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CHAPTER I 

INTRODUCTIOK 

T oday's theatre requires a scene designer to bring ingenuity and creativity to bear 

on a theatrical production in order to provide a visually exciting contribution to the world 

of the play. The scene designer does not act alone; he or she is a member of the 

production team. As a member of that team the designer has certain obligations, as is 

stated by W. Oren Parker and Harvey K. Smith; 

As a collaborating artist the scene designer should make an important visual 
contribution to the dramatic form. Through his Knowledge of dramatic structure 
and directing or staging techniques he can bring proper visual expression to support 
the action of the play . . . . he must . . . . bring a theatrical flare to his designs and keep 
them in proportion to the dramatic import of the play and the movement of the 
actors. 1 

Challenge 

The purpose of this project was to design stage scenery and properties for the 

Texas Tech University Theatre production of Henrik Ibsen's The Lady From The Se~ as 

produced on the Mainstage of the Texas Tech University Theatre on November 9-12, 

1989 and again on November 16-19, 1989. 

Format of the Thesis 

This thesis is divided into five chapters in order to clarify the design process. Each 

chapter illustrates a specific step in the process. The thesis is organized as follo\vs; 

Chapter I contains the introduction, the design challenge, the format of the thesis, the 

history of the play, a structural analysis, and a definition of tenns. Chapter ll examines the 

basic function of scene design and the requirements established by the production team and 

tw. Oren Parker and Harvey K. Smith, Scene Design and Stage Lighting(2nd ed.~ New York: Holt, Rinehart 
and Winsto~ Inc., 1968), 17. 
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producing body. Chapter ill delves into the designer's solutions to the challenge. Chapter 

IV deals with the execution of the design and the solutions to the challenges of production. 

This consists of the organizatio~ realization, painting, and construction of the stage 

scenery. Chapter V presents an evaluation of the design. The appendix contains 

reproductions of the renderings, models, production photographs, ground plan, hanging 

section, and elevations. 

History of the Play 

The Ladv From The Sea was a great turning point in the works of Henrik Ibsen. 

Written in 1888, it was the twenty-first of twenty-six completed plays. 

Twenty years before in Brand (1865) and Peer G}nt (1867), Ibsen dealt with the 

complexities of poetic drama. In a nine-year labor and progression of his earlier plays, he 

produced Emperor and Galilean ( 1864-1873 ), a study of historical drama. With Emperor 

and Galilean, Ibsen had turned to the task of revealing the vanities and short comings of 

contemporary society. Next~ he attacked the boisterous emptiness of radical politicians in 

The League of Youth ( 1869). After which he attacked, "ith equal fetvor, the stifling 

emptiness of consetVatism. with The Pillars of Society ( 1877). Then with A Doll's House 

(1879), Ghosts (1881) and An Enemy of the People (1882) Ibsen wrenches his attention 

from the transgressions of politicians to the hypocrisy of social conventions. In his next 

three plays, The Wild Duck (1884), Rosmersholm (1886), and The Lady From The Sea 

(1888), Ibsen adjusted his focus even further. tightening it from his study of social 

problems to a sickness in the mind of the individua~ a theme which he carries on to the five 

powerful dramas in his old age, Hedda Gabler (1890), The Master Builder ( 1892). Little 

Eyolf (1894), John Gabriel Borkman (1896), and When We Dead Awaken (1899). 
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The Lady From The Sea. more than any of Ibsen's works~ affected his 

contemporaries as it represented such a drastic change of heart. Within days of its first 

publication. Ibsen gained immediate recognition. In England~ Edmund Gosse. wrote: 

There is thrown over the whole play a glamour of romance. of mystery, of 
landscape beauty, which has not appeared in Ibsen's work to anything like the same 
extent since Peer Gynt. And moreover, after so many tragedies, this ic;; a comedy 
by comparison .... The Lady From The Sea is connected with the previous plays by 
emphatic defense of individuality and its statement of the imperative necessity of 
developing it; but the tone is quite unusually sunny, and without a tinge of 
pessimism. It is in some respects the reverse of Rosmersholrn; the bitterness of 
restrained and balked individuality, which ends in death, being contrasted with the 
sweetness of emancipated and gratified individuality, which leads to health and 
peace. 2 

Later, Georg Brandes, a Danish critic. while giving a speech in Norway in 1906 

recollected a conversation he had had ·with Ibsen not long before he began The Lady From 

The Sea. 

I remember that after Ibsen had written Rosmersholrn , he said to me one day: 
'Now I shan't write any more polemical plays.' Good God, I thought, what will 
become of the man? But, as we know, he kept his word. His last plays are not 
polemica~ but are plays about families and the individual. The difference bet\veen 
these two groups of {prose) plays is shown by the fact that of the six (The Pillars of 
Society , A Doll's House, Ghosts , An Enemy of the People , The Wild Duck , and 
Rosmersholrn) only one, An Enemy of the People, is named after its chief 
character, while all the other plays in the group beginning with The Ladv From The 
Sea , except the last (\\tnen We Dead Awaken), have as their title the name or 
nickname of a person. 3 

In order to understand Ibsen's reasons for this change of heart we must go back to 

three years prior to his starting The Lady From The Sea, to 1885. That summer he had 

returned to Norway after a self-imposed exile in Italy and Germany for the second time in 

Z.Meyer, ~fichaeL Henrik Ibsen, The Lady From The Sea(Rupert Hart-Davis, Soho Square, London, 1960), 8. 
3Meyer, MichaeL The Plays oflbsen(Washington Square Press, New York, 1986), Vol. 4, 320. 
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twenty-one years. His earlier visit, to Christiania in 1874. had not been a happy one. 

However, on this visit he went beyond the capital to the seaside town of Molde, high on 

the northwest coast. Ibsen was born by the sea. in the village of Skien where he spent his 

youth and early manhood, but since 1864, he had lived in Rome, Dresden. and !vfunich. 

Aside from the one brief visit to Christiania~ he had not seen the ocean; Ibsen did not 

count the peaceful waters of the Mediterranean as such. For him, Molde was much like 

Grimstad and Bergen, places of his youta and it is related that he stood for hours staring 

into the fjord, or out across the choppy waters of the Northern Atlantic. 4 

The people of Molde told many intriguing tales about the sea and its power over all 

who lived near it. Two of these stories stayed with him. One was about a Finn who had 

the troll-power in his eyes. this enchantment was so strong that he convinced a clergyman's 

wife to forsake home, children, and husband to go away with him. The second story was 

about a seaman who had left his home not to return for many years, fmally well after his 

family thought him dead; he suddenly reappeared to discover his wife had married another 

man. 

