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CHAPTER I 

INTRODUCTION AND STATEMENT OF PROBLEM 

Too often in the world today society dictates 

to people their lifestyles, their needs, what roads to 

take, and simply what they must achieve and do just to 

survive. With inflation, rising cost of living, and 

expensive food, gas, clothing, and medicine, it is not 

an uncommon sight to see both parents working or an 

individual working two, three or maybe even four jobs to 

make ends meet. Working hours are on the rise, and time 

to relax and enjoy the fruits of one's labor is on the 

decline. With more people needing work and less work 

being available, competition becomes so intense that 

people forget who they are competing against—their 

fellow man. 

Once every year an occasion arises, however, in 

which people are given an opportunity to stop and 

reflect on the simple elements of humanity. Suddenly, 

people start giving more and are caught up in a 

different kind of societal movement—Christmas. 

Christmas is a magical time when, for the most 

part, people channel their energies and thoughts toward 

the spirit that is associated with Christmas. Although 

Christmas is often presented as overly commercial, the 

spirit that surrounds Christmas overpowers the 
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commercialism that exists. What is the spirit of 

Christmas? Better yet, what is "spirit?" "Spirit" 

cannot really be properly defined with words because it 

is a feeling that is unique to each individual, and each 

person derives his own definition. The definitions may 

change, but the elements of what the spirit of Christmas 

represent do not change. Christmas represents hope for 

mankind, new beginning, happiness, joy, peace, love, 

family, childlike innocence, and giving. The list is 

endless and so is the spirit of the season. 

A Christmas Carol, by Charles Dickens, is a 

study in the spirit of Christmas. The story is about 

Ebenezer Scrooge, who through loss, death, and pain has 

lost the spirit of humanity or, at least, has locked it 

inside himself and hides behind non-human things such as 

money and work. He is given a chance to turn himself 

around when Jacob Marley, his old business partner who 

died on Christmas Eve seven years previously, returns 

from the spirit world and relates to Scrooge that he 

will be visited by three sprits: The Ghost of Christmas 

Past, Present, and Future. Scrooge is shown his past to 

see where his life started going wrong, the present in 

which he is shown how his actions and treatment of his 

fellow men affects them, and his future in which he 

discovers that his demise is all that is possible if he 

remains as he is. Scrooge is shown these events in the 

hope that he will regain the spirit that he lost. 
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The story of Ebenezer Scrooge is a popular one, 

and almost everyone has had an opportunity either to 

read or to see at least one version of the classic tale. 

There are many versions and adaptations of the story, 

including Scrooge, the movie musical, the various 

cartoon versions, the straight television movie version 

with George C. Scott, and the modernized farcical movie 

version starring Bill Murray. Each year theatres across 

the country present an adaptation of the story, but many 

cities and towns do not have a chance to see a 

theatrical production of A Christmas Carol. 

This director was given a unique opportunity to 

tour with a dramatic version of A Christmas Carol to the 

smaller towns of West Texas. What made the project more 

unique was the director's choice of the adaption. He 

chose an adaptation by Doris Baizley that rarely is done 

and has not been seen by many audiences. This version 

is unique in many ways. First, it is a play within a 

play, beginning with an introduction of the actors who 

will be presenting the show. The company discovers that 

the actors playing Tiny Tim and Scrooge have quit the 

company. They are left with the job of finding 

replacements on the spot. They fill the roles with the 

Prop Boy playing Tiny Tim and their mean and Cruel Stage 

Manager playing Scrooge. 

Second, the show as a whole is much lighter and 

more farcical than other versions, but the farcical 



nature of the script quickly leads to deception. It is 

deceptive because it is too easy to get caught in the 

circus-like overtones and rely on the comedy to carry 

the show. Regardless of the adaptation, the spirit in 

which Charles Dickens wrote this novel has to be 

presented in the production; otherwise, the show lacks 

validity, and the message tends to be lessened in power 

and importance. The problem that the director faced was 

how to work under the farcical surface and lay a 

foundation in which the spirited message could be 

realized. The director also had to consider the 

audience to which the show was to presented. 

As director, I made a conscious decision to 

soften some of the choices made in the original 

production, as stated in the stage directions: "Director 

enters to play the Door. He faces upstage, wearing a 

huge grotesque doorknocker mask on the back of his head" 

(1); "4 white-gloved hands appear through a curtain and 

pantomime fire" (2). This is not to say that, by 

softening the edges, I took away form the comedic 

atmosphere; rather, I strove for a balance between the 

comedy and the spirit of the original novel. 

Through the rehearsal process I discovered the 

elements in the productions that would best serve the 

company: ensemble and transformation. Neither one of 
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these concepts is new to the world of theatre, but they 

took on many different levels of importance to this 

production. 

Ensemble 

Ensemble is always crucial to a production. It 

is usually thought of as actors working together to 

produce a unified production. 

