the D8
column areas, The color media colors--unsaturated hues of
lavender and two different bluea--were choaen for several
reasons: Three different colors would aid the composition

of the stage plcture; cool colors would ald the tragic mood;

: unsaturated colors would permit eufficient intensity and

' would not interfere with the function of the strips to altar
basic hue; lavendar and blue would enhance the colors of the
oot and costumes.

Plates VIII, X, and XII ehow planned chorus illu-
Sination; Flates IX, XI, and XIII show actual chorus illu-
mination.

£alace doar 1lluminstion.--A beam projector seemed
desiradble for lighting the palace doors, for it could produce
ths intensity when needed, the concentrated central beam could
highlight the entering figures, and the lees concentrated outer
beam oould cover the width of the palace unit, If uveed with
the general 1llumination and/or DS ®dlvettes, 1t could permit

necessary three-dimeneionalisa. The angle of the beam which
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would offer greatest visibility and feweet number of ehadows
on the actor's faces would require an instrument mounting some
dietance in front of and above the doors. The beam projector
could certainly be of sufficient intenaity if placed on the bal-
cony rail, but the epill might cover the act teaser and/or pro-
acenium arch. Actual trial of such an installation was neceseary
to asoertain that a beam projector could be used from the dal~
cony rail to light the doore, A warmer color was planned both
te point up the entrancee and to pick up the colors of the royal
costumes.
For additional variety end added three«dimensionalissn,
{A eide light from 8L was planned. Again trial was neceseary

" to indicate thst a A§" ellipsoidal could be fooueed froii the

6L fly gallery through the USC and SC columnes and onto the
‘ Palace doore. Another (but a different) warm hue was planned
‘for thie light, which could perhaps alsc eerve for specific
illumination for the chorus,
Plates XIV and XV indicate a possible palnce door

1l1lymination and a similar illumination used during the show
1teelf.

21ind enirance 1lluminetion.--Osdipua' blind entrance

occurred through the palace doors, but required a different
lighting offect.? Again, a beam prjector was ohosen for

its concentrated beam and great inteneity. If mounted above

52,bove, p. 191.



the level downstag® of the Aoors, It would cast unreal shadows
upotn the face of the entering Oedivus. / red=purple hue waa
Planned to aymbolically help emphasize thes bloody act of
OsQipua’ blinding #nd hie regal status. 4 low intenaity of
1light on the chio™e2 would help dsemphusize thenm,

Plater X¥! and ”"IT ehow the planned and performance
111umination for this action.

2kY 1lluningiian.--The sty would ferve only es an une
obtruaive, dbut integrated, background. Strong intenalty
lighting of i1t would be undesiradle dbecauae of the attention
it woul@ attract to the background. B8ut, on the other hand,
1f the exy lecksd sdequate lighting, it would be a Getracting
factor. The other lighting inatrument would all have some
effoct upon the iky, and only actusl trial would indicate
vhet kind of effect. Ko definite specific illumination for
the aky waa planned, but one ellipeocidal, seven stripe, one
follovw epoOt, and all the general and dbaby Epote, as well se
one dimmer, would be availadle if specific eky 1llumination
were found to be naceseery or deeiradle.

It was planned to use the available Ainmer bdoard with-
out any additiona or zodificationa., Ko reuee of a dimmer
for d4ifferent instrumente in different scenes waa planned.
(Frequently thig ia neceassry with the semi-permanent and
reetricted dimmer control board in the &Htate College Theatre.)

For the designed dimeer uses see Table 12,
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J No. Instrument Attachment
‘F’ i
11 Use the three permanent foot circuits for the foots.
2l
n
@4 Use three balcony rsil outlets for three pairs of
:2 beam lights. Use one outlet for the palace door beam
proJjeotor,
27
16 Fly the batten D2 and uee for the D3k column light.
‘14 Uss one AL circult for the fly gallery mounting of the
‘25 pslacek door ellipsoidal., lieserve the other circuit
[ for possible specific sky illumination.

Use three cadle cutlets for the  three borderlight
g¢irouits. Use the other three ocutlets for the SC
Olivetts, the nltar deam projector, and the blind
entrance beam projector,

e

fCogpire this table with Tabla 10 and Diagram 18,

The lighting design made use of only available in-

strments, other equipuent, dismmer facilities, and the

Binimal bugget. Its great simplicity--general 1llumination

Plus only eix specific lighting units~-vas nevertheless suited

to suoh variety ias oomposition. And the design did serve

(with necgesary moaifications53) as the final lighting deeign.

53For the godifications requir#d in the lighting

design, nots the final graphic recordings 2nd the execution
of the design.

[, 3§
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The sctual planning of the light design was done
Jointly with the lighting cheirman of the backstage crew.
It cannot bDe overstreseid that the cloeer the cooperation
is among all peresons connected with a show, the better is
the show because of incressed number of good ideae, integra-
tien of all work, involvement of sll workers, and genersl

hareony of the production and workers.

lleeerding the design
In order to make the final graphic recording of the

1ight deeign ror QediRuUl gk more compmct, a consistent set
-er sJubOle and abbrevistions is used throughout the records.

: inatruasnt lakela.-~The instrument label indicates

She type of inetrument by letter anc the specific instrument

| by mumber,
' Code for the type of instrument

F==fl00dlight
O==0livette
g==gpotlight
e=-9llipsoidal
fee~follow spot
B-=beas Projector
8T==ptriplight
f==footlights
be=borderlights

Thus, ¥o 2 1s the second listed olivette floodlight,
80 7 1s the seventh listed ellipsoidsl spotlight, or STb 4
is the rourth unit of border striplights.
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dnstrugent pletorial labels.

Clivette floodlight D

Ellipsoidal spotlight %

Follow spotlight @
Bear projector @
Foot striplighte T o O
Border striplighte T [*
&E QiEEer pupher.--Each dimmer number has two digits.

r_f-_-'l_fho firet digit indicates the number<of the bank of dimmers
o and numbers the banks from top to buttom. The second digit
indiocates the dimmer in a given bank and numbers dimmers from
left to right., Thus, 23 1s the third dimmer from the left in
the seeond dank frium the top; 31 is the first dimmer on the
left in the third bank from the top.
Abbraxiatigna.=-=-Primary red, primary green, and pri-
BAXY blue are listed as R, G, and B respectively.
Cinabex calors are indicated by "C" followed by the
Cinabex number and name.
8peoifio and gsneral illumination are listed as sp.
111. and gen. 111, respectively.

Lt. standa for light,

s L 3.
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TABLE

FINAL LIGHTING DEBION

R e e e, e Y ——,

—

83¢¢ Dlagrams 19-22

boge Disgram 18

Instruaent | Inetrument type | Kumbder of Coler
label lanps
STf 1=6 Striplight 12 lamps in 2d each of R, 0, and
each of 6 B glasa roundels
units, or
T2 lamps
STb 1-4 Btriplight 6 lamps in 8 each of
each of & C6 primary red
units, or C39 primary green
2A lampe C20 primary blue
8e 16 Af" Ellipsoidal |1 lamp in Se 1, C51 gold tint
each of 6 8¢ 2, C54 pale rose
unite, or ge 3, CSA pale rose
6 lamps Se 4, C36 pale lavender
8e 5, C% pale lavender
Se 6, C54 pale rose
o — - = e —
8e 7 A{" Ellipsoidal |1 lemp C2 light amber
B1l 16" Beea 1 lamp C5A pale roee,
projeoctor doudble thickness
B 2 16" Beanm 1 lamp C36 pale lavender,
projeoctor doudble thicknees
B3 16" Heam 1 lamp Cl3 mmgenta and
projector C36 pale lavender
wvith 3" hole in center |
Fo 1 18" Olivette 1 lamp CAD 1light blue
Fo 2 18" Olivette 1 lamp C18 middle bdlue
doudble thickness
Sfe Follow spot 1 lazmp C18 middle blue
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FOR QERLFUS LEX
A e —— — — - — ——
Yattage Furpose Hounting® Area covered? Dimmer?d
' |z
24 lamps of Gen, 111, |fermanent, dntire width of 11
60 watts ea. | from in apron etage Dlus lower |21
for the color | under- edge sky )|
R& Gj for B, | neath
12 lamps each
of 75 & 100
vatte
| —
20 laape of Gen. 111. |DS batten Entire width of 12
200 watts es. | frow | stage, C8 & DS 22
overhead 32
lamps of Gen. 111, |Balcony Entire width of 2A
watts ea. | bearm rail stage, C38 & DS 25
lighte 7
wvatte % Sp. 111, SL fly Palace doors and |14
esp. gallery CS & US from a
doors SL angle
- 1500 watts 8p. 111, |Balcony Falace doors from | 26
L. doors reil a front angle
*!500 vatts ep. 111, |SC om Altar and eky 33
chorus SC batten
— ———
1500 vatte Sp., 111, |SRC on 3/A4 | First 2 levels 13
blind 1t, (US batten D8 of the pelace
doors
——
1000 vatts Sp. 111. |D8R on Around DSA eoluan | 16
chorus D8 batten
h
1000 wvatts 8p. 111, SLC on Around DSC column | 14
chorus SC batten and eky
e -
1500 watte 6p. 111. | Spot booth, | Followed Oedipus | None
blind 1lt. | rear balc sfter blind en~ in
opposite 5C | trance spot
booth
e e
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CONTRCL BOARD CIMMER-INSTRUMENT CONNECTICON?
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tontrviled f >m separate dimmer anud switceh,



GENERAL ILLUMINATION INSTRUMENT MOUNTINGS
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For the convenience of the technician, unites of a

series are numbered froa his left to his right. If the light-
ing control board is in the auditorium (the ideal locatien),
the units would be numbered from the audienced left to right.
If the 1light control board 1s inadequately located backstage
(am 1t 18 1n the 8outh NDakota State Lollege Theatre), the

Units are numbered from 8L to SR as they are numbered here.
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CHORUS INSTRUMENT MOUNTINGS
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Scals: lem=5',
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In additlion, muchi of the lighting of the chorus was

done by use of general {llumirnation-~particularly low inten-

sity, strangly ,stureter orimery huss from the foots and borders.
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PALACE DOORS INSTROMENT MCUNTINGS
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8¢ 7 also furnished specifice illumination for
the chorus.
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BLIND ENTRANCE INSTRUMENT MOUNTINGS
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Explenatien of Iablgs 14 and lS.--Each specific lighte
ing ohange 18 eet during the 1light rehearsal by ooordination
with a point in the action of the play. That point of action
then becomes the cue action for the specific lightingchange.
The lighting cues for {§ililius Lax were taken by the light
chairman from the sound effecta technioiamn at the opening of
the shov and directly from the aoript during the remainder
of the show., (8ometimes the oue 1s relayed to the light
technician(a) by the prompter or stage manager.)

