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CHAPTER 1 

INTRODUCTION TO THE PROBLEM 

The project was concerned with the stage design 

of Pippin for Lubbock Summer Rep. Lubbock Summer Rep 

is traditionally presented in the Lubbock Civic Center 

Theatre. The shows are rehearsed, the scenery is built, 

and the productions are presented in the course of 

eight weeks. Of necessity, it is rehearsed and built 

in the facilities at Texas Tech University. As the 

season consists of three full-scale musicals, it has 

been found that the most efficient method of building 

the scenery is through the use of a unit set for the 

three productions. 

According to A. S. Gillette in his book. An 

Introduction to Scenic Design, a unit set consists of 

a permanent structure, capable of some alteration 
in form, that is usually supplemented by a series 
of screens, plugs, platforms, and stair units that 
may be arranged to meet the needs of a particular 
play.l 

A single unit set, in addition, may be used for several 

A. S. Gillette, An Introduction to Scenic Design. 

(New York: Harper and Row, I967). 



plays, as each show adds its own distinctive series of 

additional scenic pieces. 

Lubbock Summer Rep has employed the unit set 

as a means of solving the problem of producing 

three shows in the relatively short span of eight weeks. 

Generally, the season is designed by a single designer•# 

therefore simplifying the design process by allowing 

one person to control all designs for the season. 

The 1984 season was to be designed by three different 

designers; therefore, it became a more complicated design 

problem in designing the unit set. Dr. Forrest Newlin 

designed the unit set for the season, meeting frequently 

with the two other designers in order to design a unit 

set best suited to solving as many problems as possible 

in all three productions. 

The Problem 

Statement of the Problem 

The thesis is that it is possible to design a 

stage setting for the Lubbock Summer Rep production of 

Pippin within the limits of a unit set. 

Limitations of the Problem 

Achieving a workable space for multiple scenes, 

each requiring space for dancing as well as dramatic 

action, within the confines of the Lubbock Civic Center 

Theatre's proscenium arch presented certain physical 

problems. 
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The designer had to provide such various scenes 

as the interior and exterior of a Byzantine castle, 

a battleground, a rural setting, a farm cottage and 

a second rural setting. In addition, there were 

several special effects, including fog, blacklights, and 

a magic box which appears to incinerate a human being 

on the stage. The requirements of the multiple 

scenes, a large cast, and many dance numbers posed many 

problems. In addition to the physical limitations of 

the script, the designer was also bound by the 

requirements of good scenic design. 

The Requirements of Scenic Design 

The main function of the scenic designer is to 

interpret the playwright's image of the setting through 

analysis of the script and also to interpret the images 

of the play's director. The scenery should express the 

mood and reinforce the spirit and meaning of the play, 

as well as its special style and architectural 

representation. 

Arnold Gillette presents a number of requirements 

that are recognized as guidelines for a well designed 

stage setting.2 These are: 

2 A. S. Gillette, Stage Scenery, Its Construction 
and Rigging, second editionT (New York: Harper and 
Row, 1972;7 pp. 401-4l4 et passim. 



I. The setting must be expressive: 
A. Of the play, its mood and spirit. 
B. Of the historical period of the play. 
C. Of the nations or country where the 

action is laid. 
D. Of the locality or part of the country 

where the action is centered. 
E. Of the strata of society from which 

the characters are chosen. 
F. Of the season of the year. 

II. The setting must be based upon the elements 
of good composition—the arrangement and 
adjustment of color, line, form, and mass 
for the sake of harmony, sequence, and 
balanc e. 

III. The setting must be practicable. 
A. It must meet the needs of the director's 

planned stage business. 
B. It must be serviceable to the actors 

who use it. 
C. It must meet the technical demands of 

the production—rapid construction, easy 
shifting, use of the unit set, and use 
of materials common to the Rep season. 

The ultimate goal is to present a well-designed 

setting that creates an environment which serves the 

play, the playwright, and the audience. This environment 

should communicate the mood inherent in the script as 

well as the particular mood the designer and director 

want to communicate to the audience. 

Definition of Terms 

Act Curtain: The main curtain upstage of the proscenium 

are h. 

Batten: A horizontal pipe hung and flown from a line-

set and pinrail system used as a support for 

scenic elements. 