The concept of an ensemble is a vital 
one in the theatre; it suggests that 
the best sort of theatre is created 
by the intimate working together of 
persons who share not only professional 
expertise, but genuine affection, 
a unity of social or metaphysical 
philosophy, and even love of one 
another.(3) 

Ensemble is never automatic, it is an ongoing process 

and must be achieved. A single seed is planted, and by 

adding essential ingredients such as water, sunlight, 

oxygen, and food, only then can the seed grow and 

eventually blossom. 

Like the seed, ensemble needs time, patience 

and the right elements to grow. The process begins with 

individual actors. They must first find the root or 

base for their own characters and how, as company 

members, actors and characters, they fit in to the 

ensemble. Once individuals find their own functions, 

actors in ensembles must go through the the same process 

of finding purpose and function in the show through a 

series of exercises. The ensemble became a vehicle for 
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Scrooge's transformation, but actors had other 

functions, such as creating environment, defining the 

mise, providing a connection between stage and audience, 

and creating isolation. The exercises and functions of 

both individual and ensemble will be discussed in 

greater detail in Chapter Two. 

Transformation 

"The only way you can escape the trap of 

character is to become the character. It actually 

occurs in the on-going moment. That's a becoming. 

That's a transformation"(4). The most important idea 

brought out in this statement is that of "becoming," in 

other words, "change." On a large scale the Christmas 

season brings about many transformations: season change 

from fall to winter; weather turns colder; landscapes 

take on a wintery scene with trees losing their leaves; 

grass turns brown or is covered with snow, turning 

everything white; shop windows are filled with toys; and 

in many shop windows, elaborate mechanical Christmas 

scenes with elves, Santa Claus, brightly decorated 

packages of red and green are on display for shoppers 

and interested children and onlookers. Television also 

takes part by reconstructing the weekly programs with 

classic specials like "Rudolph," "Frosty," and "Santa 

Claus," while commercials change to suit the holidays. 



People bring out the Christmas decorations and buy trees 

to transform their homes into a Christmas greeting card. 

It is no surprise that a Christmas show would 

^ be full of transformations. The largest transformation 

in A Christmas Carol is , of course, Scrooge's trans

formation from a heartless man to one filled with 

love. There are many smaller and simpler transform

ations in the show, such as actor to character, the 

concept of a play within a play, character to different 

character, and location and space changes, all of which 

are important to the show. In Chapter Three the combin

ation of ensemble and transformation will be discussed 

along with other transformations and how they affect the 

show. 

As director, I wanted not only to portray the 

spirit through the use of ensemble and transformation, 

but also through visual elements. I chose, therefore, 

to design the set in order to create a more uniform and 

complete environment for the concepts of Christmas 

spirit, ensemble and transformation to work side by 

side. In the following chapters all of these concepts 

and ideas and how they were used in particular scenes 

will be discussed in further detail. 



CHAPTER II 

DEVELOPEMENT OF ENSEMBLE 

Ensemble, as defined in the dictionary, is "a 

group of persons acting together to produce a particular 

effect or end." What the definition does not account 

for are the individual contributions within the 

ensemble. For ensemble to work, actors/characters must 

first discover how and why they function in the 

ensemble. "Actors at first feel the lack of any 

security—no lines or blocking to hold onto —and the 

director must furnish that security by creating on open, 

sensitive, ensemble atmosphere"(5). Ensemble emerges by 

working with individuals first. 

As mentioned earlier, A Christmas Carol 

can be deceptive, and character work for this script is 

the epitome of deception. In many scripts there are 

usually enough "givens," either through character 

descriptions, lines, or plot, to get an idea of 

character needs so that the process of creating a well 

rounded character can begin. In this script, however, 

there is really only on character, Ebenezer Scrooge, who 

has enough givens to help. The other characters are 

left with no more than their character names and a 

label, such as Fred-Nephew, Mrs. Cratchit-Mother, and 

Present I and II, Past, and Future, all carrying the 
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label of "Ghosts." These designations became traps for 

many of the actors because they began playing their 

characters "as their lables." 

Whenever I retained my first images or 
used them as guidance for my character 
I was in big touble...Jumping for the 
illustration of the first image is almost 
an automatic trap for the inexperienced 
actor.(6) 

When actors begin to play labels, they tend to 

bring in preconceived notions of what the label repre

sents. This causes many problems because the actor has 

jumped the development process into creating a character 

and ends up with a one-dimensional character with no 

base or root from which character growth stems, result

ing in limited choices and attitudes. 