Tadble 14 shows the correlation between the script or
Busic aotion and the cue number.

Tadble 15 showa the oorrelatien between the cue and the
epeocifio lighting for eaoh change. Only chanfes in the dimmer
or switch readinga are reoorded. Light changee are usually
fsceesarily gradualj conaeguently, each cue flowed dirsmotly
into the next ao that by the time the cue action was reached,
the 1ighting was at the reading indiocated by that action's
eue number. Only the lighting for Oedipus' blind entrance
vas purposgly eufficiently rapid to be perceptible. The
dimmere are rated on a ten point soale; zero is dimmed

¢opletely out, ten 1s dimmed completely in.
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TABLE 14

FINAL LIGHTING CULS FOR QERIPUS REX

__ - ___—
Cue | Tape Generel Action
Ko. | ileading or
P..s. Eo.
— — E— e

1. | begin tape | iudience degins to mssemble

2,| 7:58 pemss | Foot 1llumination on the act
tape, 988 | curtain

5. | 1035 Change in hue of foots
A. | 1097 Change in hue of foots; houee
lights out
» 5. | 1104 Curtain opens
1 6. | 1139 8C chorus olivelte brought in
i 7. | 1180 end | DSi chorus olivette brought in
of mueic
8.| p. 25 Priest enters USL
9. | p. 25 Chorus enters USL, CSL, D&k, CSR
10. | pP. 25 Osdipus enters from the palace
11, | p. 26 During priest's speech
12. | p. 27 Before Creon's entrance DE&R
13.| p. 30 First choral ode
14, | p. 31 Chorus' movenent to the altar
15.| p. N1 OCedipus entere fffom the palace
16.| p. 3% Teireaias entergy from USL
17.| p. 39 Becond choral ode
18.| p. 39 tefore Creon's entrance C8L

 19.| p. 39 After Creon'e entrance
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TABLE 14--Continued

p— — —
Cue | Tapw
No, | Reading or General Action
Page Mo,
pe—1
20. | p. 40 Oedipus entere from the palaoe
2l. (pP. A3 Joocasta enters from the palace
2. (p. 49 Jocasta and Oedipus exit into
the palace
23« | P. 49 Third choral ode
24, | p. 50 Jocasta's prayer at the altar
25. | p. 50 Xessenger enters D3R
2. | p. 56 Fourth choral ode
2T. | pe 56 Eefore the shepherd enters USL
28, | p. 56 After the shepherd enters
29. | p. 59 Attendants enter from palace
30. | p. 61 Blind OCedipus enters from palace
31. | p. 62 As Osdipus speaks
32. | p. 62 As Oedipus moves down lower steps
33. | P. 65, Creon enters DSL
34, | p. 68 Aftsr Oedipus exite D6t ; final
choral ode
35. | p. 68 As curtain closes
36, Curtain call
7. After the final curtain falls
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TABLE

FINAL DIMMER READINGS

Cus Qenersl illumination
Hoe | &
e
- Yoots Borders
g —
g | STf 1=6 | BTF 1«6 | 8Tf 1-6 | 6Tb 14 | STb 1-4 | 871 1-A
5| #1, e |[#21, R |#1, 8 |42, & |#22, R |#32, B
1./ 10 on O on O on O on O on O on O
2. 10
b IS 10
4, (o} 0 0 10 T-
— ix o 1= = —
S 10
S Sl _ e =t
6. AI.
2 T
b=
8. [
| i
O
10.
11,
- o= s § -
12.
13. S 10
14, 10 (o} (o}
— -
15. )
16. 8 (4
17, 7 0
18.
Note: LEach instrument generally serves several

8 2, and Fo 1 provide most of the sky 1llumination,
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yor QRRIPUJ HEX
A ——— — ———— |
Specific illumination
[—
Beams Palace doors Chorus Hlind entrance
| F
8o 1-6 |B1 Be 7 Fo 1 Fo 2 B2 B3 8fse
24, 25 | 426 #14 #16 #23 33 413
& 27
._
oa O on O off on O on O on O on 0 off
A
2
A
on O
&
6 -
0
5 4 10 (o)
(o} 3 (o] 2
7 10 o
5 |
purposes; it is listed by ite predésinant purpoee. STf 1-6,



TABLE 15--

[ —————————— e — — —— __—_ _]

Cue
Ho,

House lights

General illumination

Foots

Borders

8Tf 1-6
11, 6

arr 1-6
#21, R

ST 1<6 | 8Tb 1~4 | 3Tb 1-4 | 8Td 1-4
#31, B | N2, G | §22, R |#32, B

18.

10 T 0 7

19.

20,

21,

22,

23.

24,

5.

26,

e7.

28.

29,
30.

3.

Je.

o
+—13
i |

33.

34.

J5.

10

36.

10 T

37.

10
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L _____ __ _ . _ ]

Specific tllumination
.“'-_-__ -
Beams Falace doors Chorus Blind entrance
89 1«6 (B 1 Be T Fol Fo 2 B2 83 fe
24, 25 | §26 714 ¥16 423 #33 ns
& 27
0 (o} o] T 10 5 on O off
|
!
1
]
S —
&
o =
(o]
‘1 10
5 o |
= -
(o]
. S 7
lh—--ln—-—lnl——-
0 24 off
-] 5
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Explanssion of flates VIII through XVI].-~The even
numbered platee are photogrephs of planned basic 1ight read-

ings; the 0d¢ numbered plates are photographs of similar read-
ings ueed during the show. Flstee VIII through XIII concern
ochorus i1llumination; Plates XIV and XV concern palace door
1llumination} Flates XVI and XVII econcern the blind entrynce.

Chorus 1llumination was planned to use foot and border-
1light genersl illumination plus any oombination of beam lights,
DSR and 8C olivettee, altar beaa projector, and poséidble other
instruments.

Plate VIII showe one possible chorus lighting with one
primary color in foots and borders full and the 3C olivette
at a reading of four, (This exact ltght setting was used for
‘cue 6.)

Plate IX shows the same basic light pattern as Plate
VIII with slight readings (§ to 3) for beam lights, palace
door beaa projector and ellipsoidal, DSR olivette, and altar
beam projector. This photograph was tzken midway between cues
15 and 14, (Length of time exposure accounte for the appirent
greater quantity of light in Plate VIII,)

Plate X shows a second possible chorug 11ghting using
foots, borders, D&l olivette, and altmr befm projector.

Plate XI shows cue 23 ueing quh a pattern with one
addition, the palace door ellipeoidsl from SL,.

Plgte XI1 showe a third possible chorue illumination
of foots, borders, D3~ and 5C olivettes, altsr beam projector,

and palace door ellipsoildal,
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Plate XIII shows the same combination (with a slightly
inoreased reading for the 8C olivette and altar beam projector)
during the ehow, cue 24,

Plate XIV shows a generally planned illumination for
entrances through the palace doore--general illumination,
some toning froam the olivettee, and use of the Dalace door
beam projector and ellipsoidal.,

Plate XV showve cue 15, the same combination wvith a
reduced dimser reading for the palace beam projector.

Flate XVI shows the planned lighting for the blind

;'outrlnoo--bluo foots and borders full snd blind beam projec=
I. ter rull.

Plate XVII ie cue 30, the eame reading with the addition
of the D8X olivette. The great contrast between the brilliant
besa projector and the general illumination cannot be photo-
graphically reproduced with accurscy, for the photographic
fils 1s not eufficiently sensitive to record the differences
ths eye can note. In taking these last two photogriphs, the
General illumination required a lengthy time exposure before
the bdeam projector vas turned on. This accounts for the

apparent difference in general illumination of the photographs.
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PLATE VIII

One planned i1llumination for the chorus.
Actually used for cue 6,

R {!:{h;l'....
s ..;_Tn . “:_‘;ﬁh

PLATE IX

Same readl ight toning from other
instrumen nidway between cues 13 and 14&.

"3




PLATE X

A second planned i{llumination for the chorue.

The same ajdditlional instrument.
Used for 27

22



PLATE XII

A third jllumination for the chorus.

[V}

The same uv1l’ quantity from

two instr
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PLATE XIV

A planned illumination for the palace doors.

The same reduced dimmer reading
for the projector, Cue 15,

23

S A IR




PLATE XVI

Planned 1llumination for the entrance of
blinded Oedicvue.

The samne {enal 1nstry~
ment. Cue

22
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Exscutlon of the llsht desisn

Installing the equipment

Utiligation of equipment available in the South Takota
State College drama department omitted the posesidbility of equip-
ment delay that might arise from orders, back ordars, or rented
unite. However, installation of the equipment had to by de-
layed until Nay 16 and 17, two days before lighting rehearsal,
for the stage and light equipment were being used for numerous
shows up through kay l4, On Kay 15 set considerations predoms—
inatead.