Blocking: Stage movement planned by the director 

according to his interpretations of the play 



script. 

Designer's Plans: Scaled mechanical drawings for exact 

representation of a setting. They include the 

ground plans, front and rear elevations, detail 

drawings and side section. 

Designer's Sketch: Usually a pencil or colored 

perspective drawing showing the proposed setting 

as it will appear to a member of the audience 

seated about half-way back in the auditorium. 

Downstage, Upstage, Stage-right and -left: Areas of 

the stage. Downstage is toward the audience. 

Upstage is toward the back of the setting. 

Stage-right and -left are to the actor's right 

or left as he or she faces the audience. 

Flying: Shifting scenery by raising it vertically over 

the acting area by a rope-line rigging or a 

counter-weight system. 

Properties: Anything, except the costumes, used by 

the actors that are not a part of the permanent 

setting. This includes hand props, furniture, 

and other stage setting pieces. 

Proscenium Arch: The opening in the wall between the 

stage proper and the auditorium. 

Stage Setting: The environment created to serve the 

mood and the action of the drama, including 

scenery, lighting and properties. 

Strike: To remove an element, or physical property 



from the scenic picture. 

Procedures 

The working procedures followed in the design 

and construction of Pippin are listed below. The items 

did not always occur in order, but often occurred 

simultaneously. 

I. The designer reads the script and listens to 

the musical score of Pippin. 

A. The designer takes notes of the musical's 

requirements. 

B. The designer makes thumbnail idea 

sketches. 

II. Designer's and director meet for a design 

conference. 

A. The director presents his interpretations 

of the play and its requirements. 

B. The designer and director consider the 

style of presentation. 

C. The director and designer consider the 

time period, the locale and the passage 

of time. 

III. The technical demands of the play as stated 

in the script are noted. 

A. It is noted that Pippin is a multiple 

scene show. 

B. The space necessary for normal movement 



and sequences is noted. 

C. The nature of the special effects is 

noted. 

D. The source of the special effects is 

noted. 

E. The unit set of the repertory season 

is taken into consideration. 

IV. The limitations of the physical stage are 

considered by the designer. 

A. The space limitation of the stage is 

considered. 

B. The sight-line problems of the Lubbock 

Civic Center Theatre are considered. 

C. The limitations of the unit set are 

considered. 

Y. Production schedule limitations are considered 

by the designer. 

A. The time available for construction, 

move-in and set-up are considered. 

B. The personnel available and their 

abilities are considered. 

C. The budget limitations are considered. 

D. The material limitations, i.e., unit set, 

lumber, pigment, muslin, other fabrics 

are considered. 

E. The use of available stock materials and 

properties is considered. 



8 

F. The design ideas are approved for 

construction by the University Designer. 

VI. The designer does the historical research 

necessary for the design of the setting and 

properties. 

A. The historical background of churches 

and castles of the Byzantine era is 

considered. 

B. The historical accuracy of the properties 

and scenic pieces is considered. 

VII. The preliminary scale design drawings are 

sketched by the designer. 

A. The designer completes the formation of 

a workable ground plan. 

B. The designer completes his initial 

sketches. 

C. The designer considers color choice 

possibilities. 

VIII. The designer attends another meeting with 

the director. 

A. The designer presents his idea sketches. 

B. A discussion of director's interpretation 

and the special problems with each 

sketch is held. 

C. The designer sets out to re-direct and 

redraw his ideas into a workable 

composite of the whole. 



D. The set is approved by the director. 

E. An approval of the set for feasibility 

of building is given by the University 

Theatre Designer. 

IX. The designer completes the necessary drawings 

for construction of the set. 

A. The final floor plan in one-fourth inch 

scale is completed. 

B. The side section in one-fourth inch 

scale is completed. 

C. The final sketch is completed. 

D. The color rendering is completed. 

E. The working drawings are completed. 

X. The construction of the set under the 

technical director's supervision is considered 

by the designer. 

A. The pulling and repair of stock materials 

is considered. 

B. The building of special pieces is 

considered. 

C. The building of special design properties, 

i.e., the altar and the firebox, is 

considered. 

D. The scene painting requirements are 

considered. 

E. The move to the Lubbock Civic Center 

Theatre is considered. 
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F. The disassembly of extraneous unit set 

pieces is considered. 