It is possible to portray on the stage a 
character in general terms—a merchant, a 
soldier, an aristocrat, a peasant, etc. for 
the purpose of superficial observation of a 
series of categories into which people were 
formerly divided, it is not difficult to 
work out striking mannerisms, and types of 
carriage These are all generalized cliches 
supposed to portray characters. They are 
taken from life, they actually exist. But 
they do not contain the essence of a charac
ter and they are not individualized.(7) 

Where does the actor begin to develop 

character? Since Scrooge is the only character that 

really goes through changes, such as examination of 

polar attitudes and major psychological changes, it was 

not necessary for the other characters to engage in a 

major psychological study of character, but rather to 

discover character as function. Simply put, character 
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became function, or visa versa. The director had the 

actors go through a series of exercises each night at 

the beginning of the rehearsal period to help them 

discover character function. "The use of games and 

exercises can of itself help create the ideal ensemble 

of actors"(8). 

Since the action of the play revolves around 

Scrooge, character function would be best found through 

character relationship with Scrooge in each separate 

scene. Each character, depending upon what scene or 

scenes were being rehearsed, was asked to work in 

mirrors with Scrooge. 

Mirror Game. Members face each other in 
twos (or in groups of four or more, but it 
is simpler to begin in twos). One actor is 
to be a mirror image of the other's actions 
and reflect all his bodily and facial ex
pressions. The level of concentration can 
be observed in the precision of the imita
tion. This game can be extended to the 
repetition of common action, and finally to 
improvisations based on the actions discove-
ered.(9) 

At the beginning, the actors went through 

simple physical mirror work, alternating leaders with 

consideration of character or scene structure. This 

approach was done so that each actor could observe and 

feel each other's personal rhythms and get an idea of 

how the actor worked. After awhile the actors were 

asked to begin working as character through mirrors, 

but, at that point, Scrooge led the mirror work. 

Scrooge led the exercises because the object was for the 
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character to discover how that character affected 

Scrooge and what was demanded of the character to affect 

Scrooge. This exercise also gave insight into how the 

character was affected by Scrooge. 

Next, the scene was put into the exercises. 

It is important to note that, by putting the scene into 

the exercises, the actors were asked not to follow the 

structure of the scene. The purpose of the exercises 

was to discover an essence of the scene through 

non-verbal, physical mirrors—not simply with 

pantomiming the scene, but through body tensions and 

positions revealing the essence. The actors were then 

asked to start using lines from the scene but working 

again without structure. Without the structure the 

actors were free to use any lines and concentrate on one 

segment or line or even word. This was done so that the 

actors could deal with what lines they found important 

and discover how different actions could best coincide 

with lines. As director, I would point out what worked 

or could work and what did not work and why. At this 

point I ran the scene with structure intact to clarify 

choices and add detail. These exercises were not only 

used to help find character function, but also some of 

the blocking in the play came out of these exercises. 

A scene in which both blocking and function 

were clarified was the scene between Bell and Scrooge. 

In the scene the audience sees the pivotal point where 
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Scrooge's need for money overrides his need for human 

affection and compassion. Even though Scrooge wanted 

more money to be able to provide the nicer things for 

Belle once they were married, he became obsessed with 

money and work, and this obsession became more important 

than his relationship with Belle. It was Bell's 

function in this scene to show Scrooge how his obsession 

affected her. 

In this scene, like many others, the function 

was highly presentational. Presentationalism often 

carries a negative connotation; thus, it is necessary to 

clarify the director's definition of "presentational," 

as it is associated with this play. In this context, 

"presentationalism" simply means "straight forward, 

without subtext." 

The Presentational actor trusts that a 
form will result from identification with 
the character and the discovery of his 
character's actions, and works on stage for a 
moment-to-moment subjective experience.(10) 

"Function" and "presentation" do not mean void of 

emotion. On the contrary, it was Belle's function to 

show, through emotion, how she was affected by Scrooge. 

It was presentational because Belle was showing Scrooge 

her emotion but void of subtext so there was never a 

question in Scrooge's mind how Belle felt. 

It is important to note that the emotions could 

not be falsified. For the scene to work, the actor must 

remain honest to the emotion even though it is 
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presentational. Honesty became more important the the 

play, not only for the emotions, but also for capturing 

the spirit of the play. 

In the scene in which Scrooge asks Belle to 

dance, they originally waltzed, but the scene always 

seemed flat and unmeaningful because their relationship 

was never set up. During the exercises one night the 

director saw a solution for the problem. The actors 

were about five feet apart and moving in a circle while 

never losing eye contact. The director saw it as the 

beginning of the dance, with pensive and simple 

movements. The director kept the circling as the 

beginning, representing the first meeting or early part 

of the relationship where there was little investment or 

commitment ot represent the growth of the commitment. 

The actors slowly moved closer to each other until they 

joined hands, with movement still being circular. The 

actors then hastened the movement until they were going 

around at a fast pace with hands attached and arms fully 

extended, laughing and enjoying the relationship. The 

actors performed this through the exercise, verifying 

the relationship. The director simply put it in order 

and gave the movement purpose and detail. 