Bo, on May 16, the six ellipeoidal beam lights, the
palace beam projector and ellipsoidal, and the blind bean
projeotor were installed. £5ince the technical work was done
by 8tate College students and staff, most of whom have heavy
daytime schedules, the installing of this equipment on Hay 16
oaocurred during the evening reheareal and was limited to unite
mounted off stege. The blind entrance beam projector, Eounted
on stage, was inetslled during a break in the rehefirgsl.

The regainder of the lights wver® installed on the 17th.
After the lights were installed, seversal lighting combinationes
wore tried in an effort to determine what type of lighting
should be used on the sky. Illumination from the foots and
spill fres the SC olivette and altar beam projector made pos-
sible numerous light changes on the eky. &0 no epecific 1llu-
mination for the sky was planned unless lighting rehear®al ghould

indicate euch a need,
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After in®tallation, it wee obvious that all inetrugents
would dim oompletely ocut with the exception of the palaoe
ellipsoidal ®ounted in the fly gallery. (esistance type
diflerg will not dim lamps ocut ocompletely if the loed 1s in-
suffioient.) Additional resistance could have been added to
the 1188, but the slight intensity »f the lamp at a dimmer
refiding of rero made additional resistance unnecessary.

During the course of lighting combination triales, the
Cinadbex in the blind beam projector melted in the centrel
arsa of the strongest beam concentration. The effeoct created
by the central hole seesed to add to rather thsn detrsct from

the effeot; therefore, the Cinabex was not changed.

Mounting rehearsals

Although ths rehearsal on ¥ay 18 wss primerily devoted
to the aotors' ndjustment to set, sore tentative lighting ef-
feats as coordinated with gom: tentative cues were planned.
Prior to rehesrsal time, the 1ight chairnan and technical
direoctor decid¢d upon some generil illusination patterne--gee
Plates VIII, X, XII, XIV, mnd XVI. These changee were then
royghly ooordinsted with the classical divisione of the soript
as listed on pages 188 to 190,

During the rehgarsal on the 18th, the dimser readings
wore tyntatively syt for the show. 7The light boer at Steste
College 18 in the right wing: the operutor stands turned three-
fourths ,way froa the etage, and uul:_f‘lng of the wings usually
requires nearly entirely blocking hia vie¥ of the stage. As
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a conaequence, the lighte were set by communication frgy the
techniocal director at the house phane to the light chairsan
(wvho operated the control board) at the econtrol board phone.
The light chairean would, when time permitted, come out front
to see the aspecifio effect and to coordinate har 1deae with
those of the technical director. Thias eystem of metting lighte
1s most inadequata, especlally from the standpoint of the ¢on-
trol dboard operator, And operating lights from suoh a poaition
19 equally d4lesdvantageous.>?

The predouinantly overhead lighting for the dlind entrence
414 not giwve gufficient light to Cedipus’ face, so the follow
spot was added to follow him after his last entrence,

During lighting reheinrsal, tha light changes and cues
are oot, one hopes permanently, This means that a scene must
DO repeated until the light change 1is determined and can be
agourately performed. As a consequince, a lighting rehsarasal
ean beoume extremaly long, particularly 1f the techniciane are
inexperienced, ths plot 1s omplex, and/or prior trial of eocme
lightips has been liasited.

The lighting rehearsal for Qgdlpus iA@X on “ay 19 went
vell with fev repetitione. The Dasic 1lighting ohanges to be
made before the costime and makeup rehefireal the next evening
were five 1in nygber:s (1) Correct the 8p1ll that one border
lagp wvas ocasting on the first teaser. (2) Mgke the edge and

S

y‘bOV-. Poe 1680




sovement of the follow spot more subtle. (3) Dim the blind
beam projector out sooner. (4) Increase genersl illumination
during the scene with the shepherd, (5) In general, make the
changes more slowly, one flowing directly into the next.
During the mounting rehearsal of Kay 20, the costumes
and makeup were added. The color of the follow spot Cinabex
washed out the effect of blood around Oedipus’ eyee and had
to be changed to a medium blue. The light intensity for the

curtain call was aleo altered--decreased,

Dress rehearsal

After the dress rehearsal, sll Cinabex were checked to
insure that they were not in danger of 'melting, fading, ocurling
out of the frewme and creating spill, and so on. (The hole in
the blind beas projector had been retained.) Additional al=-
terations in lighting were not needed for the performancee;
however, 1t wgs necessary on opening night to correct an al-

teration made in the follow epot adjustment by the Mefiorial

Day assembly orew. 35

S54ivove, p. 98.
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BODY FOIL CHAPTER VII

Generel Considerationa in HMakeup

Ix8 purposes of makeup--
gensral and spgailic

General purpose

RaL£inliign.--The general purpose of makeup 1s the same
as that for all technical areae--to enhance in the best poe-
sible way the expreseion of the plny.l |

AshisYsgenk.=-In order to accomplish its general pur-
pPose, makeup must be coordinated with the production in style

and mocd. The audience, however, genérally expects a defi-
Aitely realietio appearance in makeup except for charactsrs
from fantasy or for characters in clearly stylized plays.
Consequently, the real art in makeup often becomes concealment

of the art.?

Specific purpose

881011100, --Xakeup sbares with costuming the speoifioc

purpose of helping each actor portray hie role.3 Proper

aakeup deeign takea into account the actor himaelf af well ae

the role he 1s acting.

—

1anun. p. 155, Gassner, pp. 118, 120, Heffmer, p. 4A28.
2(:oreon. ppP. 2, 174-82, Doluan, pp. 297-98.
30assner, mp. 119, 393-95. Heffner, pp. 419-20, A28.
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=~iakeup should be coordinated with thy
actor as a person.”® The faclal (and other bodily) bone and
Byacle structure, control, and use differ in each peraon,
Makeup should be used to conceal or alter an actor's bdbone
or mueele atructure not in keeping with the character. But,
equally important, makeup should emphasize the muscles and
bones of the actor which give strength and clarity to hile
characterigation, Nakeup is applied to a living mobile face
and body and must utilize the lines and movements of that
faece and bdody.

Makeup ehould be coordinated with the actor's role.>
Frequently makeup 1s discueeed as being straight (makeup
applied to correct the actor's own skin tone and to make
him more attractive) or character (makeup used to completely
ohange the actor's appoaranco).s Following is an explanatien
of why ths uee Of straight makeup would eeem to be a deterent
to the characterization of any role:7 Just ae each person ia
different from any other person in the world, so every dreamatic

charecter should be unigue. Such uniqueness can only be

acor.m’ PP 99-1060

Scorson, pp. 99-106, 60<75. Dolman, p. 378.
Gasener, pp. 301-82, Horrﬁor, pp. 426, 430, 432-33.

6
Dolman, p. 377. Gamsner, pp. 379-60, Heffner,
P. a49-so."ji; L : 20 ibe Art of Nake=up
?9 booklets; Hollywoed, California: &az Faot or—skew

up Studio. 1952). No. 1-90
Tcorson, pp. 60, T2.
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achleved by thorough understanding of the character derived
from knowledge of the factors in hie life which have contri-
buted to hies present physical appearance. Seldom would
glorifying the actor'e exact features be a true indication

of the character'e present physical appearance; instead, the
oharacter'a eex, heredity, environment, temperament, health,
and age would have to be studied to give an accurate snever.$

Generally speaking, men play men and women play women
in the theatre today, 80 there is little necessity for con-
cern by the makeup artist about a character's sex.

Heredity ie responsible for the baeic characterietice
of bodily bone and muscle structure. In each individual there
is similarity of bodily structure (especially to other members
of his race), but there are also unique differencee. Expreesive
hereditary featuree eaeily subject to unlquo;altgratlon by the
makeup artiat are eysbrowe and nose.

All of the external factore which exert an influence
on man are referred to as his environment. Znvironment
would include (1) general geographic area--tropical, frigid,
or tempersts climate; terrain; flora; fauna; (2) vocational
and avocational conditione--in or out of doore, social status,
economic status; and (3) cultural oonditions--mores, institu-

tions, philosophies. Modification in makeup of akin color,

aAc footnote S.
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hair style, and street fhakeup are some of the easiest ways'
of indicating environmental influences on chargcter.

Forfonality (temperament plus character)? will change
inherent physicfl appearance both intrinsicslly (habdbitual
expressions bring about mnuscular changes) snd superfiolally
( some oharactér might bleach her hair, use green eye shadow,
end s0 on),

The stste of a person's health and his age both ob-

viously shipe his appearance.

Ihrae xariablsa 9f makeuR

Kakeup modeling

Ganeral princioles in mgodeling«~-Understanding model-
ing in sakeup requires understanding the patterns of light
and shade wvhioh sttend three-dimensional objecte. One can
tell the differunce in a rectangular and a cylindrical ob-
Ject held st a distance even if their ende sre concealed;
the sudden change in surface direction of the rectangular
objeot creates a hard edge against ites background] the
gradually changing cylindrical surfaoce crtates a soft edge
againet 1te bickground. In short, "wherever there 1s a

lowlight, or shadow, there is a corresponding highlight,

————m——

PErien Fromm, ML (New York: Rinehart
and Company, Incorporated, 1947), PP. _50-117.
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When th® Hurface ohangee diraction abruptly, the shadow and
highlight are immediately ad jacent; dbut whgn the surface
changes directi® gradually, shadow gnd highlight are
separat®q hy 4 gradation of intermediatc shadeg."10 Model-
ing in maxeyp thkes into account the bodily surfaces, their
change in dirfetion, and their corresponding highlights and
lowlighte.

ax4dT aress 1o Dodeling.~-The most important area
for mskeup 1s the face.ll The five basic faclal areas--
forehead, eyes, nose, cheeks, and mouth and ohin--=all have
numerous planes that can be nodeled in an infinite number of
pattermne. Anslysis of the character's physical appearance
a8 determined by his sex, heredity, environment, personality,
health, and age; carqeful etudy of the actor's own face; and
knowledge of the principles governing highlights and low-
1ighte mre all neceessry requirements for designing the best
poseidbls feclal makeup.