XI. The technical rehearsal requirements are 

considered by the designer. 

A. The solution to the problems of the 

special effects are resolved. 

B. The use of properties is resolved. 

C. The solutions to movement patterns with 

the properties are completed. 

D. The final touches on the set are completed. 

XII. The performances are completed. 

XIII. The strike of the scenic elements and 

properties to storage for the coming year 

takes place. 

Although the process seems lengthy, it was 

necessary to plan out and think everything through 

thoroughly before taking working drawings to the shop. 

This helped to save time during the building process. 

Form of Thesis 

The information collected in this project is 

reported in the following form. 

Chapter I. The introduction, presents the 

problem, definition of terms, procedures, and the form 

of the thesis. 

Chapter II. The problem, presents the problem. 

Chapter III. Solution to the design problem. 
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presents the solution to the limitations imposed in 

Chapter II. 

Chapter IV. Execution of the design, includes a 

description of how the design was achieved, and discusses 

certain problems inherent to this production as well as 

any alterations that were made in the design during its 

execution. 

Chapter V. Conclusion and evaluations, presents 

a conclusion by the designer. Evaluations also from the 

director and the University Theatre Designer. 



CHAPTER II 

THE PROBLEM: 

REQUIREMENTS AND LIMITATIONS OF THE DESIGN 

Certain requirements and limitations were imposed 

on the designer by the script, the director, time 

allowed for construction, Lubbock Summer Rep, the 

lighting and costume designs, the staff, and budgetary 

considerations of Lubbock Summer Rep, as well as the use 

of the unit set. The designer draws his interpretation 

from the script and from the director. 

Requirements of the Script 

^ippin caJ.led for a plethora of scenes, each of 

which needed to be large enough in area to accommodate 

a large cast engaged in vigorous dance activities. 

The various scenes included a hall in a Byzantine 

castle, the throne room of said castle, a battleground, 

a rural setting (Pippin's grandmother's home), a farm 

cottage, a second rural setting, and an open stage for 

the opening and closing sequences. 

Pippin is inherently a presentational script, 

necessitating a specific style of design. It needed 

to show the audience that in no way was this an actual 

representation of life, but a show and nothing more. 

In addition, the setting needed many entrances 

12 
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and exits to accomodate the number of actors necessary 

to present the show. 

Within the text were recurring allusions to 

magic and fire. These two images needed in some way 

to be illustrated in the stage setting as they were 

strongly repeated images throughout the script. 

Requirements of the Director 

Similarly, the director was presented with a 

number of problems within the script. First, like 

the designer, he wanted a presentational style of 

production. Second, he wanted a number of different 

playing areas within each setting, levels whenever 

possible. Th5,rd, he wanted the sense of magic within 

the script to become a dominajit theme, as well as the 

recurring image of fire. 

Limitations of the Facility 

Two facilities were used in the construction 

ajid production of Pippin. Due to the rigorous 

schedule imposed by Lubbock Summer Rep, the production 

had to be constructed at the University Theatre on the 

Texas Tech University campus and then transported via 

vans to the Lubbock Civic Center Theatre. 

Both theatres are proscenium arch theatres 

equipped with a fly house and a small apron. Both 

have very little sidestage area for storage. 

The Lubbock Civic Center Theatre is furnished 
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with a combination of radial and continental seating. 

The sight-lines are critieal for a number of seats in 

the rear of the auditorium, approximately the rear third 

of the seats. The stage measures 50 feet by 37 feet, 

proscenium opening to back wall. A counterweight 

system is employed on stage-left with 25 lines in 

operation. 

Limitations of Time 

Each of the three productions of the season 

was alloted a two week time slot for construction. 

This included a five day work week, 1:00 pm to 6:00 pm. 

In addition, on the weekend of the move-in, extra hours 

were added as necessary for final touch-up work. On• 

the Sunday of the move-in, an open ended call was 

made for the crew to move the new show to the Civic 

Center and install it on the unit setting. This call 

ran until the new setting was in place for the next 

day's technical rehearsal. 

Limitations of the Staff 

Along with the time factor, the designer needed 

to consider the limitations of the Lubbock Summer Rep 

technical staff. All of the staff members were working 

the Rep season as a partial fulfillment of their 

respective programs and were taking additional classes 

during the eight week production schedule. 