The director was not definite whether the 

exercises dealing with individual characters would be 

transferable or completely benificial toward creating 

ensemble until the first rehearsal with all of the cast 
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members. The first complete cast rehearsal took place 

on a Saturday morning a week and a half into the 

rehearsal process. It was important for the director 

not to force the idea of ensemble but to give the actors 

a chance to work into an ensemble process. The director 

had the cast warm up as a group. Having each cast 

member lead the warm-up for a period of time gave the 

company a chance to see what they needed to do as actors 

to begin rehearsal. It also gave insight into the 

personal rhythms of the actors. After warm-ups, the 

actors were asked to break up into relationships, such 

as Scrooge and Tiny Tim, Mr. and Mrs. Cratchit, Fred and 

Mrs. Fred, and so on. They were asked to work in 

mirrors in the same fashion as they did in the earlier 

exercises. At certain intervals the director would 

switch pairs so that each character had a chance to work 

with Scrooge to clarify earlier discoveries. 

These exercises also allowed each actor to work 

with all other actors with whom they had a relationship 

in the play. Once each cast members worked with 

Scrooge, they were split into larger groups, such as the 

Cratchit Family, the Fred Family, and the Ghosts. The 

groups worked separately for awhile, primarily still in 

mirrors. This step was to give a Chance for the actors 

to see how their functions and characters fit into the 

larger group. Once the groups started to take form, 

separate groups worked with Scrooge. Each group could 
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then see how they, as a group, could relate to and 

affect Scrooge and how Scrooge affected them. 

After each group had a chance to work with 

Scrooge, the director broke up the groups and started 

individual characters again working with Scrooge, 

instead of rotating who worked with him. The director 

began with one character and slowly added characters one 

at a time until all of the characters were working with 

Scrooge at once. At this point it was impossible to 

work with mirrors; instead, each character was asked to 

work with his own function. Although the characters 

were working with their individual functions, it became 

clear how their functions coincided with others and how 

they could work as an ensemble to affect Scrooge. This 

rehearsal was a turning point in the process toward 

ensemble because it gave the cast a taste of how 

important ensemble was to the show and how they could 

begin working as an ensemble. It also gave the actor 

playing Scrooge a foundation for his character. The 

actor began the last part of the exercises playing the 

meanness and hatred, but the constant presence of the 

ensemble all around him not only drove him to the edge 

of insanity, but also gave him an idea of the pain and 

loneliness that Scrooge harbored inside himself and how 

the ensemble would affect him. Now that the cast began 
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to understand how they could and must function as an 

ensemble, it was important to transfer that idea into 

scene work. 

One scene in particular incorporated all of the 

concepts that the director was trying to achieve. The 

scene took place in the present. The action of the 

scene took place in the Cratchit home and the Fred 

family home simultaneously. It is a Christmas Eve, and 

both families are preparing a Christmas feast while 

Christmas Present I and II force Scrooge to watch and 

listen. The scene was the most difficult because it 

demanded all of the elements of ensemble and spirit to 

be realized. The scene showed Scrooge the importance of 

the Christmas spirit, love, hope, happiness, human 

compassion, and family, and how, through these spiritual 

elements, hardship and pain can be relieved and even 

healed. 

This scene, like the scene discussed earlier, 

was presentational; in fact, the ensemble's function was 

to show Scrooge the importance of the elements of the 

Christmas spirit. Another reason the scene is 

presentational is that it did not require any reaction 

from Scrooge. No matter how Scrooge reacted to or 

involved himself in the scene, it would not affect the 

other character's actions whatsoever. The difficulty 

occurred because the scene and the acting had to be 

completely natural to present the spiritual level best. 
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Complete honesty to all actions and emotions from the 

actors was crucial. There could be no "extra baggage" 

brought into the scene; and, if any actor played 

attitude, it would be detrimental to the scene. This 

scene was the pivotal point where Scrooge sees the need 

for the elements of spirituality; he recognizes how 

ignorance and want could be harmful not only to himself 

but to others. Like the growth into ensemble, the 

actors could not force or be forced into the scene; it 

had to grow naturally. 

The director began work with this scene again 

through exercises. The actors worked in family 

groups—the Cratchits and Freds. The Ghosts of 

Christmas Present I and II worked as a group. The 

families did not work in mirrors this time; rather, each 

individual in the family, through words and /or physical 

actions, portrayed what Christmas means to them and to 

the other family members. The director worked with them 

on how the groups could portray these qualities in the 

scene. 

Rhythm became an important element in the 

scene. The scene had to keep at a constant pace which 

was a little faster than normal. To keep the rhythm 

constant was difficult because three groups of actors 

had to maintain and follow the rhythm after long periods 

of time when other groups had focus and lines. When a 

group did not have lines and focus, they remained in one 
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spot so that the exercise created a moving picture. 