Liye requiregents are necessary in making up any other
part of the pody which le exposed.l? Handa, one of the most
eXpressive parts of the body, are subject to unlimited variety

10 1s0: Corson, pPp. 2=9.
Corson, p. 9. 3See a
Dolmiwn, pP. )80.. Gassner, PP: 382-83, .Hll Eagkor, No. 1-9,

1lcorson, pp. 99-106, 108-128. Gassner, pp. 382-85,
Heffner, p. 449. Kaz Lagkor, Wo. 1-9.

12 organ, pp. 128-30, 155-T2. @asener, p. 384,
Hefmer, pp. 449-50.
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in wodeling., eck, teeth, halr, as well ag any other bOd1ly
pirt can alweo help deunote charscter,

&04ac and Rlaetica LD wedeliug.--Cenerslly the highe
lights aad lowlighte of modeling are achileved Dy colore-
higher 1uteasitles for highlighiing and lower intensities
for lowlighting,.lJ

If Bore gross alteratione are required, plastics can
be appli#d--to the nose, chin, cheeks, ayelids, neck, hands=-

to build up and reshape the basic bodily otructuro.l‘

Nakeup color

Shacacteriatios of soler.~-FPigment color hss throe

eharacteristics~~hue; saturation, or‘intensity; and value.15
Hue refers to the rednéss, blueness, greenness,

Yellowmess of a color,

Seturation, or intensity, refere to the purity of a
color, the amount of courlementary hue or gray it has in

ites composition.

Value refers to the lightnees or darkness of & color,

the amount of white or black it has mixed with it, 4 color

IBCorlon. pp, 108=30, Crolmen, p. 380. Gasener,
PP. 382"830

1"c:orum. pp. 154=54, Dolman, P. 379. Gassner,
P 385.

15Comon. pp. 12-15, Heffner, pPp. 29599,
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of high valu® (pink, pal® blue) & called¢ s tint} a color
of low ¥YElue (Llue-black) 1g called a shsade.

Clezellication of golor.-~Each color can bg oclag-
siftied vith a reletively high degree of accuracy by codl-
fying its hue, saturation, and value; hovever, manufac-
turers of makeup do not do this., TMartherrnore, ths numbere
and labfle of &ny manufacturer are nejther eeclf coneletent
nor cocaliFtent with any other manufacturer's nimbers and
ladbels., flor 'e there a consistency among theatre people
about oolor dssignation for makeup, costiumes, paint pigzent,
.nd/or color media, Consequently, it is easiest for thse
makeup ertisgt. to use a systematized pattern of color dssig-
natioa (mccording to hue, osturation; and value) Tor all
Iakcup.16 Cns such system has been formulated HY Riehard
Corson,17

Zhoics of £olors~=-The most important color choiee in
Bakeup is that for the base; accurate selection can come
only after character analysie. One or two related colors
of higher velue for highlighte and one or two related colors
of lover value for lowlights are necessary. Character
anN8lysin nay #leo indicate necessity for rougs, eye shadow,

or any number of cther makeup materisle.

4

16Cor.on. pp. 16=24, Gassner, p, 382,

l7coroon. pp. 16=17,
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Color must be coordinated not only with chnrlctor.la
but slae with lighting and costumea. Any pigment color
1s selsctive in the light rays it will reflect and/or
abaorb; consequently, the color of etage lighting can
greatly slter the appearance of nakoup.lg Generglly speak-
ing, eaturated light colors have the greateat effect upon
mhkeup, & given color of light falling upon a aimilar
color of pigment enhances the pigment, =nd a given color
of light falling on a complementary color graye or blackens
it, It 1a moat useful to try makeup under the stage light-
ing which will be used for it., Colored lights ¢r color
media for the lighta in the makeup room are also an asset.

Coatune colors are affectad ln.tho aame general way
as makeup colors. Consequently, integrated aelection of
1ighting, coatuze, snd makeup colors ia esaential.?0 (Cop-
tupes affect most directly the choice of eye shadow oolor,
eapeocially for women; analagoue or the same ooOlora for both

cogtume snd eyeshadow are frequently recommendsbdble,

Cor.m. Pe 76.85 108.500 Colman, PP. 378=79,
Gaaaner, Ppp. g 389, iteffner, p. 430.

lgnow-an, p. 150, Coraon, pp. 26-%2, Gaaaner,
PPe 379. 388 Heffner, PP hlg. 32.

20coreon, p. 1. Heffner, PP. A19, 427, See alao
.bov.' PP. IAO. 1750
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Makeup application

The most important advice for makeup application is
to do 1t.21 Only actually working with the various kinds
of ma¥eup in various combinationa can tell anyone what
the effect will b#, The various typea of application
include greasepaint, greaaeless, and varying combinationa
of both,

Gressepalnt Application.??--The general application
procedure for greasepaint ia to cleanse the face with
cold cream; spply gresae baae sparingly; add eye makeup,
rouge, and other modeling materiale; pPowder; and add
lines. Grease base hae the advantage of more thorough
ocverage and easler blending with the grease modeling
materiala. Ita dieadvantagee include meaeineas in appli-
oation, eerious eolling of clothing, difficulty of removal
neceasary powder spplication, and difficulty in touching
up,

Graaseless application€’-~Greaseless mikeup may be
elther cake or 1iquid baae. It has the advantages of
being less messy, more easily applied and removed, easily

touched up, and uaed without powder. Ite disadvantages

21Dolman. p. 380, Gassner, p. 389,

22coraon, pp. 87, 89, 92. rLolman, pp. 377-78.
Gsaaner, pp. 382-85, Heffner, pP. %49. MaX Fagtor, No. 1-9,

23coraon, pp. 92, 95. Dolman, pp. 377-78.
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include 1l6éss coverabllity than greaaepaint and frequent
necesaity to use it with greaae modeling materiala beocauae
of the limited supply of colors and kinds of greascleas
modeling materifla.

Seabination application.?4--combination applicationa
occur 1f greaselesa baas 1¢ uaed with grease or grease and
greaaeleas modeling materiala. The grease modeling oolora
maAy be appli@d over, under, or both over and under the
greaacleas baae. Powdering 1s neceesary if grease nodel-

ing materials are used over the greaseless base.

Rreduclng A sakeuz desien

Information required for
a makeup dealgn

8aalg requiremsntg.--¥ith a knowledge of howv to

vary modeling, color, and application in accordance with
the purpose of makeup, the makeup artist ia prepared to

produce a makeup deaign,

Sgript regulropentg.--Fros the script, the makeup

artiat will learn the apparent mood of the play, hietori-
cal setting, number and basic nature of the characters,

and changes in characters that might  require makeup

alterations.

24corson, pp. 92-95.
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Dirsctor'!s reguiresents.--From the director, the

apparent requir®ments of the seript can be verified and
f441 tionsl a%%eup conelderstions can be learngd. The
@irector Adtermine® th® epecific mood apd etyle of the
play (vith which makeup must be coordinated); any script
modificitione 1n estting, number of characters, and eo Onj
and possiblé other specific makeup requirements.

Siber lecholcal design reguirements.?5--The makeup
Duit r2fl®ct the mood and style of the total technical
preduction. It must! be especially integrated with light-
ing and costuming colors; the color zediz of a 1ighting
design oocasionally must be modi flied becauee of thelr
effect upon makeup colors. Dletance from the audience
directly affeots the strength of highlights, lowlights,

and lines.

Equipnent reguirements.?6--Applying makeup requires

& place to do the applying and the materials to apply. a
makeup room nevds lights, mirrors, and tables for the
saterials. &inks, colored lights or color media for the
lighte, good ventilation, plenty of room, and other

features are added assete.

251,01pun, pp. 376=77. Gasener, D, 388-89, Rerr-
ner, p. 429,

260oreon, pp. 34-59, 186, Dolman, pp. 377-80.
Gaesner, pp? 386- 1. ﬁorfﬁor. PP. 434, 339-#0, 453,
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Th® zaterials needed depend upon ths makeup dealgn.
There are #,or%g of maktup zaterials, and any articlg not
gen®rally f&gsocisted with makeup may be utilized (limited
oaly by human ingenuity) to produce part of a given make-
up deeign.

~aterials utilized may also be dependent upon the
buifet 1f the organisation dosa the purchaaing. However,
the actor zay purchsae hia oxn makeup materisle.

i makeup amorgue of photographa, drawinga, aketchea,
carioatures, cartoons, and peintings of people 1e an
invaluable #1d in determining the modeling for makeup
deaign.

Kalgeup workaheets should be uased 1f msking up ia
done under aupervision.

Graphic recording
of a makeup design

The makeup design should be recorded on a makeup
Plot which indicates each character and a aakeup dee-
oription for him for each acene in which he haa a makeup
alteration;27 the makeup deacription includes the modeling,
color, and application Of all makeup materiala. Occasional~

1y aketchea, dlagrams, and/or plates are also a part of the

makeup recording.

2Tyeftmer, pp. 440-41.
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If wakeup 1s under supervieion, there should be a
makeup worksheet ion which the makeup i s clearly des~
cribed) for each actor. One amakeup worksheet, whioch
includes pictoral representation of the five faclal aresas
#nd thelr modeling and coloring--1s especially luc¢cid and

uuful.?e

Execution of a
makeup demlgn

darhod of executiop.--Kakeup may be applied by a
makeup artist, by a makeup staff under the supervision
of a nakeup artist, by the actors themselves under the
supervision of a makeup artist, or bi unsupervised actors.29

The applioation of makeup ©y a makeup artist in-
6ures quallty makeup. If a makeup artist 1s engaged from
outeide ths organization, it 1s costly and frequently the
artist 1e less familiar with the production than woulg be
deeirabls. However, & makeup artist can usually be sscured
or trained within the theatre organization itself.