The story of the Finn and the clergyman's wife probably reminded Ibsen of his 

mother-in-law~ Magdalene Thoresen, who was forced to leave her native Denmark fleeing 

a love affair with an Icelandic poet, she married a widowed clergyman seventeen years 

older than herself. She left a clear account of the poet in one of her letters~ 

While I was studying in Copenhagen I met a young man, a wild, strange, 
elemental creature. We studied together, and I had to yield before his monstrous 
and demonic will. With him I could have found passion and fulfillment; I still 
believe that .... Now I have never regretted that he let me go, for as a result I met a 
better person, and have lived a better life. But I have always been conscious that he 
could have nurtured into flower that love of which my spirit was capable. So I have 
lived my life oppressed by a feeling of want and longing. 5 

41\-feyer, 1\-fichael, The Plays ofibsen(\Vashington Square Press, New York, 1986) Vol. 4, 321. 
.5Meyer, Michael, Ibsen, A Biography(Doubleday and Company, Inc. Garden City, New York, 1971), 581. 
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And of her husband she wrote; "Thoresen was mv friend. mv father, and mv bother. and I . . . . . 

was his friend, his child .... He was a man to whom I could openly and unhesitatingly say 

anything and be understood." 6 She had alreadv told him of· 
~ ' 

A tragic incident of my restless life. But I bade him regard the past, those years 
when I had been ignorant, helpless and unprotected, years \Vhich I found it 
impossible to explain either to myself or to anyone else. as a closed book. I begged 
him to accept me as I was as the result of that struggle and if he thought me worthy 
of it, to let the rest be blotted out. He accepted me. 7 

Magdalene Thoresen loved the sea, so much so that she refused to live away from it. 

Even in her elder years, she went down to the sea everyday and bathed in the surf. Later 

Ibsen stated while writing The Lady From The Sea; "People in Norway are spiritually 

under the domination of the sea. I do not believe other people can fully understand it." 8 

In the winter of 1885, upon returning to Molde, Ibsen began planning 

Rosmersholm. The play wa<; begun in the summer, and not completed until September of 

1886. The character of Rebecca West in Rosmershohn was apparently influenced by this 

stay in Molde. She is obsessed with the sea; Ulric Brendel calls her" a mermaid" she also 

matches her existence to that of a sea-trolL a mythological creature which attached itself to 

the hulls of ships hindering their progress. 9 

Ibsen's intent was to visit the North Sea again that following summer. however, a 

separate set of events, which had nothing to do \Vith the sea, also influenced the \\rri.ting of 

Ibsen's next play. 10 

6Meyer, MichaeL Henrick Ibsen, The Lady From The Sea(Rupert Hart-Davis, Soho Square, London, 1960), 9. 
7Ibid, 9. 
8Koht, Haloda.n, The Life oflbsen(W.W. Norton and Company, Inc. New York, 1931\245. 
9Meyer, 1\-fichaeL The Plays oflbsen(Washington Square Press, New York, 1986), 322. 
10Ibid., 322. 
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December 1886, after completion of Rosmersholrn, Duke George ll of Saxe -

Meiningen invited Ibsen to Liebenstein for a theatrical festival; one of the plays to be 

perlormed was Ibsen's own Ghosts. The Duke was patron to the famous Meiningen 

Troupe, under producer Kronek; the troupe affected theatrical managers all over Europe 

(including Antoine, Otto Bra~ Stanislavsky~ and Henry Ining). Ibsen had not been 

Duke George IT's guest since 1876 when he visited Meiningen to see a production of The 

Pretenders~ a performance which affected all his subsequent writing. However on this visit~ 

the Duke gave Ibsen notable favor, an occurrence which left a deep impression on the 

playwright. In a letter of thanks to Duke George IT Ibsen compared his visit to "a long and 

deeply cherished dream" fulfilled. 11 The experience of this stay in Liebenstein would serve 

to enrich the rest of his life. In the months following, Ibsen's plays toured from town to 

town with great success throughout Germany; three books were written on the author and 

his works. renowned German authors paid tribute to Henrik Ibsen with poems in his honor. 

The French and even the English began to take serious notice of Ibsen. Ghosts and A 

Doll's House gained him significant attentio~ previously Ibsen's reputatio~ outside his 

native Scandinavia was still that of a revolutionary. Now the world began \liewing him as 

an important and permanent literary figure: Ibsen. like most of his contemporary 

revolutionary colleagues, was quite pleased at finally being accepted by what we now call 

"The Establishment. "12 

Ibsen returned to the north in the summer of 1887, but he did not go back to 

Norway~ instead he went to Denmark. He began his visit in Frederikshavn but Ibsen:" was 

frightened away from that town, which has become a colony for artistic coteries"; he left 

11 Ibid., 323. 
12~teyer, ~.fichaeL Henrik Ibsen, The Lady From The Sea(Rupert Hart-Davis, Soho Square, Londo~ 

1960),11. 
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after ten davs and went to the little town of Saebv. on the east coast of north Jutland. 13 . . 

Saeby suited his purposes much better. As he did at Molde two years earlier, he stood for 

hours at a time staring out to sea. Engelke Wulff. a nineteen-year-old Danish girl noted 

him on the beach; 

A little, broad-shouldered man, with gray side-whiskers and eyebrows. He 
stood staring out across the water, with his hand shading his eyes. He had a stick 
with him with which he supported himself while he took a book out and wrote 
something in it. From where I sat I watched him, I supposed him to be drawing the 
sea. 14 

Ibsen noticed her sitting, also busy at her handiwork and after a moment started a 

conversation with her. She explained her need to see the world, her love for theatre, and 

her enjoyment of travel. He intrigued, by her attitude, promised to put her in his next play. 

One would assume Bolette; but during a chance meeting on the streets of Christiania years 

later~ Ibsen called her "my Hilde." Illustrating that at least some of Hilde's lines in The 

Lady From The Se~ if not the character, came from the conversation with Engelke Wulff 

on the beach at Saeby. 15 

Adda Ravnkilde was another young lady of Saeby who made an impression on 

Ibsen. though he never met Ad~ because she had been lying in the Saeby churchyard 

since 1883. Adda Ravnkilde was a young writer who committed suicide at the age of 

twenty-one. leaving to us several stories and a noveL later published with a fore\vord by 

Georg Brandes. The principal theme of all her writings was the unsuccessful attempts of a 

young woman to gain freedom from an obsession with a man who she knows is unworthy 

of her, this story like the story of the clergyman's wife Ibsen had heard in ~1olde. Ibsen 

upon reading her writings~ visited her former home and her grave. Again they must have 

13Ibid., 11. 
14rv1eyer, MichaeL The Plays oflbsen(Washington Square Press, New Yor~ 1986),Vol. 4, 324. 
1.5Jbid., 324. 
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reminded him of Magdalene Thoresen~ but unlike Adda Magdalene was strong enough to 

defeat her obsession. However had she not had the strength, she probably would have 

suffered the same fate as Adda Ravnkilde. 16 

On September 12, 1887 Ibsen gave a speech at Gothenburg, in which he stated that 

his polemical interests were waning, and with them his eagerness for battle. During a 

presentation at Stockholm, he astonished listeners by conveying himself as an optimist, 

declaring that the world was entering a new age in which old differences would become 

reconciled and humanity would find contentment. On October 5,1887, in Copenhagen he 

attended a dinner at the home of his publisher, Hegel. Ibsen, in an address of thanks. stated 

that in Denmark the pre·vious sutnmer, he had rediscovered the sea -the calm and soothing 

Danish sea- accessible without mountains or cliffs to cut off one's approach. According to 