They were not frozen because it would be harder 

instantly to begin movement and lines while keeping the 

rhythm. There were a series of tableaux in which both 

families took part. At one point the families gathered 

around the table and joined hands for a prayer before 

the feast. They held this tableau for a couple of beats 

before the prayer was verbalized and then held through 

the prayer. Up until this point in the scene there had 

not been a pause or break in the rhythm or action. The 

director chose this moment to break the action and 

rhythm to act as an exclamation point, saying that this 

is what spirit, love, peace, Christmas, union and the 

show was all about. This break also became a point of 

release where the audience and actor could enjoy the 

moment. 

Occasionally it is better for the 
pause to follow, rather than precede the 
important idea. Pausing after the idea 
can create no suspense for it, but it 
allows time for the thought or idea to 
sink in and to emphasize its importance.(11) 

Another tableau was when both families held up 

their glasses to toast Scrooge. Again the actors held 

for a couple of beats before action was continued. 

These moving pictures and tableaux were set up to 

stimulate the emotions, much like the feeling one gets 

from a Norman Rockwell painting—the feeling of warmth 

and continuity. 
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Although this scene concentrated on trying to 

capture a spirit, it was not "saccharine sweet." 

Without suffering and pain the spirit would loose 

meaning. The scene had to have tensions to make the 

tableaux more powerful. The Ghosts of Christmas Present 

created that tension. From the start of the scene the 

Ghosts played games with Scrooge; until the end of the 

scene, they were rarely serious about the nature of it. 

The tension was between Scrooge's attempt to find 

answers to these questions and the fact that the Ghosts 

were only interested in selfishness and playing games 

with peoples' emotions, much like what Scrooge was doing 

with his own life. Through the scene Scrooge learns 

that tiny Tim is ill and, if not helped, soon will die. 

The pain in this scene is Scrooges's realization that 

the games he plays with peoples' lives can cause grief 

and pain and may keep Tiny Tim from getting the help 

that he needs. 

Another element of ensemble inherent in this 

scene is isolation. Through his life, Scrooge made 

choices that isolated him from society. More important, 

the events of his life led him to a position of 

isolation, such as losing Belle and Jacob Marley's 

death. Instead of dealing with the pain, Scrooge 

guarded himself against anything that could cause him 

pain; eventually such a division led to his isolation. 

Through the ensemble work Scrooge became aware of his 
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isolation and what he was missing. Neither family could 

see or hear him and were completely wrapped up in their 

own festivities and celebration. The Ghosts completed 

the isolation by not letting Scrooge join any of the 

families, even if he had wanted to (which he sometimes 

did). For the most part they ignored Scrooge. This 

scene was not the only time in which ensemble created 

isolation, but it was the strongest scene in its use in 

the production and it illustrated how the isolation 

causes tension. 

The director also softened some of the farcical 

moments in this scene. At one point Bob Cratchit 

pretends to carry on a conversation with Belinda and 

Peter, two of his children, but neither of them is 

written into the script. Bob is actually carrying on 

the conversation with himself while pretending to be 

Peter and Belinda. The director felt that this 

conversation took away from the scene and gave Peter's 

lines to Tiny Tim and Belinda's lines to the Ghost of 

Christmas Present II as she joined the family. This 

scene is a good example of how all of the concepts would 

be utilized and how all of the concepts work together. 

The progression of ensemble was not only 

important in the rehearsal period, but it also fit into 

the structure of the production. The play itself began 

first with individuals , having the actors and the 

characters they played introduced one by one. As the 
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play progressed, more ensemble scenes were used until, 

toward the end of the play, the ensemble was in every 

scene except one. The director tried to emphasize the 

growth of ensemble in the play's structure through 

choices that he made. At the beginning the director 

punched up the idea of individuality by introducing the 

actors sporadically, with each actor doing something 

different from everyone else, such as singing, reciting 

lines, juggling, or dancing. In early scenes, although 

they worked as ensemble, the director kept distance 

between actors while allowing just a couple of pairs to 

form. After the Christmas Present scene the director 

began blocking the actors in the same fashion until 

eventually every actor was doing the same blocking. 

Through the various steps and exercises, the 

company and director realized the importance of ensemble 

to the show, not only in function but structure and 

began to define how the individual characters fit into 

the ensemble and how both elements needed to function. 

The ensemble had other functions besides those discussed 

in this chapter. In the following chapter, the elements 

of transformation within the production will be dis

cussed along with the ensemble's function as it relates 

to transformation. 
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CHAPTER III 

TRANSFORMATION-RELATION WITH ENSEMBLE 

"Transformation" simply means a change. There 

are many different kinds and levels of transformation. 

People change hair color, appearances, and attitudes. 

More important, society transforms during the holiday 

season. 

This script of A Christmas Carol contains many 

different levels of change from simple to complex. The 

plot centers around the transformation of Scrooge—how a 

cruel and sinister man slowly transforms after he is 

shown the events of his life and where he might end up 

if he remains the same. "I call performances where 

performers are changed 'transformations'"(12). 