The staff consisted of 9 paid university 
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student supervisors, assisted by several enrolled 

lab students working irregular hours. The technical 

staff included one technical director, two scene 

painters, two properties assistants, and three 

carpenters. When work was not needed in their particular 

area, the staff worked different production areas. 

Limitations of the Budget 

The budgetary limitations of the season were 

severe. The cost of the unit set used approximately 

one quarter of the season budget. Each of the designers 

was asked to design and construct their show for as 

little as possible without infringing upon the 

requirements of good design. This became a strong 

limitation within itself in the design process as many 

design possibilities were ruled out due to lack of 

funds. 



CHAPTER III 

SOLUTIOiNl OF THE DESIGN PROBLEM 

'V Design Concept 

The deisgn consept for the procudtion of Pippin 

was that of magic. The show itself was conducted by a 

master magician, who caused the scenery to shift and 

the other actors to play their specific parts in the 

course of the production. 

The Set Design 

The stage setting for Pippin was based on pieces 

of the unit set. Utilized were a permanent scaffolding 

unit downstage right, a permanent scaffolding unit 

upstage right, a pivoting wagon with a scaffolding 

superstructure center right, a pivotal scaffolding unit 

down-center right, a pivotal scaffolding unit downstage 

left, a permanent scaffolding unit upstage left, and a 

pivoting wagon with scaffolding superstructure center 

left. 

Unifying elements of a drop, resembling a large, 

spinning ball of fire, and four boxes serving as the 

basis for four columns of ribbons were added to the 

basic unit setting. Additional scenic pieces were 

flown in, carried on, or seemingly magically appeared 

from the unit setting by the use of pulleys and ropes. 

16 
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Floor ^lan Design 

The floor plan of the set design, as approved by 

the director, contained the aforementioned scenic 

elements of the unit setting and the additional scenic 

Pieces. Playing areas consisted of the stage floor, 

ramped floors on the large pivoting wagons, and 

different levels on the various permanent and pivoting 

scaffolding units. 

Elevation Design 

In order to bring the vertical lines of the 

scaffolding unit setting into a horizontal balance 

in harmony with the actors, a drop was designed for 

the back wall of the set consisting of a sun, seemingly 

spinning in space. The reasons for this were three. 

One, the lines of the spinning flames extending 

horizontally aided in balancing the vertical thrust of 

the scaffolding. Two, the sun itself was symbolic of 

the fire element, a strong symbol within the script. 

Three, the center of the sun was designed as a 

projection screen, allowing the use of different 

projections for the different scenes within the show. 

Positioned in front of and on different pieces 

of the unit were black boxes which contained columns 

of ribbons used as further unifying elements. 

They were in line with the vertical line of the 

scaffold unit setting and made of the same ribbon 
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as the spinning flames of the sun drop, thereby 

unifying the two disparate elements. 

Within the proscenium arch, masking was 

accomplished with the use of black teasers and tormentors. 

These were hung on battens and served as further pieces 

of the unit setting. 

The Scenes 

Opening 

The opening of the show revealed the plain 

scaffolding units. The actors' hands only were 

revealed by the use of blacklights positioned on the 

downstage pieces of scaffolding and on a box sitting 

center-stage. After the actors were illuminated in 

full stage light, the blacklight units were lifted from 

their supports and removed from the stage. The various 

properties needed for the ensuing scene were taken 

from the box sitting center-stage, with the exception 

of the "Pippin: His Life and Times" sign, which had 

been hidden in the scenery. 

At the close of the scene, the master magician, 

with a wave of his hands, caused the sun drop to be 

lowered into view from a batten and the columns of 

ribbons to rise into view by the use of other battens 

and a line-set. 
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Home 

Charlemagne's castle was symbolized on the 

projection surface of the sun drop by a crown. In 

addition, as the people in the hall moved into the 

throne room, the center-right pivoting wagon spun 

toward centerstage revealing a throne chair. While 

the wagon was being moved by the actors, two large 

crossed banners were lowered in on a batten. The 

colors of the scene were strong; a blue and yellow 

banner and a green and pink one. At the close of the 

scene the banners flew out and the wagon was returned 

to its original position. 