Ibsen, it gave his soul rest and peace, these memories of the sea would cany on into the 

rest of his life and writing. 17 

After receiving well earned international recognition, and rediscovering the sea, 

Ibsen received a third mollifYing influence that should be mentioned. In the time between 

Rosmersholm being published and The Lady From The Sea being started, Ibsen worked 

with Henrik Jaeger to prepare Ibsen's first authorized biography to be published in honor of 

his sixtieth birthday, in 1888. During his many conversations with Jaeger, Ibsen recalled 

many old memories to help with the early stages of the book. Ibsen included memories he 

had tried to forget, but now years later he found that they were no longer frightful or 

embarrassing to him. As was observed by Professor Francis Bull, Thsen had to be 

compelled to ask himself if it was within a person's power to cast out the "ghosts" and 

"white horses." Was he provided with the strength to face the deeds of his past and make 

16Jbid., 324 and 325. 
17Meyer, MichaeL Henrik Ibsen, The Lady From The Sea(Rupert Hart-Davis, Soho Square, London, 1960), 12. 
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the choice between past and present a deci~ion based "in freedom and full responsibility" ? 

Rosmershohn provides what could be a happy relationship between two people. then 

devastates the relation~hip with a force from the past. W angel and Ellida in The Ladv 

From The Sea strongly resist the past. The conversations Ibsen had with Jaeger may have 

changed his convictions. if only temporarily~ about man's ability to escape the past. 18 

Another influence. although hardly mollifying, was the 1880's increasing curiosity 

over the phenomena of hypnosis and the power of suggestion. During this brief period, 

writers were practically infected with this interest. In his preliminary notes for The Wild 

Duck, Ibsen refers to the "sixth sense" and "mentally magnetic influence." Stridberg's 

Creditors was written the same time as The Ladv From The Se~ and closely deals with 

"mental magnetism" and hypnosis. 19 

Ibsen usually allowed 18 months from the completion of one play to the beginning 

of another: he would clear his mind and then organize his thoughts on another theme 

before putting pen to paper. On the ft.fth of June 1888. he began writing Rosmersholm's 

successor~ under the provisionally title The Mermaid. Five days later. he began the frrst 

draft; it took hhn nine weeks to complete. Since Ibsen dated his manuscripts, we know 

exactly how long each act took: Act I is dated the 1oth -16th of June; Act IT the 21st -28th 

of June; Act ill the 2nd-Th of July; Act IV the 12th -22nd of July; and Act V the 24th -

31st of July. He began revising the play in the early part of August, and by August 18th 

the first two acts were finished. The third act was revised from August 20th to August 

31st~ with the fourth and ftfth acts completed thereafter. It is unknown when exactly the 

revision was completed; however by October 30th, his final copy was at the printer. On 

November 28~ 1888. the play was published under the title The Lady From The Se~ Ten 

18:rvteyer, tviichaeL Ibsen, A Biography(Doubleday and Compny, Inc. Garden City, New York, 1971\562-563. 
19Koht, Halvdan, The Life oflbsen(Benjamin B1om, Inc., New York, 1971), Vol. 2. 246. 
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thousand copies were printed by Gyldendal in Copenhagen. The play first opened on 

February 12, 1889, simultaneously at the Hoftheater~ \Veimar, and Christiania theatres in 

Christiania. Norway. 20 

Critics were rather confused at the frrst appearance of The Lady From The Sea, 

especially in Norway~ and with the exception of a production at Schauspielliaus in Berlin in 

1889, the play never quite succeeded in Ibsen's lifetime. Ibsen's contemporaries thought the 

play psychologically fanciful and unconvincing. Even though Kierkegaard had asserted and 

Freud was about to reaffinn, the importance of leading the psychologically ill to face their 

problems and make their own decisions. Later when The Ladv From The Sea was revived 

in Oslo in 1928, Halvdan Koht wrote, 

It was a surprise to fmd how fresh the play seemed . . . . What especially 
impressed everyone was how closely the whole conception of the play was related 
to the very latest scientific psychology, both that which Pierre Janet had originated 
in the nineties, and the 'psycho-analysis' \Vhich Sigmund Freud had found at the 
same time, and which became universally kno\vn shortly after the beginning of the 
twentieth century. The Lady From The Sea instantly acquired a new meaning and 
a new life. Science had in the meantime seized on the morbid activities of the sou~ 
had penetrated into all its borderlands, and had tried to follow all the suppressed 
impulses in their subconsciou~ effect, the strife between origina~ suppressed will or 
desire, and acquired, thought-directed will. With poetic insight Ibsen had seemed 
to foresee all this. He envisaged a woman who felt hampered and bound in her 
maniage because she had married, not for love, but for material support, and in 
whom there consequently arose a series of distorted imaginings which gripped her 
mind like witchcraft. She needed a doctor, so Ibsen made her husband one- he had 
at frrst intended to make him a lawyer. Moreover, Ibsen discovered the remedy for 
Ellida; he gave her back her full sense of freedom . . . . As early as Love's Comedy 
( 1862) he had declared war on all marriage which was not built upon full freedom, 
and now he wished to picture a marriage which, from being a business 
an·angement, became a free and generous exchange. Ellida was to experience what 
Nora (in A Doll's House) missed-'the miracle.' 21 

20Bryan, George B.,An Ibsen Companion(Greenwood Press, Westport, Connecticut, 1984), 190. 
21Koht, Halodan)he Life ofibsen(W.W. 1\orton and Company, Inc. New York, 1931 ), Vol. 2, 248-249. 
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In the notes and rough drafts of The Ladv From The Sea. there are some 

interesting insights into Ibsen's mind at work. W angeL as has been mentioned, was 

originally a lawyer~ " refmed. well-hom~ but bitter. His pa~t stained by a rash affair. In 

consequence, his future career is blocked." zz Ibsen abandoned \Vangel the la\\lyer, and 

opted instead for W angel the kind and understanding doctor. The W angel wife. appears as 

Thora , perhaps after Magdalene Thoreset\ but Ellida was chosen instead. Ellidi is the 

name of a ship in The Saga of F rithiof the Bold. Ellida, as Halvdan Koht pointed out in 

Ibsen's biography~ "means something like 'the storm-goer.' Such a name gave a stronger 

suggestion of storm and mysterious troll-powers; the ship Ellidi in the saga was almost like 

a living person fighting its way against evil spirits that tried to drag it down." 23 Ibsen's 

original plan was for Ellida to have ended her engagement with the seaman due to social 

and moral prejudices brought about from his upbringing; but Ibsen choose to abandon 

this motive, favoring a struggle between W angel and the Stranger to assume control over 

her subconscious mind and thus gain control over her soul. In the beginning Ibsen had 

also planned an extra group of tourists to represent the outside world: this contrast \\lith the 

regular inhabitants of the small town would have served to heighten the sense of dramatic 

tension within the play. 