Scrooge's transformation is the most apparent and 

significant transformation in the play, but there are 

many smaller changes that occur and more that the 

director tried to emphasize. 

From the beginning the director wanted the 

audience immediately to realize the idea of trans

formation and spirit. Music is always a good tool for 

setting mood, and it enhances the spirit of Christmas. 

Christmas carolers have long been part of Christmas 

festivities. Carols work well in creating the spirit 
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of Christmas because they operate on a sensory level. 

The senses are important to the idea of spirit because 

spirit is feeling. 

The director had the company in front of the 

theatre or in the lobby, depending upon the theatre, to 

sing Christmas carols while the audience filed into the 

theatre. Whether the audience members chose to stand 

and listen or just listened long enough to obtain their 

tickets and go to their seats, the carolers were there 

to create mood and atmosphere. If the audience members 

chose not to listen to the carolers, there was Christmas 

music playing in the theatre. Even when the carolers 

stopped singing, there was still something to engage the 

senses. This was done not only to transform the 

audiences' minds and environment, but also to make the 

production more of an event. 

When the actors first entered the theatre to 

start the performance, they came form the back of the 

theatre. As they progressed to the stage, they related 

to the audience, either singing more carols or just 

wishing them "Merry Christmas." The activity was to 

keep the audience involved in the production instead of 

just remaining onlookers. At certain points during the 

performance the company again sang carols as they roamed 

through the audience while inviting the audience to sing 

along with them. In the end, the show was completed 

with the ensemble singing "We Wish You a Merry 
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Christmas." To encourage the audience to take part, the 

carols that were sung during performances were printed 

in the program. All of these things were done in 

attempts to transform the audience along with Scrooge. 

The ensemble did not force the audience to participate; 

rather, they transformed the environment in which the 

performance was occurring so that audience members had a 

choice to take part or remain objective. 

The ensemble not only had the function of 

transforming environment and Scrooge but also served to 

transform the stage manager into Scrooge. As mentioned 

in the first chapter, the company discovered that the 

actor playing Scrooge has quit the show and left the 

play "Scrooge-less." Since "the show must go on," they 

pick the Stage Manager to play Scrooge. They transform 

him by adding all of Scrooge's costume pieces, still at 

the same time showing him how to walk and talk as 

Scrooge. They then show Scrooge (Stage Manager) the set 

and where his desk and props are and when and where to 

cross and move. All of this action occurred 

simultaneously with the set changes to add to the idea 

of transformation. At one point, instead of saying "Bah 

Humbug," the actor playing Scrooge says "Hah" by 

mistake. The ensemble stopped all action and looked at 

Scrooge. The actor playing Fred quickly instructs him 

that the correct line is "Bah Humbug!" The action did 

not continue until the Stage Manager said the line 
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correctly. With the help of the ensemble the Stage 

Manager is finally transformed into the character of 

Scrooge by the end of the scene. 

Throughout the play Scrooge is transformed. 

The world around him is also transformed from the real 

world, in which he functions every day, in to a dream 

world in which anything is possible. 

The performer goes from the "ordinary 
world" to the "performative world," from 
one personality to one or more others. 
He plays a character, battles demons, 
goes into trance, travels to the sky or 
under the sea or earth: he is transformed, 
enabled to do things "in performance" he 
cannot do ordinarily.(13) 

The transformation occurs with the help of the 

spirits who take him to view the past, present, and 

future. Although the spirits take him to the different 

locations and periods of time, it was the ensemble's 

function to make the changes complete. To make the 

transformations into the past, present, and future 

complete, the ensemble took on different characters and 

costumes to portray the people from the various periods 

of time in Scrooge's life. 

An example of this accomplishment was during 

the transformation into the past. The Ghost of 

Christmas Past tells Scrooge that they will travel over 

locations and through walls. The problem was how to 

give the appearance of achieving such actions. Since 

there was no set change, it was up to the ensemble to 
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show passage of time and space into the past. The 

director had the ensemble, already in costume of the 

characters they portray in Scrooge's past, enter from 

all areas of the stage and form a continuous moving 

circle around Scrooge and Christmas Past, while 

Christmas Past and Scrooge make a slow cross from stage 

left to stage right. This action occurred while 

Christmas Past related the movement over hills, walls, 

and valleys through her lines. The actors had long 

white streamers symbolizing fog, which they let flow 

behind them as they ran. Scrooge and Christmas Past 

came to the schoolroom, and the ensemble dispersed to 

emphasize that the travel was completed. All of this 

activity was done to help relay the idea of movement 

through visual elements. It was necessary because it 

happened in a brief period, and Christmas Past could not 

relate the movement well enough through the lines and 

with a simple cross to Scrooge. 