For large cast shows, the makeupP can de applied by
a staff (persone acquainted with stage makeup) under the
direction of the makeup artist.

Or the actors themeelves can apply thelr own makeup

under the supgtrvieion of a makeup artist. 7This s the most

28 orson, p. 185.

29corson, pp. 183=85, Heffner, pp. 423-24, A35-36,
451=52.
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desiradble method for educational theatre; each actor learns
the art of makeup and, at the same time, hie work 1s co-
ordinated with that of the other actors,

The desirabdbility for uniforuity of style in makeup
can make unsupervised and unintegrated makeup designe
inadvisable in profeesional shows; in amateur theatre,
lack of supervision can spell chaos.

MakeuR rehearssl.--Makeup rehearsal’® permits the
actor to become accustomed to hie makeup and permits the
makeup designer to deternine any alterations in the final
sakeup design.

Enough time for application and the proper materi-
als are eesentials for makeup rehearsal, If actors in-
experienced with makeup are applying their own makeup,
they ehould have done 8o prior to makeup rehearsal both
to determine the time they need and to practice the
application itself. If makeup includes not sasily man-
eged hair or other pleces, rehearsal with them prior to

aakeup rehearsal is deeirable.

Rreea rehearsal .--Durlng dress rehearsal, the ob-

Jective of makeup is accurate and integrated execution

of the final makeup design ae determined by the makeup

rehearesl.

joﬁofmor' PP» Ma-"go
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Makeup Considerations Applied

to Cedinus Lex

ingommatien reaguired for
1o sakeud jesizn

Basio requirements

The makeup design was produced by a joint conference
of the director, technical director, technical advisor,
ocostumer, and makeup staff--each of whom had a different

degree of basic makeup knowledge.

Soript requirements

From the soript, the following coneideratione could
be inferred:

1. Masks and wige might be used.3l

2. The blinding of OCedipus vould probably be the
only need for makeup alterstion.>?

3. Persons of various social status would require
different masks or makeup,33

4, The exact number of actors would have to be

asocertained from the director.

Director's requirements

From the director the following wae learned:

1. Maeks and wige would not be used.

31sbove, p. 56 32Above, p. 47.

33Ab°'°l P. 56.
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2. 3tylized and masklike makeup would be used.

3. Only the blind entrance of Cedipus would re-
Quire a H5fkeup change.

4, The cast would include a chorus of twelve to
eixteen (half men and half women), a palace official,
twvo female attendants instead of the one male attendant,
Ismene, Antigone, a boy to lead the blind prophet, and
the remiining list of characters on the script cast list.

S. Hair styles would have to be modified in acocord
with a stylized Greoian appearance.

6. Royalty should be less stylized then the ohoe
ruei all social status should differ,
Other teohnical
design requirements

Like all other technical areas, makeup would neces-
sarily reflect the production style and mood. In that
sanner, 1t would be integrated with the total techniocal
deaign.

Chorus makeup especially should be high value hues,

for chorus memsbers would frequently be close to the saturated

hues from the footlights.

Eguipsent requirements
sakeup worksheets would be made out for each actor,

wvho would purchsse and spply hie own makeup in aceord with

hia worksheet and under the supervision of a makeup staff.
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Roome for making up would have to be echeduled for
makeup and dress rehearaals and performances. (There are
no makeup rooms at South Dakota State College; clasarooma

in the theatre building are generally engaged for makeup
and dreseing rooma,)
gt «
Producing the design

Several individual makeup designa had been tried
out under stage lighte before the director, technical
director, technical advisor, ocoetumer, and makeup etaff
Bet to determine the baalc makeup deeign. From the basic
dealgn, the makeup staff designed the makeup for each
individual actor and completed a work aheet for hinm.

The three atrongeat determining factors of makeup
were that all makeup should be atylised anﬂ’naukllko,

the royalty ahould have less atylized makeup than the

ohorue, each eocial atatua ahould be indicated by makeup

differentiation.3?

Makeup deslid Lor the face.--Makeup would be
stylized by the partioular uae of colora in the baae and

oolora, broadnese, and nlninizationnin the modeling.
The chorue would be made moet Etylized by cholce of color

for the face base snd brov lines--high valuea of yellow

3% ,00ve, p. 247.
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and green respectively, (The high values would help
counteract the eaturdited huee from the footlighte.)

For the face base, the royal men would have a red
hue, royal ¥omen an orange hue, royal attendants a green
hu®, other men an orange or brown hue.

All hues would be relatively unsaturated; men would
have deeper color values than women, older men less deep
than younger. Chorus color values would be less than for
other cast members of the same sex.

The modeling of the face for the whole cast would
be eimilar; howvever, 1ip and cheek rouge would be used by
vomen of the royal house alone, and the green brows of
the chorus would differ from the brown and black brows
of the other caet memberes,

All of the makeup materials would be ¥ax Factor}

face makeup would be greasepaint application.

Makeun dealgh for the Rody.--Body makeup would be

1iquid; all men would use red hues, all women would use
orange hues. The value of the men's base would be darker.
No body modeling colors would be used for any character.
¥akeud gealg&n for ihe hair.--The primary problem
conocerning women's hair wss to make the naturally ahort
hair styles of many appear longer and more Grecian with-
out the purcheass or rental of costly wigs or halr pleces.
Chorus women would wear chigp®ns in encods the color

of thelr costumes; the attendants would vear floating veile



of the Biterial of their peplos; the daughters woulé wear
th®ir hair in a eoft crovn of wavem; Jocasta would have a
chignon plus a figure eight knot on top of her head.

It ¥as 4s#Eirable for all men to have hair loager
thién their norwal stylei consequently, soon after try-
outs all men wer+ asked not to have halrcuts. (such
procedure 1s advisable in any show, for new haircuts
appear very thin and bare froa the audience.) Two men in
the chorue would have their natural beards and mustaches;
the others would be cleanshaven. The priest, shepherd,
and messenger would be cleanshaven and have grlayed hair,
Teresias would have a long whito wvig and beard of crepPe
hair. Oedipus and Creon would have d-crk beards of crepe
hair,

Recording the design
In order to make the final greaphic recording of the

makeup design for OedilRua L@z more compact, a consistent

eet of symbols and abbreviations is used.

250

Makeup modeling.~~All areas for modeling are described

briefly.
slakeup color.--Colors are deeignated not by manu-

faoturer's numbers or names but according to hue and value
(8aturation of the miukeup colors is roughly constant; al-
though bgese colors generally are more uneaturated than

modeling colors.) Color hue 1s designated by letters; col

or
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valu® 1s designated by numders from one to twelve-=one is
the lightest tint, twelve is the darkest shade.

Cof'e for color hues:

Re=rnd B==blue

O==orange BSr=<brown

Y-=yellow  Neepeutral from white to black
G==green

Thus, N1 18 white; N12 i1s black; B5 1s medium value blue.
rAkeup application.==Application is footnoted«-
greasepaint for the face, greaseless 1iquid for the body.
Abbreviations.~=Ch, stands for character. Col.
stands for color. ESh. stands for eye shadow., Each
individual makeup i1s listed after the oharacter(s) for
wvhoa it 1e used; each character name 1e abdbreviated.
Code for charscter names:

Hn--men of the chorus
¥-«woonen of the chorus
Be=boy to lead Teiresias
PO=«palace officilal
Te=Teliresiss

f==priest

f==ghepherd
k==-possenger

lA==first attendant
2i--gecond attendant
De-daughters of Oedipus and Jocasta
J==Jocasta

C~«Creon

O==0edipus

Ob==0Cedipus dlinded

Flates.-=In addition to Plate XVIIX, Plates 1V, VII,

P

and IX aleso pictorially record some of the makeup.
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TABLE 16
FIRKk]L MAKEIP :DESIGN FOR OXDIFPUS REX

| Body‘i Facel Halr
Bsse Late° Browe Under eyes Kshd| Other kodeling
Ch. | Col. | Col. Kodeling Col.| kodeling Col.| Col.| Xodeling Col. -
¥n. | B9 15 Recvy, un- | 66 | Hesvy Br9 | Br9 | None Two with
nstaral, l1ines from beards
stralght nose onto and mug-
lianes; run temple; taches
at a "V* follow eye
w. | OBr5 | Y4 apgle froa ourve Chignon
the noese in snood
B. kone | BrR9 | Rone Rone Kot | None
PO. | RS R9 Ae chorus | Br9 | As chorue | Br9 |Br9 | Rasolabizl | Br9
and brow
lines
T. kone | 05 As chorue, | K1 | Entire eye | R12 Rasolabisl Br9 | Long white
bat =sore 114 and lines wig and
carved eocket besrd of
erepe hair
¥. RS Brx$ | A2 chorua BrS | As chorus Br9 | BrS | Nasoladblal, | Br9 | Heir whit-
brow, and ening
|l chin linee

W

ee




tGresespaint

dxcturally sodeled

as gnafudl Belr whit-
but!less browv, and ening
line extended ochin lines
n. a9 06 As chorus, | Br9 | Ae cborus, | Br9 | Br9 | Nasolsbial, | Br9 | Helr wvhit-
but hook~ but less brow, and ening
cshaped extended ohin lines
1a.| Ob @3 As chorus | Fll | Ae chorus | Br9 | 66 | Rouge ab
1ips Rlo
ch.| O8O B3 As chorue | Br9 | As ohorus | BrS | B6 Rouge Bé
1lipe Rlo
De 05 0y A8 ohorue, | BrS | As chorus, | BrS | B7 Rouze R5
but lese but lese live ROS
slonted extended
J. o7 05 Ae chorug, | %11 | Az ohorne | Br9 | 6 | Lipe R10 | Chignon,
but aore «nd figare
curved and eight on
heaviecr top; N1l
JG. RG* RO As chorue, | Br9 | as chorus‘ “{ Br9 | Br9 Begréd nen-
but lese clled in;
slanted Br9 & N1l
0. RS R9 a4s ehorus, | Br9 | As chorus BE§__§§§- Pesrd pen-
but lese ciled in;
L slanted Br9 & X1l
Ob. | 3ume | 3ume | Szae 4 Eye socket | Kl Drovre und RG Geme
end iid streeoks
covered from eyes
onto oheeks
&ilquie buss with ao modeling Cpeterained by greasersint wund vowder

gge



PLATE XVIII

MAKEUP

Haelic male makeup for the ohorus.