While making notes for The Wild Duck, Ibsen mentions Lyngstrand, a consumptive 

sculptor. four years earlier. The sisters Bolette and Hilde. appear in the planning for 

Rosmershohn. The plays early notes contain ideas for Rosmer's two daughters by his 

deceased wife; the older "is in danger of succumbing to inactivity and loneliness. She has 

rich talents, which are lying unused." 24 while the younger is" sharply observant; passtons 

22 Archer_ William, ed. Postlewait, Thomas, William Archer on Ibsen( Greenwood Press, Westport, 
Connecticut. 1984), 250. 

23Koht, Halodan, The Life oflbsenffienjamin Blom, Inc., New York, 1971), Vol. 2, 246. 
24Meyer, Michael, Heruik Ibsen, The Lady From The Sea(Rupert Hart-Davis, Soho Square, London, 1960), 16. 

11 



beginning to daMt." 25 Later, Hilde Wangel reappears as a force to be reckoned with in 

The Ma()ter Builder. 26 Ibsen was also considering other characters for The Ladv From The 

Sea whom he later discarded such as. "an old married clerk. In his youth \Vrote a play. 

which was performed once. Is continually touching it up, and lives in the illusion of getting 

it published and becoming famous." 27 It is speculated that this character was patterned 

after a friend from Ibsen's youth named Vilhelm Foss, this character shows up four plays 

later as Vilhelm Foldal in John Gabriel Borkman. 28 

A "strange passenger" i~ provided for in the early notes for The Lady From The 

Se~ he comes in with the steamer. The character of the strange passenger, a visitor who 

"once felt a deep attachment to her [Ellida] when she was engaged to the young sailor"Z9 

underwent many changes. First there was Hesler~ a civil servant, then Ibsen changed the 

name to Arenholdt, Askeholm, and finally ended with Amholm. Ibsen switched his office 

to that of a schoolmaster. and made the character a little older than he originally planned. 

There is no evidence of a "young sailor" in Ibsen's original cast list, and it seems that Ibsen 

intended for the character to be mentioned and not to appear; it \Vas at this point that he 

decided not to use Arnhohn a~ the strange passenger. Ibsen needed a character to further 

personifY Ellida's struggle so he brought in the young sailor as "the stranger." The 

stranger, unless one views Ulric Brendel in Rosmersholm as such, is a prelude to the other 

intruders from the outside world that whisk their way into Ibsen's later plays: Hilde from 

The Master Builder, the Rat Wife from Little Eylot: :Mrs. Wilton from John Gabriel 

Borkman., the Nun from When \Ve Dead Awaken. \Vhen several productions fell short in 

25Ibid., 16. 
26Brandes, Geoge, Henrik Ibsen, A Critical Study(Benjamin Blom, Inc., New York. 1964). 103. 
27 Archer, William. ed. Thomas Postlewait \Villiam Archer on Ibsen( Greenwood Press, Vl estport 

Connecticut, 1984), 281. 
28Ibid., 282. 
Z9Meyer, Michael Ibsen, A Biography(Doubleday and Company, Inc. Garden City, New York, 1971), 598. 
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their portrayal of the stranger. Ibsen added a directive to his scripts that this character "shall 

always stand in the background, half concealed by the bushes: only the upper half of his 

body visible. against the moonlight.'' 30 While corresponding with Julius Hoffory. Ibsen 

stressed that the stranger " has come as a passenger on a tourist steamer. He does not 

belong to the crew. He wears tourist dress~ not traveling clothes. No one knows what he 

is, or who he is, or what his real name is." 31 

While attending a perfotmance at Weimar. which Ibsen thought 11 quite admirable. 11 

he allowed himself a brief reflection of praise; "I cannot wish for. and can hardly imagine, 

a better representation of the stranger than the one I saw here. A long, lean figure~ with a 

hawk face, black piercing eyes, and a splendid deep quiet voice." 32 

The stranger recounts the rings that he and Ellida threw into the sea as a symbol of 

their betrothal. Ibsen took this event from his own personal experience, when he was an 

apprentice at a theatre in Bergen, he met Rikke Holst a ftfteen-year-old actress. They fell 

in love and betrothed themselves to each other in much the same fashion. Her father broke 

the match. Years later. just before Ibsen was to begin writing The Ladv From The Sea he 

encountered his former betrothed. She was married to a wealthy businessman and 

surrounded by many children. That meeting also must have had its effect upon the play. 33 

The exception taken most often with The Lady From The Sea is the problem of 

making the crucial moment of Ellida's decision believable. On this important point, Dr. 

Gunnar Ollen wrote, 

No one who saw the production in Vienna in the spring of 1950, with Attila 
Horbiger as W angel and Paula Wessely as Ellida will share the opinion that Ellida's 

30Meyer, Michael, Henrik Ibsen. The Lady From The Sea( Rupert Hart-Davis. Soho Square, Londo~ 1960), 

16-17. 
31Sprinchorn, Evert, ed., Ibsen Letters and Speeches(Hill and Wang, New York, 1964). 275. 
32Ib'd "'7""' 1 ., - I. 

33Meyer, Michael,Henrik Ibsen. The Lady From The Sea(Rupert Hart-Davis, Soho Square, Londo~ 1960), 17. 
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choice is implausible. The way Horbiger played the scene in which he gives Ellida 
her freedom, her choice seemed utterly natural. He became red in the face and had 
difficulty in enunciating his words, standing absolutely motionless and upright, with 
tears streaming down his cheeks. Quite simply, a stronger emotional power 
emanated from her husband than from the sailor. She .... stared at \Vangel as 
though seeing him for the frrst time, and then walked slowly across to him a"i 
though magnetically drawn. It was as if two hypnotists were fighting to gain 
control of a medium. 34 

The Ladv From The Se~ was notably admired by Pirandello, and Eleonora Duse 

counted Ellida as one of her favorite roles from Ibsen's works. The role was chosen both 

as her "farewell performance" in 1909, as well as for a comeback some twelve years later. 

She played it in the New Oxford Theatre~ London in 1923. James Agate gave a 

memorable account of the performance; 

This play is a godsend to a great artist whose forte is not so much doing as 
suffering that which Fate has done to her. With Duse, speech is silver and silence 
golden .... The long second act was a symphony for the voice, but to me the scene 
of greatest matvel was the third act. In this Duse scaled incredible heights. There 
was one moment when, drawn by every fiber of her being to the unkno\\on 
irresistible Stranger and the sea, she blotted herself behind her husband and took 
comfort and courage from his hand. Here terror and ecstasy sweep over her face 
with that curious effect which this actress alone knows - as though this where not 
present stress, but havoc remembered of past time. Her features have the placidity 
of long grief~ so many stonns have broken over them that nothing can disturb 
again this sea of calm distress. If there be in acting such a thing as pure passion 
divorced from the body yet expressed in terms of the body, it is here. Now and 
again in this strange play Duse would seem to pass beyond our ken, and where she 
has been there is only a fragrance and a sound in our ears like water falling over the 
stars. 35 

Duse's performances remained unparalleled for over fifty years. Then in 1976. Tony 

Richardson brought The Lady From The Sea to the Circle in the Square, New York. 