In conclusion, the concept of transformation 

became important to all aspects of the production, not 

only form Scrooge's transformation, but also for the 

Stage Manager's transformation into Scrooge and changes 

between past, present, and future. The director tried 

to use transformational elements to create the 

environment in which the audience could be transformed 
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and help define the ensemble function. In the following 

chapter the set and how it incorporated the concepts of 

ensemble, transformation, and spirit will be discussed. 
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CHAPTER IV 

SET DESIGN RELATING TO ENSEMBLE 

TRANSFORMATION AND SPIRIT 

The director had to consider many things when 

he began the set design process. Since A Christmas Carol 

was a touring production, the set had to be easy to set 

up and strike in the least amount of time possible. 

Second, the set had to incorporate and enhance the ideas 

of transformation, ensemble, and the spirit of 

Christmas. Minimalism became important in the design 

process, but the script called for many location 

changes—Scrooge's office, his bedroom, a schoolroom, a 

graveyard, and two dining rooms simultaneously. In 

other works, the set had to be accessible to many 

transformations of space and location. 

The director wanted to stay away from using 

real tables, desks, and beds because they would be bulky 

and hard for the cast to move quickly during perform-

mances. Another problem in using real set pieces was 

that they are too identifiable, and, no matter what or 

how they are used by the actors, the audience would 

always identify them in terms of function, and they 

could not be easily transformable. The director also 

wanted different levels for the actors to use, which 

meant having some type of platforms. It became apparent 

28 



that, by having platforms and real set pieces, the small 

stage space would be too cluttered to use the space 

effectively. To solve this problem the director used a 

series of different sized blocks: 

1 @ 4'x4', 2 @ 4'x2 1/2', 2 @ 3'x2', 

2 @ I'xl', and 1 @ 6'x2'x2 1/2' 

These blocks worked because they were not identifiable 

and could be used as furniture and as platforms. 

The use of the blocks also allowed the growth 

of the ensemble's importance and functions because the 

blocks could not be transformable or identifiable 

without the ensemble. What gave the blocks identity and 

the ability to be transformed was how the actors used 

them. For example, in the scene when both families were 

eating, the two 4'x2 1/2' were used as tables, and the 

1' square blocks were used as chairs. In the office 

scenes the 4'x2 1/2'blocks were used as desks, while the 

rest of the time they were used as platforms. 

Each block could be easily moved by two actors 

so that not only individual blocks could change in their 

purpose, but also the space could be changed, depending 

on where the actors set them. This was important to the 

idea of Scrooge's being taken to multiple locations. 

There were four main settings during the show. The 

first setting had all of the blocks in a crescent shape, 

with the 4' square block at the edge of the canvas floor 

upstage in the middle of the floor. The rest of the 
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blocks were placed symmetrically on each side of the 4' 

block going from largest to smallest. This created a 

staircase effect so that the actors would walk up to the 

4' block from stage right and back down to stage level 

as they crossed stage left. This setting was used for 

the first scene, the past scene, and the last couple of 

scenes in the play. All of the blocks were used as 

platforms in this scene. 

The second setting was used for the office 

scenes. One 4'x2 1/2' block was set down stage left for 

Bob Cratchit's desk, and one 1' square was used as his 

chair. The rest of the blocks remained in the same 

position and were used as platforms. 

The third setting was the Christmas Present 

scene where Box 4'x2 1/2'blocks were placed 

symmetrically downstage left and right. The 3'x2' 

blocks were placed up against the 4' block. The 4'x2 

1/2' blocks were used as dining tables, and the 1' 

blocks were used as chairs. In this scene Scrooge was 

blocked in the middle between the tables so that he 

could easily see the festivities. This arrangement gave 

a feeling of Scrooge's being surrounded by ensemble and 

spirit, and there was no real escape except to become a 

part of the families. 

The fourth setting was for the Christmas future 

scene. In this setting the 4' square stayed in 

position, but all of the other blocks were places 
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symmetrically for left and right, with the 4'x2 1/2' 

blocks upstage connected with the other two in 

descending size directly downstage. This created a very 

linear feeling and look, the reason being that the 

director wanted to capture the lean unfeeling set up of 

the symmetry. This setting was the most striking of the 

four settings and was the best setting for the actors to 

utilize. The ensemble was able to use the mobility of 

the set to create isolation. At the beginning of this 

scene the Ghost of Christmas Future led Scrooge up the 

blocks. Originally the blocks were set in the staircase 

fashion, causing Scrooge to stop on the top block. As 

the Ghost descended, leaving Scrooge on the 4' block, 

the ensemble quickly took away all of the smaller 

platforms and set them in a linear fashion. This action 

left Scrooge stranded on the 4' block with no way to get 

down; consequently, all that Scrooge could do was watch 

hopelessly what transpired. It was the function of the 

ensemble to get Scrooge down. At the end of the scene, 

the ensemble pulled Scrooge off the block and carried 

him to his bed, which at that point symbolized the 

grave. 