War 

The war sequence began in the camp where 

Charlemagne was explaining the battle strategy to 

his troops. A projection of crossed swords served as 

a symbol of the ongoing war. To establish the locale, 

each actor brought on a camp stool on which to sit. 

In addition, a rolldrop was hung on the downstage 

left pivoting scaffold (in its upstage position). 

When one of Charlemagne's sons touched the ribbons, 

the drop unrolled, revealing a map of the battleground. 

As the scene progressed into the war, the stools and 

map were removed, the downstage left pivoting scaffold 

was returned to its off-stage position, and the various 

levels on the scaffold units were used, allowing the 
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light to serve as an element of change. Strong reds 

and blues made up the color scheme of this scene. 

Flesh 

Pippin's arrival at the home of his grandmother, 

Berthe. was symbolized in projection by a slide of 

the tree of life. The downstage left scaffod unit 

was Pivoted into a partial turn, and from it was hung 

a swing. From a batten hung three swags, made of the 

same materials as the swing, twisted pieces of 

camouflage netting tied with ribbons from the columns. 

Each of the swags was tied off to a different scaffold 

unit by an actor. Loops at the end of each swag hooked 

over hooks on the scaffold units. At the end of the 

scene, the swags were removed and the scaffolding 

unit reutrned to its offstage position. The colors 

for the scene were decidedly pastoral, in greens and 

browns with flashes of bright reds, yellows and 

oranges. 

Revolution 

The Revolution sequence originated on the downstage 

right scaffold unit. It included the use of all the 

other scaffold units in the unit setting. The center 

stage-right pivoting wagon was brought onstage as the 

throne room and the corresponding banners were flown 

in. The center stage-left pivoting wagon was turned 

downstage and became the chapel, the large column 
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of ribbons framing the altar mounted on the wagon. 

A slide projection of a sword piercing a crown was 

the projection used for the scene. At the end of the 

scene, the banners flew out, and the wagons returned 

to their offstage positions. 

Hearth 

Catherine's home was another rural scene 

which needed to be decidedly different from the 

previous rural scene. A rolldrop, hidden on the 

back of the right-center scaffold unit, appeared to 

magically fly upward. On one side was a tree, similar 

to the tree of life slide. On the other was a lathe and 

plaster interior of Catherine's home. The second 

side was revealed when the wagon was turned downstage. 

The wagon housed alternately a bed and a table with 

stools. The colors were again pastoral, with a few 

flashes of color. 

Finale 

The finale was the grand culmination of the show. 

It was in this scene that the firebox was used. At 

the end of the scene, the stage returned to the bare 

unit setting as seen in the opening. The ribbons 

returned to their boxes and the sundrop flew out, 

leaving only the scaffold units remaining. The lighting 

made the unit appear to be even more bare than in the 

opening with the use of flat white light. 



CHAPTER IV 

EXECUTION OF THE DESIGN 

When the design process was finished, it was 

important that the design be constructed according 

to the designer's specifications, yet the design had 

to remain flexible enough to allow for alterations in 

construction as needed. This chapter deals with the 

construction process, both with the construction as it 

happened according to plan and with those problems 

that occured along the way. Working drawings and 

production photos can be found in the appendices. 

Constructing the Ribbon Columns 

The ribbon columns were to be made of florist's 

ribbon. The ribbon was cut into four foot segments 

which were then knotted together into long streamers. 

The individual streamers had initial ribbons of 

gradiated lengths so that no two streamers beside one 

another had knots in the same place. The streamers were 

then stapled to one inch by three inch boards. 

Boxes, with hinged tops, were built of plywood 

according to working drawings in order to contain the 

ribbon columns. 

When installed at the Civic Center Theatre, the 

tops of each of the columns, attached to a black 

22 
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1 inch by 3 inch board, were tied onto battens. 

When the battens were raised, the column appeared to 

"grow" out of the floor, the black boxes appearing 

invisible on the black floor. When the battens were 

lowered, the ribbons, with the assistance of actors, 

returned into the boxes. 

The Sun Drop 

The rear drop, the sun drop, was originally 

designed to be constructed from 1/4 inch plywood. 