34Ibid .• 17-18. 
35Mey~r, Michael, Ibsen, A Biography(Doubleday and Company, Inc. G"dfden City, New York, 1971 ), 605-606. 
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Vanessa Redgrave played Ellida. a performance that was unanimously admired. as Clive 

Barnes wrote for the New York Times; 

There is, a divine contradiction in almost everything she does - she is at once 
girlish and womanly, and gauche and graceful .... Both she and !vir. Richardson see 
Ellida's story as the exorcism of the bewitched, and the manor in \Vhich t\ fiss. 
Redgrave plots that course is masterly .... \Vhat a lovely play this is! Sea-green, 
passionate, but quiet. 36 

~1iss Redgrave, two years later, revived the part again in an even stronger production by 

Michael Elliott at the Royal Exchange Theatre, Manchester, transferring to the Round 

House Theatre in London May 16, 1979. Her characterization and the play again received 

high praise as :tvfichael Coveney in the Financial Times attests, "She combines, animal 

passion and suffocating doubt in a marvelous expression of Ellida's inner struggle." 37 

Followed by a prophetic remark by Francis King in the Sunday Telegraph, "I suspect that 

one day we shall be reminiscing about Miss Redgrave's Ellida as fondly as gaffers now 

reminisce about Duse." 38 

Structural Analysis 

In The Lady From The Se~ Ibsen brings into being a complex plot bound by 

action. The plot consists of the Ellida-Wangel-Johnston (the stranger) triangle as the major 

line of action, and the groupings of Bolette-Hilde-Lyngstrand and Bolette-.Amholm 

providing the minor ones. The chain of events in the major line come together in a 

somewhat casual manor according to George B. Bryan as follo\vs: 

Ellida discovers that Johnston has returned to claim her; 
( as a result of which ) 

36Meyer. MichaeL The Plays ofibsen(Washington Square Press, New York, 1986)Vol. 4, 332. 

37Jbid., 332. 
38fbid., 332. 
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Ellida refuses to go away with him; 
( as a result of which ) 
Ellida discovers that Johnston will return the next night to hear her irrevocable decision as 
to their future; 
( as a result of which ) 
Ellida begs W angel to give her her freedom; 
( as a result of which ) 
Ellida discovers that W angel is willing to send her back home to the sea, but will not allow 
her to go away with Johnston; 
( as a result of which ) 
Ellida remains obdurate in her contention that she must have freedom of choice; 
( as a result of which ) 
\Vhen Johnston returns, Ellida tells W angel that he can imprison her body but never 
contain her mind; 
( as a result of which ) 
Ellida discovers that \Vangel has gwen her the freedom to choose her destiny 
[REVERSAL]; 
( as a result of which ) 
Ellida sends Johnston away and remains with Wangel as wife and mother. 39 

An intriguing aspect of this plot is its late, act three initiation. The events of the 

preceding acts are almost completely expository, being merely detailed descriptions of the 

character relationships. When it finally arrives, the denouement rushes in swiftly, not 

devoid of moralizing, but with surprising speed in contrast to the rest of the play. The 

well-developed Bolette-Amholm line of action contrasts sharply to the Bolette-Hilde

Lyngstrand delineation of subplot hinging on implication rather than directness. According 

to \\7illiam Archer, The Lady From The Sea has a "comparative laxity of its technique .... 

The main interest -- is constantly being intenupted by two subsidiary interests: the 

Amholm-Bolette interest, and the Bolette-Hilde-Lyngstrand interest. These lines of interest 

touch each other. but are not effectually intetwoven." 40 

39Bcyan, George B., An Ibsen Companion(Greenwood Press, Westpo~ Connecticut, 1984'!, 200-201. 
40Archer, William, ed. Thomas Postlewait, \Villiam Archer on Ibsen( Greenwood Press, \Vestport, 

Connecticut, 1984), 253-254. 
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Definition of Terms 

Designer's Drawings. All drawings, drafted or rendered for a production by the 

designer. This includes mechanical drafting such as ground plans. hanging sections, scenic 

elevations, and painter's elevations. Color renderings of the setting provide a visual 

representation of a moment within the action of the play drawn in perspective. 

Production Team. A group of people collaborating on the production of a play in a 

leading capacity. The team for this particular production consisted of the scene designer. 

the director, the costume and lighting designers, the stage manager, as well as the 

University Theatre Designer. 

Properties. Any object handled by an actor that is not directly connected to the 

setting or is a part of the character's costume. These items provide additional information 

about the character \Vhich either is not or can not be provided by the stage setting. Hand 

properties are relatively small objects carried on stage by the actor. such as swords, guns. 

sacks, umbrellas, cigarettes, etc. Set properties are any large semi-mobile objects pre-set as 

part of the stage setting, such as tables, chairs, pictures, crates, and so forth. 

Scene Design. The process by which a designer creates the total visual effect of a 

dramatic production. 

Stage Setting. The scenic backgrotmd necessary to create the proper mood, action, 

and world for the play. This includes the scenery and properties required to support the 

spoken ~·ord of the dramatic form. 

Total Visual Effect. The elements of a stage setting woven together in order to 

make the desired impression upon an audience. 
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CHAPTER IT 

REQUIRE:rviENTS AND PARAMETERS OF TIIE DESIGN 

In the early phases, the design is directly governed by the designer and the 

production team. They meet to discuss the requirements and parameters necessary to 

achieve a functional design solution. To attain the best results, the designer and production 

team must come to terms on the requirements and parameters. They can be either imposed 

by budget, the production team, inherent to the producing organization, or to the script 

itself. The clarity and practicality of the established requirements and parameters is all 

important. Any changes made to these directives once established could affect everyone's 

contribution to the production. 

Functions of Design 

"Scene design, like other kinds of creative design is the creating of a form to fulfill 

a purpose or function.'' 41 The main function of a scene designer is to bring into existence 

visual and physical form or structure to reinforce the action of the play. The designer 

endeavors to create a structure to cover a wide range of functions. These functions are: to 

provide ample space for the placement of the action, to help establish a variety of 

movement patterns, to express the mood of each scene, to bring into physical existence the 

world of the play, and to evoke a visually intriguing picture in and of itself. 

Manipulating stage space to facilitate the placement of action is the foremost duty 

of the scene designer. The designer's organization of the playing space dictates how many 

movement and arrangement possibilities are available to the director and actors. The 

designer, along with the director and production team define the size, shape, levels, and 

41 Parker, W. Owen and Smith, H:uvey K .. Scene Design and Stage Lighting(Hol~ Rinehart and Winston, 
New Yor~ 1979), 18. 

18 



proximity to the audience of the stage space. This decision is guided by certain factors. 

such as the amount of space required on stage for the specific actions of the actors, the 

number of actors on stage. and the kind of audience/ actor relationship essential to the 

production. It is important that the environment of the play be coordinated properly to the 

action of the play. The designer provides the various avenues of movement and 

positioning of the actors on every area of the stage. This contribution influences the way 

and place in which the actor stands. walks, runs. climbs, or othernise works on the stage. 