The next problem was how to get the concept of 

the Christmas spirit into the blocks and the rest of the 

set. As mentioned earlier, the director made choices in 

relation to the scenes. An earlier chapter discussed 

that music was used to reach the audience. The director 

31 



wanted something visual for the audience to be 

constantly reminded of Christmas and of the Christmas 

spirit. The blocks were painted as Christmas presents, 

using bright red, green, blue, white, and gold. These 

colors were used because they are strongly associated 

with Christmas. The director chose the use of presents 

for a couple of reasons, besides their association with 

Christmas. Presents are and object of giving. Second, 

they symbolize a childlike innocence of waking up on 

Christmas morning and finding brightly wrapped packages 

under the tree. 

The other components of the set were very 

simple. A canvas drop covered the floor. It was 

painted mostly white with red and green spattering. For 

masking, a series of flats painted alternately red and 

green were used. Instead of spending money and time on 

a new back drop, an old drop from a previous production 

of A Christmas Carol was used. It was heightened by 

adding bright colors of red, green, blue, and gold to 

the holly, berries, and bells that were already drawn on 

the drop. The use of bright colors throughout the set 

enhanced the idea of isolation. In the midst of all of 

the colors on the set was a 6' circle in the middle of 

the canvas floor that was painted black. Scrooge's 

office and bedroom were both placed in the circle. If 

he crossed out of it, it was for only a few seconds and 

not more than a couple of feet. The only time that he 
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could come out of the circle for any length of time was 

when a spirit escorted him out. Nobody else was allowed 

into the circle besides the spirits. The circle 

represented the blackness of Scrooge's soul and the 

isolation that he encountered as the world revolved 

around him. The circular shape became an important 

element in the blocking. Most of the blocking and 

actions were in a circular fashion surrounding Scrooge. 

As the play progressed, the ensemble tightened the 

circle around Scrooge until it actually followed the 

outside lines of the circle. As they walked, they were 

saying lines one at a time; but step by step the pace 

quickened, and lines became louder and overlapping. 

They continued in this progression of pace and sound 

until, at the high point in the action, Scrooge whole 

heartedly committed himself to change. After the climax 

the ensemble broke the circle, and all left the stage at 

different exits. From this point on, Scrooge left the 

circle freely, without having to return. 

Although the director utilized the set and the 

ensemble's use of it, there was more that could have 

been done. Rehearsal time with the blocks was only five 

days. Early in the design process there was some 

concern about the size of the blocks and the height 

difference between the blocks when used as steps. The 

director wanted the large presents to appear as a 

reminder to the audience that the spirit of Christmas is 
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large. With more time with the blocks, the director 

might have been able to get that idea across better. 

For the most part, the set worked well in communicating 

the director's concept and gave a completeness to the 

production. 
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CHAPTER V 

CONCLUSION 

Through the rehearsal process the director did 

not know how well or even if the production choices 

would be realized. It became more and more evident that 

the elements of transformation, ensemble, and set design 

were dependent on each other. If one element was 

missing, the other two would be incomplete. 

The managing director and director held a 

meeting of the cast after the tour was over to get 

comments on any or all aspects of the tour. One actor 

commented that, until they had the set, which was only 

built a few days before the tour, and an audience, the 

show was not making complete sense to them. As the tour 

progressed, however, production choices, ensemble, set 

and transformation and all of the rehearsal exercises 

became clearer, and they could understand the purpose of 

it all. As a group, the actors thought that the 

strongest element that prevailed was ensemble, not just 

in the show but outside the performances as well. 

Anytime a show is done, it is nice to have the 

production personnel work as an ensemble. With a 

touring show it becomes a necessity. When a group of 

people work together for a long period of time without 

having a chance to get away from each other, tension 
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sometimes becomes too tight. The stronger the ensemble, 

the less that tension will affect the group. One way 

that the director tried to keep tension at a minimum was 

to allow plenty of free time and little to do in terms 

of set up and strike each night. Many actors in the 

cast were freshman, an important decision as it is 

important for young actors to experience a touring 

production since a tour puts a great deal of 

responsibility on the actor. This cast had to build the 

set and gather their own costumes and props, and they 

were responsible for the upkeep of these items during 

the tour. Further, they had to set up and strike the 

set for each performance. This necessity is different 

from other productions because they had no stage manager 

or any type of crew. For the most part, they handled 

themselves with few problems. 

Most important, it was a good learning 

experience for them. In general, the tour went smoothly 

and was well received by the audiences. One comment 

from an audience member who lives in New York was that 

he thought that he had seen all the different 

productions of A Christmas Carol, but he was pleasantly 

surprised to see a different version and enjoyed the 

show. Most people commented about the set and how glad 

they were to see color in a set for A Christmas Carol. 
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In conclusion, the various production elements came 

together and worked well giving this version of A 

Christmas Carol a unified form. 
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