Due to the limitations of the budget, however, it was 

constructed from double wall cardboard. The rim of 

the central circle was constructed from 1/2 inch 

plywood on the back. The circle of -flames was then 

constructed from double wall cardboard and attached 

to the face of the plywood ring. The cardboard was 

covered in gauze and painted with animal glue based 

scenepaint in red, yellow and orange. It was built with 

a seam down the center so that it could be transported 

to the Civic Center on the top of the van. 

Once at the Civic Center Theatre, it was 

put together, hinging on the back. There, the gold 

scrim was stretched across the central opening and 

across the smaller openings. Hanging irons were placed 

on the back and it was manually raised into position 

on the batten. 

The netting used to support the ribbon flames 

spinning off from the sun unit was scavenged from an 
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earlier show and the pieces hand sewn together. 

It was hung on the same batten as the sun unit. 

The sun unit was stapled to the net from the back and 

the ribbon flames were glued on from the front as it 

hung in place at the Civic Center Theatre. 

Slides 

The slides were designed to resemble simple 

symbols such as are found on heraldic shields. 

Slides were taken from pictures found in books on 

heraldry. Various methods of presentation were then 

tried. The designer tried cutting photographic tape 

to black out all but the desired symbol. When this 

failed, cutting out t̂ e symbol and placing it inside 

a glass slide was tried. This too proved to be 

lacking in precision and was discarded. The method 

that succeeded and was subsequently used in the produC' 

tion was to use an India ink pen and color out all 

unnecessary areas so that only the desired symbol 

remained to pass light. 

The slides were then placed in a common 

carousel projector with a normal lens. The carousel 

was then hung in a cradle from the center of the 

second electric batten. Very little keystoning 

appeared due to the proximity of the carousel to the 

sun drop. 
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Painted Pieces 

Various painted drops were used in the production. 

A map rolldrop, two drops used as signs, and a back-

painted rolldrop were constructed. 

The apinted pieces were all done on sized 

muslin and painted with animal glue based scenic paint 

according to the painter's elevations as provided 

by the deisgner. They were then turned over to the 

properties crew to finish construction. 

The map rolldrop was mounted on a long piece 

of one inch dowel. It was then rigged with pieces of 

velcroed ribbon that when touched would trigger the 

drop to unroll. Two u-shaped hangers were attached to 

the downstage left pivoting scaffold unit so that the 

drop could be easily added and then removed from the 

unit during the production. 

The two drops used as signs were attached to 

ploes at the top to enable the actors to use them 

like heraldic banners. One was intended for use in 

the opening sequence and the other for the finale. 

The backpainted rolldrop for the hearth sequence 

was installed on a roller in a long box. The drop 

was then taken to the Civic Center Theatre where 

the box was attached to the back side of the center-

right wagon. Ropes were run up the superstructure to the 

first set of horizontal pipes where they 
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ran to the offstage side. There they were connected 

to a single line so that an actor, out of sightlines, 

could pull the line and cause the drop to appear to 

rise of its own power. A crank was provided on the 

end of the box so the actors could roll the drop 

back into its box at the end of the scene. 

The Garlands 

The garlands for Berthe's scene were designed 

and constructed from in-stock camouflage netting. 

Wide bamds of the netting were cut smd twisted 

upon themselves. The green and brown netting was then 

tied off in varied lengths with small pieces of ribbon 

remaining from the ribbon columns. The garlands were 

hung from a single point on a batten. When they were 

lowered in, the actors took the three garlands and 

hooked the ends of the garlands over small hooks 

attached to three of the scaffold units. 

A swing was constructed for Berthe of hemp 

with a 2 inch by 8 inch by 18 inch seat. The hemp 

was covered with twisted pieces of camouflage netting 

tied off in varied Idngths with more of the small 

pieces of ribbon. Hooks were attached to the onstage 

end of the downstage right pivotal scaffolding unit. 

The upper ends of the hemp were tied in loops which 

could be easily slid on and off the hooks by an actor. 
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Blacklights 

Blacklights were called for in the opening 

sequence, when only the actors'^hands were to be 

seen, appearing to be floating in space. Polyester 

(a synthetic fabric) will glow under blacklight, while 

cotton (all natural) fibers will not glow. 