Regulation of action also includes the changing of scenery and properties so that 

the action of the play flows smoothly. The designer decides " ho\\· the setting will change 

according to the sequence of scenes and where scenery not playing on stage will be 

stored." 42 

The mood and style of the play are the next consideration the structure designed 

must create. The dominant emotional overtone of the production is the mood. A cohesive 

expression of mood can evoke a certain state of mind or emotional response in an 

audience. The mood of the play must not be allowed to become static. unless that is the 

desired effect, but overall the mood should retnain dynamic in nature. This by no means 

should stop the mood from evolving and changing within the action of the play, thus the 

stage setting and lighting should be designed to reflect and enhance those changes. The 

style of the play refers to its theme or concept, this being the method by which the designer 

and production team have agreed to present the play. The scenery should visually express 

the particular theme decided upon for the production. Incorporated into the design may be 

a particular color, tex1Ure, shape, or line which further emphasizes one and' or more aspects 

of the theme. 

~:PecktaL Lynn, Design and Painting for the Theatre(Holt, Rinehart, and Winsto~ New York, 1975), 10. 
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The designer creates a structure to bring into existence a world for the play as 

defined by the words of the playwright; the world of the play in this sense is the 

establishment of the where and ~·hen the action of the play takes place. These factors 

include historical time period, place, season, location, hour of the day, and time passage 

during the play. These things are to be considered in order of importance by the designer 

and production team as they relate to the action of the play. 

The stage picture must be visually stimulating. "Scene design is not a peripheral 

theatrical activity (either physically or conceptually) but an art that is a vital element in 

dramatic production." 43 The scenic designer has the same tools as any other visual artist: 

line, shape, form, color. texture. and composition. The designer and production team 

make conscious decisions as to which~ if any, of these elements gain dominance within the 

stage picture. 

All functions of the structure as created by the designer are codependent on each 

other. As the designer places the action and creates the world of the playwright, the mood 

of the production is set and the production's theme takes shape. These all flourish in an 

atmosphere created through the elements of design to bring into being a stimulating stage 

picture. 

Requirements and Parameters Established by the 
Script and The Production Team 

The requirements and parameters of the script are not easily separated from those 

within the interpretation of the designer and production team. Within the interpretation, 

the order of precedence for the requirements of the script are usually established by the 

production team. Decisions in correlation with the decided theme are made by the team so 

that there is a unified interpretation of the script in performance. 

43payne, Darwin Reid, Design for the Stage( Southern Illinois University Press, Carbondale, Illinois, 197 4), 6. 
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Henrik Ibsen's The Lady From The Sea calls for several different locales in and 

around the Norwegian town where Dr. Wangel his wife Ellida, and his daughters have 

made their home. The various locations in The Ladv From The Sea include: the \Vangel 
'-' 

house and garden, a mountain side above the town, the edge of a stagnant pond at the far 

corner of the garden~ the garden room of the house, and fmally back to the pond at the 

edge of the garden, as well as certain effects mentioned in the script by the author. It was 

decided by the production team that the only necessary parameters were an impressionistic 

di"\ision of acting areas inferring location and that these areas be obstacles to be overcome. 

Any other requirements of the script could be done theatrically. The production team was 

in agreement with the writings of Datwin Reid Payne, who maintains that structure is 

"designed for the playing of a sequence of scenes of diverse mood, locale, and character. 

not imitative in geographical terms, but creative in dramatic terms, with emphasis on the 

intensity of the dramatic action and its projection to an audience. "44 

The production team establishes the requirements and parameters specific to each 

production, such a'j definite orientation of the stage space, the principal importance of the 

visual images inherent to the production, and the production theme. One parameter 

requested by the director early on wa'j that the space provide a physical challenge to 

movement. The expanse of the scenery was needed to better illustrate the sense of 

isolation between the characters and the struggle they were engaged in to reach one 

another. This was achieved through the use of multiple levels, ramps, and steps to defme 

specific acting areas. The dynamics of the space caused the actors to struggle toward 

discovery. The obstacles in this environment also helped the actors in expanding their 

movement and by forcing the actors to become more aware of the distances separating 

44Ibid., 7. 
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them. The design gave the actors the opportunity to move up. down. in. and around the 

scenery. 

The need for strong visual images wa'l a high priority of the production team. 

Ibsen's text would be greatly enhanced by the use of strong visual imagery used to further 

the visual aura pro'\-ided for within the play. The images created by the designer became 

an extension of the text itself, reflecting the moods within the play and in doing so 

enhanced them. 

The theme of the production was the last requirement imposed by the production 

team. The production's theme is encompassed in the isolation of the characters from each 

other and the ensemble finally achieved through the casting out of wayward fancy. The 

gulfs traversed to attain this ensemble assist the actors in leading the audience on a journey 

to discover and assimilate the ideas presented in Ibsen's work. 

With an understanding of the requirements and parameters in mind, the designer 

can shift into the next part of the design process. The production theme in the forefront, 

the designer then carefully mea~ures each decision based on its support of that theme. 

Those decisions must at all times support the central theme of the production. 

Requirements and Parameters Established by the 
Producing Organization 

This production was a part of the c·niversity Theatre season, and as such was 

subject to certain conditions upheld by the producing organization. Being one of three 

plays produced during the fall semester, there was a limited amount of shop time dedicated 

to this production (approximately five weeks). The shop hours assigned to construction 

were from 1:00 p.m. to 6:00 p.m., Monday through Friday, construction time also 

included one eight ... hour work call on a Saturday where the cast and crews worked 

together. 

22 



The technical quality of productions at the Texas Tech University Theatre is the 

direct obligation of the University Theatre Designer. Frederick B. Cluistoffel. The 

University Theatre Scene Shop has a staff of four student workers. a paint charge. master 

electrician, and technical director to assist the University Designer in the performance of 

his responsibilities. In this case, the student technical director was also the designer. The 

scene shop staff was supplemented by practicum students receiving academic credit for 

laboratory class work. The complete crew varied widely in their comprehension of scenery 

construction. 

The main stage at the Texas Tech University Theatre is a proscenium arch stage, 

the opening is 17 feet, 11 inches tall and 44 feet wide. It is a distance of 35 feet from the 

plaster line to the fixed cyclorama at the back of the stage. Wing space is of moderate 

capacity with the total width set at 7 4 feet. The scene shop is adjacent to the stage with 

large double-doors for access. The shop itself is small. meaning that most of the 

production work is done on the stage, which is also used for acting classes. The pin rail is 

elevated 8 feet off stage left and provides 25 countetWeighted line sets. The apron is 

cuiVed extending 12 feet into the house, when in use it transforms the proscenium arch 

stage into a hybrid stage. 45 The hybrid intrinsic to the University Theatre is a joining of 

proscenium arch and thrust stage, providing the option of a more intimate actor to audience 

relationship. The auditorium is arranged in continental fashion with a 395 seat capacity 

positioned in a semi-circular relationship to the stage served by side aisles with the absence 

of a center aisle. 

The budget delegated to this production was $1000 for scenel)' and props. The 

amount budgeted for this production was more than adequate. especially ·with the use of 

45 American Theatre Planning Board, Inc., Theatre Check List(Middletown, Cmmecticut, Wesleyan 
University Press, 1969), xiii. 
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stock items pulled from the theatre's storage. and the borrowing of properties whenever 

possible. The budget could then be used to purchase the remaining necessary properties 

and materials. 