Basio male makeup altered

Shepherd Messenger

Baeloc female makeup for the chorus.

e

Basio female makeup altered.

Attendant child

Teiresias

Jocasta

est
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Axesqutdon of Ll
Rakeur darlizn

Kethod of executipn
E@cn actor purchased and applied hias own makeup under

te ayuydrvision of the makeup staff.

Miakeup rehearsal

Curing makeup rehearssl, Hay 20, 1958, three primary
alterations were made in the aakeup design.

The be&rda of both Cedipus and Creon were too dark
and angular as constructed from crepe hair, (Pictures
were taken th# night of makeup rehsarsal, and several
of the platss indicate the 1nocorredt beards.) Thersafter
the beards were panoiled on with black and brown makeup
pencils.

One sttendant's green face base had to be changed
to blus becauee of the coloring of her own eyee and hair,

Mskeup for Opdipus' blind entrunce had to be coore
dinated vitl lighting. Goth 1light color media and makeup
modeling hyd to be modified--the eyelid baee had to be
highlight,pd with white andé the red areas hid to be more

intense and farther apart.

¥y

Dress rehsarsal
%o further alterstions were made in the makeup

decign for the production,
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0DY FOR CHAPTIR VIII
Genersl Considerations in Properties

dxe kinde of properties--
atage and hand

Stage proparties

Ctage prope1 are those Pleces of furniture, drgperies,
paintinge, rugs, books, flovers, shrubbery, boxes, cane, and
80 on “hich nornally remain on the eet during a scene. Thelr

purposs is to "drems," or make complete, the set.

Hand properties

Hand props? sre those infinite number of thinge carried
on to the set by the actors~--canes, hats, coats, food, dishes,
suitosses, combs, letters, olgarettes, ad infinitum. It ia
their purpose to make possible thé atage buainess which 1s

ensential to the script and the characters,

8omg productional organisation includee sound effects

as 5 part of properties. &ound effects will bDe treated as

a eeParats tschnical area in thia thesis.

kreducing a
Rreoparty design

Ypolgan, p. 268. Gassner, pp. 187, 688, Heffner,
p' 109.

QAa footnotes number 1.
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Information required to
producs & proderty design

#0rict reguirsmsntg.--The prop ohairman must first
study thé# soript) taking special note of both atage and
hand props. FProps are generally one of the most numerous
oonsiderations in the play; consequently, it is adviseble
to 1185t and briefly deescribe each prop aa one goes through

the ecript.

pirector's requirements.--The property ohairman

should then check his prop list with the director's prop
liltoh Any modifications or additione of the director
can then be used to correct the prop chairman's 1list.
I'rom the director, the prop chairsan will also learn the
style and mood of the play. If the style is realistic or
8081 figd realipm, historical research aay be neceseary to
discover the proper kind of furniture, dishes, and so on,

Other lechnlcal deslin Caguirements.c--Frops must

be intggrated witl other technicsl areas in pProductional

otyls and mood.
otye.e Props muet be especially coordinated with the

8yt in style, colors, and balanced and suffiol ent arren zeaent.

Yassener , b. 688,

% essner, p. 689, Heffner, pPp. 106-107,

23assner, pp. 422, 689.
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Execution of & prop deslgn

datnad of axacution.Be~It would be tmpossible to have
svajiladle all the props that any show might require, for
nearly any a™ticle known or conceivable may be required
for & glven show,

Some props nay come from the avelilable stock of props;
80me mAay be mecdific’ from the prop stock) aome may be made
from available scens shop and other materials; some may be
bought, or rented, or borrowed (handled with great care
and returned immedistely after use); some may be concocted
from any combination of any materiale. The grestest asset
for sny prop designer 1s ingenuity; a catalogue, dime store,
hardvare sgtore, and/or second hand store plus ingenuity will
produce any needed prop.

rop 8l.9~-The prop rehearsal is for the actor
to become accustomed to using and handling the props and
for the prop chairman to discover any necessary alterations

or additions in the prop design.

yrop rehoarsal should be one of the earliest tech-
nical rehearszls. Especlally 4difficult pleces of business
ehould be rehearsed with the props (or substitute ones)

long before prop rehearsal.

anolagn, P. 375. Gasener, pp. 264, 33841, 64),
688-930 H.-. ffﬂ.p!‘, p. 106.

9Ga|enor. pp. 187, 192, 689, 836. Heffner, p. 276.
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During prop and sll remaining rehearsals and per-
foraances, s Prop orew is necessary both to move and shift
stage props and to feed hand props. bhach prop muet have a
specifio hesndler or hsndlers and a specific place on and
back stage.

Small hand prope should be placed on s prop table
near their point of entrsnce; lsrger hand props may be
pPlaced on, under, or near the prop table,

Etage props nay be flowvn, moved sbout on the stege,
or removed from the stage and taken into the wings. t®hat-
ever their handling, they must be handled by designated
persons, at a designated time, in s designated wsy, to a
designated place. Froperty handling and placement requires
minute and exacting organizstion, for props are generally

numerous and very essentisl to the stage bueineess.

Drsas rehearsal.--During dress rehefreal, the em-

pPhasie in praopertiees should be upon smooth and accurate hand-
ling; additional modifications should not be neoessary.

Property Considerstions
Applied to 8ex

dnformation reguired for
ibe property dealsd

Script requiresments
The minimal number of proPs required by the .Qedipus

Kex script is incredible in theatre prop lists. However,
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the soript calls for only a garland branch and incenas for

Jocasta (page fifty).

Director's requirements

Geveral other propa were added by the direotor.,

1., XZach of the chorus membdbers would enter in esupe
plication and would carry a branch of eupplication.

2. An incense bowl or other offering would be needed
for the priest to place upon the altar at his entrance.

3. The messenger would have a walking stick.

4, Oedipus and Creon would need laurels; Oedipus’
laurel would dominate. (Coneider this jointly with the cos~
tumes.)

5. Oedipus would need a scepter.

Other technical design
requirements

The props had to be especislly integrated with the
colors of the set and costuming. Only one stage prop, a

bowl for the altsr, was needed.

Stage business requirements
All hand props should be easy to handle. The lsurels

should fit with ease and not hamPer head geatures or hodily

novement.

Sraphic regordine of
the property desisn



264

froducing the design

The prop chairman oonsulted with the other technical
designere; together they produced the property deeign which
was lat®r accepted by the director.

The supplication boughs would be made of three to
four foot branches with a frsyed muslin rag on one end.
(Ancient Greek supplication boughs would have had loose wool
on o'e¢ end,) They would be painted in the less saturated
set colors.

The meseenger's walking stick would be a branoh
approxisately six feet long psinted a set color.

The laurels would be made of artifiolal leaves (froa
the prop roow); Cedipus’ lsurel would be painted gold.

Oedipus would use = scepter (from the prop room) made
from & dowel and plywood and painted gold.

A 1ilac branch would be used for Jooasta's garland
branch,

Jocaets's incense contalner would be a small, gold

bowl,

The entrance of the priest and chorus would open the
Play; movement would be eslow and there would be no dialogue;
oconeequently, ths priest's offering could be ceremonious and
attention-getting. Therefore 1t w&'s decided to have the
priest enter with a lighted torch and light the altar bowl

wvhich would contain cold fire.
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Reeording the design

Th® prop design ie recorded on the prop plot.

Color 18 recorded by hue and value. Value ia deaig-
nated by number frovM the lightest tint (one) to the darkeat
shad® (t¥elv®), Hue is designated by letter; R is red, O
1a orange, 5 1a blue, i 1s green, and k 1s neutral from
white %0 black,

Cther plates in the tbesis picture the propa and are

indicated on tha prop plot.
&xagutlon of Lhe
Rroperty dsslen

Kethod of execution

1, All chorus membera and the messenger vere asked
to bring their own branches. 7Tieing on the regs and paint-
ing was the reaponsibility of the prop chairman,

2, =xgcution of the laurels waa done by the costume

staff,
3. The acepter was gotten from the prop room and

psinted gold.
4, A fresh lilac branch waa cut each evening,

S¢ A pmall gold flower pot ahaped like a truncated

ocone was found gnd borrowed fOor the incense bowl,

6. The slter bowl was made from & hudb cap purohased

at s saCONd hand store, sttached to a pieoe of 1"X 6'lumber,



TABLE 17

FINAL PROFERTY DESION FOR OEDIPUS REX

==-—EF -

Prop Materisl Col. Plsoement Cae Ford Plste
Sayplicstion |3 to B feet BNk | goene ehop Berore | All 199
boughs brenches; frayed | BON4 | tuble show chorus IxX

muslin rag on BRNY membere | XV
one end RORY
¥alking stick | 6 foot braneh Bkh | SR prop tabdle [ P. 50 Reeagr. \4
|
Laurel | Artifioisl lesvee | O0ld | Dreesing rooam | Before Oedirae VII
ehow
8L, prop teble | v. €5 creon
lLaarel artificial leaver | 310 | Dressing rooa | Before Creon VIl
show
Scepter Dowel snd plywood | Gold | S8R prop table | p. 25 Oediyus VII
8L propr table | p. 65 Creon
Guriand 11lac branch (¢ "] SR prop table | p. 50 Joocast:s 21
brsaach
Incense Smrll flover rot Oold | SR prop table | P. 50 Joeasts
Altar bowl Bub oap on 1X6; Gold | On altar Before | Set XII
small tin can ehow
Cold fire one-ninth gt. In altir bowl | Before Set XTI
show

99¢



Hle! ; w e
- S = P —
Can of water | Tin oan | Bahind and Before Toreh
below sltar show (Priest)
Torch Bsalsa wood SL prop Ssable | p. &5 Priecst
Lighter fluild SL pror table | v. 25 Torch
Mstches SL prop table | p. 25 Toroh

®all props «re Dlaced and hendled

by the prov cheiraman.