Initially, blacklight bulbs were purchased to 

be used in short strip units owned by the University 

Theatre. Upon arrival at the Civic Center Theatre, it 

was discovered that the bulbs were not strong enough 

to illuminate the area necessary in such a large 

house. Flourescent fixtures were rented, along with 

blacklight tubes. These were then found to provide 

all the illumination needed. Unfortunately, these also 

caused the costumes, which contained polyester, to 

glow lightly, illuminating the actors. Black strip 

curtains were then hung from the scaffold units 

whenever possible where actors were positioned in 

order to conceal them. 

The Altar 

For the Revolution sequence, an altar was used to 

suggest the interior of a chapel. The altar was 

constructed of a one inch by three inch flat-type 

framed structure, the base covered in masonite. The 

entire structure was then covered in muslin and painted 

with animal glue based scenic paint, the back painted 
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black to make it disappear on the black stage. 

The altar was constructed to be light enough for 

the actors to move it easily on and off stage. It was 

subsequently discovered that the size was prohibitive 

to such movement, and it was permanently mounted on 

the center stage-right pivoting wagon. 

The Firebox 

The finale called for a magic box in which a 

man appears to incinerate himself in full view of the 

audience. A box was designed constructed of 3/^ inch 

plywood with cutout centers on three of the four 

sides. The back was deeper than it appeared, containing 

an extra back wall. The interior of the box was lined 

with mirrored plastic. A dummy resembling the person 

to be burned was mounted on the rear wall of the box. 

Just in front of the dummy hung a roller blind covered 

in the same mirrored plastic. A hidden pin on the 

side of the box, when pulled, released the roller which 

fell down concealing the dummy behind it, making 

the man appear to disappear. 

The person was to disappear engulfed in flames; 

however, since the Lubbock fire codes prohibited the 

use of any pyrotechnics on the stage, no real flame 

or smoke could be used. As a compromise, the base 

of the box was fitted with a fan and two gelled 

PARS. When the fire was to start, the fan and lights 
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were triggered from an electrical box offstage, and 

the fan blew pieces of colored silk, which danced in 

flame-like patterns. 

The box was painted in bright yellow, blue, 

orange and red, all colors found in the ribbon 

columns. The excess depth of the back was concealed 

by covering the back portion of the box in black 

velour. 

The Body Parts 

The only properties designs which need to be 

noted at this time are the body parts necessary for 

the end of the War sequence. A talking head from a 

casualty was called for as a prop. This was accomplished 

by having an actor stick his head through an opening in 

the floor of the downstage right scaffolding unit. 

When the actor's head was to be removed, attention was 

diverted momentarily and a false head, designed to 

resemble the actor, was placed in its stead. The 

false head was constructed from molding clay on a 

styrofoajn wig stand, painted and bewigged to imitate 

the actor's face and hair. 

The script calls for a number of body pieces, 

i.e., arms and legs, to be scattered about the set 

at the end of the fighting. It was necessary for these 

to be pliable as they were to be thrown on by the 

actors from various offstage positions. They were 
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made from pajityhose legs, stuffed with muslin, and 

rolled to resemble muscles. The joints were sewn in 

by hand to give the parts definition. Small scraps 

of fabric matching that of different costumes were 

sewn on to make the parts appear to have come from 

some of the actors. No attempt was made to make them 

appear to be real, but rather they were treated as 

being acknowledged in their false imitation of life. 



CHAPTER V 

CONCLUSIO.M Â JD EVALUATIONS 

Designer's Evaluation 

This production as a whole was successful in 

that it satisfied the requirements of the script. 

The technical needs for each of the scenes were met 

through the various devices discussed in Chapter III. 

The design also was very presentational, intending in no 

fashion to be presentational of any reality, only i 

depicting those elements deemed necessary to make 

a statement concerning the time period and locations 

concerned. 

The textual allusions to magic were clearly 

illustrated in the stage setting through the use of 

color, flying elements, the magician's scarf-like 

ribbon columns, and the seemingly magical fashion in 

which many of the scenery pieces were revealed to the 

audience. 

The allusions to fire were represented by the 

sun drop, resembling a spinning ball of fire, the fire

box and certain hand props, including a torch and 

a flaming pudding. 

This design also satisfies the requirements of 

good design. The pieces resembling the architectural 

31 
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elements are emblematic of the period. Through the 

research I conducted, I was able to imbue the scenery 

with the spirit and mood of the Age of Charlemagne 

while maintaining the magic of the script, through 

the use of scenery which seemed to magically appear and 

disappear in the methods discussed in Chapter IV. 