Summarv 

After the discussions of the requirements and perameters for the design and the 

preparatory design sketches~ the advantages and limitations of the producing organization 

were examined. The advantages of this organization were the large labor pool (although of 

differing skill levels), the presence of a suitably outfitted facility properly maintained, and 

ample funding. The possible drawbacks to production were the lack of construction time 

available and the scheduling of the production within the production calendar. If a certain 

degree of caution was not exercised, the latter conditions could adversely affect the 

outcome. However, the designer and production team firmly sustained that the design 

could be actualized within all of the requirements set forth. 
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ClL-\PTERill 

DESIG~~R'S SOLUTIOXS TO TilE CHALLE)JGE 

In the designer's study of the script, the world of the play needs to indicate to the 

audience feelings of isolation and distance between the characters as established by lbsen!s 

text. The verbal imagecy of The Ladv From The Sea weaves a world of obstacles both 

psychological and emotional. The play is a contrast between the free spirited imagery 

represented by the Stranger and the stability of the home and family represented by Dr. 

W angel. Ellida is on a journey of discovery. She is exploring her options and making a 

decision based on freedom of choice. The climax is reached when she chooses home and 

family over wild unfettered freedom without responsibility. The final choice being one of 

freedom with responsibility. The daughters are on journeys of their own. Bolette is 

seeking her freedom first through L}ngstrand's artistic travels but finally chooses the 

stability of schooling with Arnholm as her mentor. Hilde, being younger and more 

rebellious than Bolette, chooses Lyngstrand partially out of default but mainly out of the 

need to care for someone weaker than herself. Her strength adds vigor to Lyngstrand's 

health infumities. Hilde also desperately seeks the love, attention, and acceptance of her 

stepmother. The benefit of which is given upon the realization of Ellida's choice. It was 

agreed that the scenery should physically illustrate the imagery of the interactive struggle of 

the characters as they journey toward their final acceptance of one another. 

Process 

The practical process followed in the design and construction of The Lady From 

The Sea is listed below. The items Ii~ted form the framework of that process. The design 

process is not a linear progression, the events within the process frequently happen 

simultaneouslv. 
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I. The designer commits himself to the challenge of this specific production. 

A. The designer examines the script. 

B. The designer observes the strong visual images and emotions pertaining 

to specific events and happenings within the script. 

C. The designer takes note of the scenic requirements \vithin the script: 

entrances, exits, levels, specific properties, and other items specific to 

the script. 

D. The designer does introductory research and inquiry as it relates to the 

script. 

IT. The designers and director meet for the initial production meeting, thus forming 

the production team. 

A. The production team deliberates on their separate views of the 

script. 

B. The production team discusses the visual style of approach to the 

production. 

C. The production team considers the choices of locale, time period, 

and the passage of time as dictated by the script. 

D. Special effects specified in the script are discussed--bridge, cliff, 

snow. rain. frreworks. fog_ etc . 
.I ·' ...,~ 

ill. The designer and production team confer on the production's technical needs. 

A. The designer and director deliberate on the prospect of a non-traditional 

approach to the scenic elements. 

B. The spatial relationship of actors to audience is discussed. 

C. The space essential to movement and action of the play is discussed. 

D. The mechanical requirements of the production are discussed. 
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IV. The limits of the performance space are carefully considered by the designer. 

A. The amount of stage space necessary to facilitate movement action. and 

scenery are weighed against the amount of space available. 

B. Possible sight line difficulties are accounted for in the theatre's 

architecture to designate the placement of scenery and action. 

C. The capabilities of the lighting system are taken into consideration in 

regard to specific lighting requirements of the production. 

\'. After reviewing the University Theatre's production calendar, a logistical 

structure is created for this specific production. 

A. Construction, painting, and rigging time for the stage setting are taken 

into consideration. 

B. The amount budgeted to the production for execution is taken into 

account. 

C. The capabilities of the staff and various crews are considered. 

D. Inventory of stock materials and properties lists are reviewed. 

\T The designer initiates preliminary research on scenery and properties. 

A Thematic research into visual material relevant to nautical imagery is 

completed. 

B. Research into historical background of the script relative to 19th 

century Norwegian provincial living is accomplished. 

C. Research into historical background of play's origin and past 

productions is completed. 

D. Additional script analysis is done. 

\11. The designer creates introductory sketches, practical models, and scale 

drawings for the production. 
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A. The desimter convevs a varietv of aooroaches to the desiml throwm 
........ • • ... .&. ....... -

introductory sketches displaying mood and atmosphere for the 

production. 

B. In order to sho\v mass, fo1111, and proportions relative to the scale of the 

actors. the designer creates practical models based on his sketches. 

C. The designer makes a preliminary set of ground plans. 

vm. The production team reviews the designer's plans and models. 

A. The designer presents introductory sketches, practical models, and 

working ground plans. 

B. The benefits and disadvantages of the design alternatives are discussed. 

C. The alternatives are narrowed to a more finalized concept. 

D. The designer, University Designer, and technical director 

confer on the utilization of stock materials versus the acauisition of new .. 

materials. 

IX. The production team meets to decide on the final stages of design. 

A. The director encourages the designer to further develop the image 

of isolation. through the use of islands individual to specific characters 

within the scenery. 

B. The oresented model is discussed and refmed until onlv four basic areas .. ~ 

exist: a reflecting pool with boat dock, a house area with veranda~ an arbor 

area and a mountain side area~. 

C. The designer suggests the use of mylar and cheesecloth sails to display 

an impressionistic nautical overtone. 

D. Additional discussion of color choices is made relative to the stage 

setting. 
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X. The designer makes models. drafting and renderings. and presents research based 

on the suggestions from the pre·vious production meeting. 

A. A one-quarter inch scale white model is completed showing the major 

scenic elements. 

B. A one-half inch scale rendering is completed showing the color scheme. 

C. A ground plan and hanging section are completed in one-quarter inch 

scale. 

XI. The final scenic design is approved for implementation during a meeting of the 

production team. 

xn. The designer and technical director begin the implementation of the design. 

A. Working drawings are generated by the designer in one-half inch scale. 

B. Inventory of stock materials and properties is taken with the necessary 

materials pulled from storage under the guidance of the technical 

director and properties master. 

C. The technical director supervises the construction and! or repair of major 

scenic units. 

D. The platfonning and scenic units are a."sembled and positioned for the 

use of the director and cast in their rehearsal process. 

E. The scene shop staff and scenery crew completes construction and 

rigging of all other scenic elements. 

F. The scenery crew paints the stage setting under the supetVision of the 

paint charge and the designer. 

G. Final construction. arrangement and rigging of the set pieces is 

completed. 

H. The properties master finds~ borrows. or builds the necessary properties 
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with the assistance of the nrooerties crew. • • 

XI\'. The designer and the director meet to confer as needed during the 

implementation of the production. 

A. :tv1odi.fication in the elements of the design are discussed and determined. 

B. Property additions are discussed and determined. 

C. The scenic and lighting designers meet to confer on the mood and 

atmosphere to be portrayed within the theme of the production. 