49c
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and painted gold, i small tin can to hold the cold fire was
s0ldered ineide,

T. Tvwo types of torches were tried--s dowel with
muslin wrapped about one end and a balsa wood stick with
one end soaked in lighter fluid. 'The latter proved more
satiefactory and was used,

8. 4 can of water was Dlaced under the altar for
putting out the torch.

G, Bulea wood, lighter fluid, matchee, and cans for
the torch were all available from the scene shop.

10. A quart of cold fire was ordered from a theatre

suwpply houee.

Prop rehearsal

Prior to prop rehearsal, Oedipus had been rehearsing

with a substitute ecepter. On Monday, ¥ay 19, all prope

wvere added.

Lighting the torch for the priest’s entrance had to
be eynchronised with the end of the opening music. The cue
wvas given by the sound teohnician to the prop chairman.

The meseenger's walking stick broke and had to be

replaoed.

Dreen rehearsal

o alterations vere made 1n properties; howvever, one

alteration occurred on opening night.
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In order to be sure of sufficient cold fire for the
perforaances, it was originally decided to save two-thirds
of the quart for the performances and use one-third for the
three previous rehearsals. The cold fire burned longer than
wves antioipated, and the one-ninth of a quart integrated
with the socript and action. So it vas decided to uee oOmne-
ninth of a quart for each performance, also. Thie instruc-
tion 41d not get passed on to the property chairman and
one-third of a quart wae used on opening night. Ko specilal
ventilation had been provided for the altar fire, and the
Qquantity of fumes produced by one-third of a quart of cold
fire was distracting to the sctors and audience.

seedless to say, this problem was corrected for the

second parformance.
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General Coneiderations in Sound Effecte

Any sound effect hse as its apecific purpose to
suggest reality (It is often impossible to make a com-
pPletely realistic sound effect.) and help suggest the
desired mood and audience image. However, sound effectes
frequently not only fall short of their epecific purpose
but also actually detract from and are the most inferior
part of s production.l Inferiority in sound effects 1s
generally attridutable to lack of ingenuity and/or lack
of knowledge about electronic sound reproduction. As

John Gaeener eaye:

Conventional methods of producing sound ef-
fects are usually bad, and the standards of to-

day's theatre extremely low in this respect.
In no other fleld of the theatre is there as
much need for lgtollteont creative effort by

the technician.
Eour xinds of sound effecis

eT2

Certainly there is no best method for producing gll

sound effects, but there is a best method for producing a
given effect-~that method whioh most closely approximates

reality and suggests the deaired mood and audience 1naso.3

The best method for producing a given effect may be by human

1Gassner, pp. 744-46, Heffner, pP. 410.

2Glllnor. p. T&6,
3Gassner, pp. T44-45, Heffner, p. 411.
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volioe, by mechanioal or electrical machines, by electronic

reproductions, or by a combination of methodes and wmeans.

Husan volce

For some sound effects (bird and animal sounds
especially), human imitation worke best.® Human imitation
has the advantage that the effect can be easily synchronized
with the cuei 1t has the disadvantage that the effect will
probabdbly 4iffer from time to time; however, so long as ths
difference dces not alter the effect's credibility and iz-
pression, the difference is not relevant.

Neohaniorl or
electrical machines

For some sound effects, the machine which actually
produces the sound or a substitute machine are best.> The
sound of a musical instrument or a bell is often best pro-
duogd by the inestrument itself. Avalsnohes, breaking glsss,
ocreaking doors, rain, wind, fire are frequently best produced
by traditionel sound effects machines,

fuch machinea have the advantages of being simple
devices with essy loudness contr-ol.6 The dissdvantage of

this pethod 1s that msny sounds cannot be produced by mechanical

or electrical maochines.

“Galsnor, p. TAT. MHeffonar, p. 414,
Sanlnor, pPp. TAT-53. Hoffhor. PP. 4122168,

6“0 ffner, p. Al4,
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Electronic reproduction

Recorded sound (on disce and tapes) ia generally the
best me thod for producing mueic as well as the majority of
sound effecte.’

kl@ctronic sound systems in general have the die-
advintage of requiring complex and expeneive equipment and
a trained technician for operation.e Diecs have the added
diaadvantage of beilng diffioult to cue.’ Cueing a tape,
however, should not be disadvantageous except for aplit
second eynchronization,

The dieadvantagee of eleoctronic sound reproduction,
however, sr¢ outwveighed by the advantages~-quality and
control of eound, variety of avallable and prodicable
effects, exact duplication of sound for each rehearsal and
performance. Occasionally taping of all the sound effects
for a show 18 poesible; in such a case, the minimums number

of technicians and equipment 1s decldedly advantageous.

Combinations

More complex sounds {crashes, airplanes, faotory

noise, fire engines, trains) are frequently beet produced

7Dolmn. pP. 374, Gssesner, P. 427. Heffner,
PP. 410, 414,

eGsosnor. p. T45.
Sivid.
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by a combination of seYeral of the other three methode.10

£roducing a sound
affecke dealZn

Information required

Basls reguirsmants.-~The sound designer should have

knowvledge of traditional sound effects production (although
this ehould not 1limit his ingenuity) and understand the
prinoiples of electronic sound reproduction; the latter 1s
essential 1f good sound is to be had. A broad underetanding
of music 1s additionally helpful.

Script requirezents.--The sound effecte designer
should study the ecript noting the effects called for and
lieting poesible ways to achieve them.

Riractor's reauiremente.--The director's inter-
pretation of the play directly controls the kind and amount
of sound effecte.ll The director should accept or reject
each sound effects production on the basis of 1ts ability
or lack of ability to integrate with his approach to the
Play. Certainly all mueic, including opening and closing
music (1f used), should reflect the mood and etyle of the

producu_on.l2

localonor. pp. T4T=55. Heffner, pp. 414=18,

lloalanor. pp. TA45=46.
121p1g., p. 599
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Ciber lechnical dealin cegulrsments.--Sound effects
must often be eynchronized with lighting and/or curtain.

Effecte such as phone belle and door belis must appear to
come from the direction of the object.l3

alaga Ruslngap reguiremants.--Sound effects fre-
qQuently accospany action on the stage or break dialogue at
a given instant. In such cases, they must be instantaneously
controllable and carefully rehearsed with the action. 1If
background music or other background effects are used, they

ahould be added early to insure integration with the actor's

projection, and mood,

iQuiluent reaulrementa.~-Traditional electrical and
Bechanical machines can be easily and inexpensively builtléd
and are seldom lacking in a theatre's sound system.

The electronic eystem of sound equipment 1s, how=
ever, generally inferior to what it could be (even with
frequent budget limitations) because of ignorance of
electronics on the part of the theatre people themselves.l5

widesprezd consciousneee of good sound ( through
improved redio transmission, high fidelity recordings,

uuperior sound reproductions in movies and television, and

13,01man, pp. 374-75. Gsssfier, p. 596.

1hDolman. pp. 373~T4, Gassner, pp. TaT=53,
Heffner, 414-18, .
15Gassner, Pp. Th4=46., Heffner, 410-11.
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20 on) mfy force the theatre sound techniclans to understand
and utilize the vast new eound developments.

Ule of o014 78 r.p.m., scratchy, poor [idelity sound
offects records cannot result in sound credibility for any
awdience. Likewise, uce of an inferior instrument in any
part of the sound system will make the final sound inferior,
A sound eystem, like a chain, ie only as etrong as its
weakest part, for distortion introduced at any step will'
not be corrected at another step.

Selecting a good electronic sound effects system
for any theatre requires knowledge of that theatre--its
acoustics, the types of productions given, the budget, and
other unique features--plue an understanding of sound
electronice. (frequently this takes pooling of knowledge
by eOmeone acquainted with the theatre and? someone acquainted
vith sound electronice.) However, soume general electronio
system considerations for any theatre can be 11sted.l6

1. There should be sufficient apeakers 80 that
some may be in the auditorium for music and eome may be
back stage for directional sound effects.

2, Although house speskers may be permanently

installed (after the beet directions, bafflee, speakers,

and number of speakers for the auditoriwm acoustice have

16D°1m‘n. P. 37“. GlQ.Dﬂ'». ppo 551-5?0 5980

Heffner, pp. #1-13,
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been found), the back stage speakers should have long corde
and be movable to any desired nosition,

3. UOecause good electronic sound equipment is expen-
sive, eensitive, and easlly damaged, technicians must be
trained to uee and store 1t carefully and correctly.

4, 4ll equipment should be capable of high fidelity
reproduction.

5. Turntables should be multi-speed and have some
arss oapable of pickup from two turntables.

6. All controls--turntables, tape recorders, volume
faders, and so on--ghould be located at the back of the
auditorium, for most sound cuee are visual or aural and are
best eeen or heard from the suditorium rear.

Flacing controls at the auditorium rear hae addi-
tional advantages. The sensitive eqQuipment is not subjeot
during the ehow to bumping or bouncing by actors or crew
(as can happen in a crowded wing area), After the show,
the equipment can (without being struck) be looked away from
inquisitive and untrained hande.

7. Speakers must de placed in good baffles.

8., Ffor budgetary reasons, the sound eyetem may need
to by planned plece by piece, Lesentlals are one amplifier,
tvo multi-epeed turntables, one microphone, and two epeakers
in good baffles~-sll cspsble of high fidelity reproduction.