The sensuous curves of the spinning flames 

played in interesting juxtaposition to the strong 

horizontals and verticals of the unit set. The bright 

colors of the sun and ribbons helped to maintain the 

magic and the festive atmosphere. 

The setting was designed to fulfill the 

requirements of the play. The director and actors 

used the set well, playing the multi-level set as they 

were intended to do. The director utilized the different 

levels in varied ways and often the entire stage space 

was filled with choreography. 

The slides, in particular, for all the problems 

that were encountered in their development, worked well. 

The projection angle caused very little distortion of 

the slide, and the finished product was a clear, clean-

cut symbol making a simple statement about each scene. 

The blacklights did not work as well as I had 

intended. Due to the polyester content of the costumes 

which caused them to glow under the blacklights, strip 

curtains were constructed which still were not adequate 

to solve the problem. The movement of the 



33 

blacklights on- and offstage was clumsy and a better 

solution to the problem of their placement would have 

been to set them into the stage floor, had that been 

possible through the use of a slightly raked floor. 

Overall, the design had both positive and 

negative aspects. There were a few technical problems, 

but they did not affect the design adversely. The 

design was a success as it satisfied the requirements 

of the director, the script, and it evoked the spirit 

of the production. 

Evaluation of the Setting 

by the Director, George W. Sorenson 

Within the budget, time and structural limitations 

of mounting Pippin in the 1984 Lubbock Summer Rep 

season, the set, for the most part, served the produc

tion needs. Mechanical difficulties and lack of 

attention to details occasionally intruded upon the 

action or failed to unify elements; however, stylistic 

elements and some special effects heightened the concept 

and enhanced the performance. 

Evaluation of the Setting 

by the University Theatre Designer, Forrest A. lewlin 

Designing scenery for the shows produced by 

Lubbock Summer Rep is always a very difficult problem 

requiring a great deal of imagination and organization 

due to the schedule, the budget and the staff. The 
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schedule gives a limited time for execution ajid 

technical rehearsal of each production. The budget is 

limited requiring substitutions for materials that are 

unaffordabie. The small staff, sometimes very 

inexperienced, must be considered in order that a 

design may be realized with excellence. 

All of these considerations have led to the use 

of a unit for the Summer Rep productions in order that 

cost and quantity of scenery are minimized. However, 

the use of a unit set may require even more imagination 

because of the additional limitation. 

The unit set that Pippin had to play on was an 

arrangement of pipe scaffolds that allowed the actors 

a multilevel space to work while remaining so neutral 

that it spoke of no script without alteration. 

The design for Pippin helped to alter the unit 

setting and it became specific instead of general. The 

ribbon columns softened the texture and the rigid 

pipe verticals and horizontals of the scaffolds. At the 

same time they added color and a festive atmosphere 

to enhance the sense of magic. The ribbons, knotted 

together, as they appeared suddenly out of the 

floor, recalled the string of colored silk scarves the 

magician causes to appear and disappear with no 

apparent place of hiding. 

The drapes used were another element added to 

soften the harsh lines of the scaffolding and add color 
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to the scene. 

Thought the period time of Charlemagne was never 

completely represented, it was well presented with a 

few well chosen properties— the altar piece, the throne 

chair and the table. 

The magic of it all was ever present with the slides 

that appeared in a golden sphere as if conjured from 

a crystal ball that also presented an image of the sun 

in flsLmes to remind us of the "fire" motif that runs 

throughout the play. The "fleunes" of ribbon bands 

swirling about the sphere were yet another softening of 

the scaffold lines and in complete unity with the ribboa 

columns of the same material. 

The projected symbols that helped to indicate 

each locale or action of the play added greatly to the 

magic of it all. 

I found the design a completely satisfying 

solution of the many problems the production presented. 

It was an imaginative use of the unit setting, never 

distracting but always supportive of the actions, and 

yet realized with every consideration for the limitations 

of the schedule, the budget, and the staff. 
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Figure 21 

The Firebox 
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Figure 22 

The Firebox (side view) 
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FLOOR PLAN, SIDE SECTION 

AND OTHER WORKING DRAWINGS 
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