Next additions would probsbly be two more speakers and a
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tape recorder capable of recording sounds from nature as well
es the husan voice.

A sound system can continue to be perfected and im-
proved to meet the demands of the theatre. Ability to use
any number of speakers (including the house speakers) separ~
ately or together 1# often advantageous; master faders or
perhaps stereophonic sound would be assets; and so on.
Oraphic recording of
a sound effects design

The record of sound effects for a shov includes a
label and deecription for each sound, how it is produced,

the cue for its production, and the person(s) executing the

effect.l7

Execution of a
sound effects design

dgthod 2f sxecutlon.--Sound effects 1if not produced
orally may be bought, made, rented, or borrowed.
Kost treditional effects machines can be easily and

inexpensively msde. Renting or borrowing some expensive or

little ueed instruments may be advisable.
Electronic equipament should be bought (with careful

and knovledgeful consideration). Renting or borrowing

electronic instrusents may be advisable when purchaee 1s

—

17Gassner, Pp. 192=95.
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impossible st the time; extreme care muet be taken Of borrow-
ed or rented instrumentes.

s9ung alfectn rehearsal.--Sound effects rehearssl 1s
for stage action to be integrated with sound, for the sound
technicien(s) to set the control readings snd verify the
cues, and for the sound effects design to be checked for
eredibility and integration with the production.

&ZCeAR rohearssl.--puring drees rehearsal, the emphae-
ie in sound effects should be upon smooth and accurste pro=-
duction of the effects; additional modificstions should not
be necessary.

Sound Effects Considerations

Applied to QOedipug fiex

Anformaticn requirsd for
Xhe aocund affecis dealgn

Soript requirements

There are no specific requirements for sound in the
Sedlous i\ex script. If any chorsl odes or parts of the
Odee were to be sung, s lute or flute might be used for

aooomplninnt.la Music to open .nd/or close the show might

be needed.

Director's requirements
There would be no singing or need for ode accompani-

aent. »uslc in keeping with the Lragic mood of the play

183‘30‘70. Pe 48,
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would be needed to open the show, 8ound would hsve to fill
the dialogue gape during some stage movements. Muslc at the

end would not be neceseary.

Other technical requirements

Opening sound would have to be integrated with the
opening curtain and lights. Taping the sound would insure
volume control and preclee timing. All opening cuee could

be taken from the tipe reading.

S8tage buainess requiremente
The stage movements without dialogue would have to

be known to determine the length and number of sound effecte.

Equipment requirements

The sound equipment at South Dakota State College
Theatre 1s very limited and of inferior quality.

NOo turntables are avallable for recorded sound effecte;

one 0ld, inferior record player belongs to the S8peech Depart-

sent,
One good, one fair, and one poor tape recorder belong

to the Speech Depsrtment. The good machine is dealigned to

record natural sounds as well aa the human volce and 1is

generally adequste {(but not always avallable) for taped

sounds,
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The theatre owna no espeakere, amplifiers, or micro-
phones; few mechanical and electrical machines; and a lim-
ited number of wmusic and sound effecte records.

There are two speakers permanently built into the
auditorium with fair direction for audience coverage. A
direct line runs from the auditorium speakers into the stage
left fly gallery; if thie line 1s used, all amplification
and oontrol must come from the instrumente which are Jjacked
into the line. There ie an amplifier and control unit for
the auditorium speakers on stage right into which instruments
ocan be Jacked. The unit is poorly located in the path of the
curtain puller, light control board operator, and stage man-
ager, and accees to 1t muet be galr®d through the audio-visual

aide department.

Sraphlc pecording of the
soung affecia desizn

Producing the design
Symphony Number Twol? by Sibeliue vas selected. The

record was then tape recorded on a high fidelity syetem. The
tape readings for the final few musical phrases were listed

ae a guide for possible light change breaking points. Light

1981b011ua. Symphony No. 2 in D. kajor, Op, A3
(Columbia Masterworks, The Philadelphia Orchestra),
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changes were coordinated with the tape readings, and the cues
¥ere u¥t,

fi®hearsals were attended; diajlogue gaps were listed.
The director and technical director jointly decided that
the gaps vere so short in duration that tympani begte
(produced intermittently in various patterns) would be more
effective than short snatchee of music. The dialogue gable
which needed filling were as follows:

1. Gdetween the prologue and the parados (page 30),
the chorus placed their supplication boughs upon the altar.

2., lietwveen the firet eplsode and the first stasimon
(pagee 38-39), the chorus had movement without dialogue.

3. Duwtween the first atasimon and the second episode
(page 39), there was again choral movement without dialogue.

4, UBetween the final eplsode and stasimon (page 68),
there vas a dialogue gap during the exits of Oedipue and

the children.
Recording the design
Abbreviations.-~Lt., etands for lighting; ch. stands

for chorus.
flate.~-Plate III showe the general action for sound

cue number nine.
Crew.--All sound effects were executed by the single

sound teohniolan.
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FINAL SOUND EFFECTS DESIGH FOR OEDIPUS REX

Cue | 8ound effect

Cue: tape
Oor page no.

Cue:
action

general

l, | Taped musio

2, | Taped music
3. | Taped mueic
A, | Taped music
S. | Taped music

6. | Taped music

7. | Taped music
8. | Taped muslc

15 (7:22)

c. 900
988 (7:58)
1035

1097

1104

1139
1180 (8:05)

Start tape; glve
1t. cue 1.

arn 1t.
Give 1t. cue 2
Give 1t. cue 3
Give 1t. cue 4

Give 1t. cue 5

‘and curtain cue

Give 1t, cue 6

Give 1t. cue 7i
end of taped music

9. | Tyapanl bests | p. 30 Curing ch. movement
10. | Tympani beats | pp. 38 & 39 During ch. movement
11. | Tympani bests | p. 39 During ch. movement

« | Tympani beste . 68 Curing exits of
' EP P Cedipue and the
children
e —— e

Atund ‘aifatia desten

Kpthod of execution

The taped music vse played from the stage left fly

gallery snd Jsc

284

xed directly into the sudience speaker line.
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The tympan! wvere borrowved froa the South Dakota Ztate

Ccollege Music ierartment and placed in the stage left wing.

gsound rehearsal
The taped mueic was added May 19, 1958, and coordin-
ated with the show opening; no change was neceasary in cues

or elestronic setup.

Oresa rehearsal

The tympani were not added until d4ress rehearesal,
Hay 21, 1958. The final series of tympani beats had to be
altered to last until thse exit of the daughters through the

palace A4oors, -

No sound alterations were needed for the performsnces.
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BODY PO CHAFTER X
Genersl Consideratione in Publicity
and Front of the House

Both the publicity staff snd the house etaff (as well
as the budget) are under the jurisdiction of the business
sanager. There are numerous considerations for the business
sanager and the various personnel in the publicity and house
etaffs; however, only those considerations which should bdbe
especially closely integrated with the technical eonsidera-
tions will be discussed in this thesie of technical direotion.
Rubligity considaraticna’

The publicity staff in being responsible for publi-
oizing and selling the performance to the public should
attempt to reflect the productional mood and style in the
publicity., It 1s in this respect that the technical work
and the publicity vork can be especially integrated in visual
publicity. (1) The kind and style of play can be indicated
by use of color and other design elements snd principlee in
the visual publieity. (2) The same design etyle ocan be used
throughout programs, posters, tickets, and sll visusl publi-
city for tryouts and the production. (3) Use of actual

factors from the set, costumes, props, and 80 on can indicate

what will be seen during the production,

liertner, pp. 11, 13-14,
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The technical ataff ia alao reaponaible for seeling
Liit the buainesa manager gets a compleize and accurate liat

of the technical peracnnel for the prograa.

mnmh.gm
aonaldsrationgs

The houae staff in being reaponaible for care of the
audience during the show is frequently directly connected to
the teohnioal staff ounly if the houase manager gives the atage
ssnager the signal for the show to begin. Occaaionally, how-
ever, sdditional teohniocal considerations may be coordinated
with the house ataff; for inatance, the ushers may be ooa-
tused in accord with a feative revue ashow,

Publioity and Front of the Houae Considera-
tiona Applied to Qsdinua ez

Rubllgity gonaidecaticns

In Qdipua Sex, the productional mood and style were
reflected in the publicity.

1. The colore on the poatere and progrem covera were
choaen to indicate the type of play. The baaio background
color--a partially satureted blue-=indiocated the tragio nature
of the play. The few red accents were indicative of ths tra-
gedy and bloodahed. The atraight lines and arrangement helped
indiocate the formal, claaelcal nature of the play.

20..“1.,'. po 188. ﬂ.fﬂ!.!‘; po 1“.
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2. Both the posters and the program covers for ggg;:
Rua [Lex used the same basic deelign,

3. Had elther of the two major set pleces for Ogdlpus
Bax been clearly reproduced (even without the detail) for
visual pudblicity, it would have been too large to incorporate
adequately on normal program and poster sizes, Consequently,
one column was used as indicative of the set and the Grecian
and classical nature of the play.

The technical crew was submitted to the publicity staff.
One error occurred on the finsl program; the sound technician
was omitted from the technical staff by an oversight in proof
reading--one of the many kinds of detailed work that the
publicity etaff must do.

Plate XIX 1s an example of the final program.
iront of ile houes

The eignal to open QOadipus [ex came not from the house
manager, but from the sound technicianj no specific technical
demands were made upon the house staff. During the show, how-
ever, the house manager wae avsilable for communication from

the house to the etage manager,
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CONCLUSION

The basic purpose of all technical work-=to enhance
in the beet possible way the expression of the play--is best
accomplished by integration of all technical areas and con=
siderations in accordance with the determined productional
approach. Although there are generally necesearily continual
adjuetmente and/or alterations in the design selectivity in
such a unified technical direction, the coordinated and
integrated effort should produce the best possible specific
production of a play.
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