X\'. Technical rehearsals begin as scheduled. 

A. Scene shift problems are resolved. 

B. Lighting and sound effects are cued into the stage manager's script. 

C. Lighting levels are set by the lighting designer and director. 

D. Final touches and improvements are completed by the production crews 

under the supervision of the designers. 

E. Technical rehearsals are completed with the final dress rehearsal. 

.Xv'l. Supervision of the production in performance is tutned over to the stage 

manager and the technical director who with the aid of the production 

crews handle all maintenance and production problems as they arise. 

X"\ 11. The performances are completed, the production is struck, and the 

scenerv is broken down into its stock elementfoi for storaee. . ~ 
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CHAPTER I\' 

DESIGN REALIZATIOK 

l.Jpon achieving the design solutions, the Texas Tech University Theatre's technical 

staff is then charged with the responsibility of executing the design. This chapter is 

dedicated to the process of meeting these demands and bringing about the realization of the 

design. 

Structure 

Scheduling for technical productions in the University Theatre is the direct 

responsibility of the University Designer within the guidelines set by the producing 

organization. After a meeting of the lTniversity Designer, designer. and technical director 

to consult the shop schedule, a logistical format for the production was developed. Then it 

was decided by this team that this production's set construction would begin one week prior 

to the closing of the previous production. The first week comprised of an inventory of 

stock materials as well as the acquisition and purchasing of the appropriate lumber. 

hardware, mylar scrim, cheesecloth, etc. Also during this first week. stock platforming, 

furniture, and properties were pulled from the storage facility. Due to the limited amount of 

space in the existing scene shop, actual construction did not begin until the previous 

production was struck from the stage. 

The sequence of construction during the implementation phase of the production 

process followed a logical order. The order followed is listed in J. l\tfichael Gillette's 

Theatrical Design and Production. Because of the use of this order the time available for 

construction was maximized. First, all practical elements of the set were constructed for 

use in rehearsal. Second, all scenic elements requiring rigging were constructed and set 

into position. Third, all elements requiring extensive painting were constructed. Then the 
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painting of those elements was accomplished. Fourth. the order of precedence for the 

construction of the remaining elements \Vas based on their complexity. The most complex 

of these elements were built ftrSt. Fifth. at the end of the process. time was allotted for the 

adjustment and/or repair of any of the aforementioned elements.~ 

Realization 

The ftrSt task to be accomplished by the shop staff was the construction and setting 

m place of the platforming required to foster an impressionistic landscape. The 

platforming was legged up using 2x4 inch legs cut at varying lengths and angles depending 

on the height and degree of incline to be attained. These legs were attached with 3\4 inch 

thick plywood scabs cut 4 inches wide and 12 inches long and stapled \'ith 1 5\8 inch 

pneumatic staples after being glued with Elmer's wood glue. After each of the stock 

olatforms were lef!f!ed thev were then set into oosition and screwed into the staf!e with 2 
... ........._... _, .. .& """" 

1\2 inch dl)wall scre"'s. Once that is accomplished, the free standing platfonns are then 

bolted and screwed together using 2 1\2 inch drywall screws and 5/16x6 inch carriage 

bolts. The legging was further stabilized by diagonally attaching lx4 inch braces of varying 

lengths depending on the length of platforming to be stabilized. Upon completion of the 

platform stabilization, false fronts made out of lx2 inch planking were set into position 

with 1 5/8 inch drywall screws. This was done to cover the inner structure of the 

platforming from the audience's vie"'· 

In order to place the dock and arbor platform into position the semi-circular apron 

had to be removed and the safety rail set into position to protect the audience. The dock 

was constructed of 1. 3x3 foot platform and 1. 4x6 foot platform set in descending fashion 

46J. Michael Gillette, Theatrical Design and Production(Palo Alto, California, Mayfield Publishing Co., 

1987), 174. 
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at 6 inch intervals. These platforms were then legged up to the proper position with the 

use of 6 inch in diameter wooden posts which were cut to the proper length, bolted with 

5/16x10 inch carriage bolts. and braced diagonally to each other and the platforming with 

5/16x3 112 inch lag bolts. The arbor platform, requiring no visible means of support. was 

shored up with a 3 inch in diameter iron steam pipe cut to the proper length. It \Vas then 

flanged on both ends with a 5 114 inch cast iron plate. One plate was then bolted on with 

5/16x1 1/4 inch lag bolts to the platform at the top and the other was attached at the 

bottom to a 3 foot in diameter wooden floor plate weighted down with 4, 30 pound cast 

iron stage weights. 

\Vhile the platforming was being set into position, a separate crew was working on 

the construction of the revolve. The revolve was constructed of stock platforming bolted 

together in sections with 5/ 16x6 inch carriage bolts and then each section was attached to 

the independent superstructure. The superstructure was constructed of a 2x4 inch 

framework connected at all junctures by 18x18x3/4 inch thick plywood plates. Each of 

these plates were then fitted with a 4 112 inch rubber wheeled steel framed ball-bearing 

caster. After this framework was constructed, the center of the revolve was then 

established and a pivot point wa~ built and set into position. The pivot point comprised of 

7. 10xl0x3/4 inch thick pieces of plywood laminated together with Elmer's wood glue with 

a 3 inch in diameter hole cut in the center of the top piece of plywood to a depth of 6 1/2 

inches. The pivot point is then glued and nailed into position in the center of the 2x4 

framework using Elmer's wood glue and 16 penny nails. At this point. the framework is 

wheeled into position on the stage and a 2 5/8 inner-dimension steel pipe is attached to the 

stal!e with a 5 114 inch cast iron floor flange and 5/16x1 5/8 lag bolts. After the ....., 

superstructure is set into position and the stock platform top is bolted onto the 

33 



suoerstructure. 118 inch thick skirtin£! olates were added to cover the visible oortions of the 
... _... ... & 

superstructure. 

The sails were made of 2 separate materials: 4 "·ere made of cheesecloth and the 

remaining 2 were made of mylar scrim. The sails were hung from battens 20, 21. and 23 

using 1 inch thick twisted hemp rope. Due to the heaviness of the rope versus the 

lightweight sail materials, the sails had to be sewn to the ropes with nylon floss for support. 

In the first act of the olav. a flruz is raised from the dock area. This made for the frrst ... ... "' "-"' 

unique rigging problem. In order to solve this problem, it was necessary to rig a pulley to 

the down stage left post of the dock with a 5/16xl inch wide opening screweye connected 

with a medium weight woven cotton rope to a second pulley mounted with a 1/8 inch thick 

safety cable to the support structure in front of the first beam lighting position. The flag 

was attached to the cotton rope with two dog clips tied to the rope 18 inches apart. The 

second rigging problem unique to this production was the need for a functional swing to be 

set at the back of the arbor area. This was accomplished by dead hanging. Tins process 

means that a 1 inch thick twisted hemp rope was attached at both ends to the grid and 

threaded through a pair of holes 1 inch in diameter in a 2x12 inch plank 24 inches long, set 

at a distance from the floor that insured safe use of the swing. To insure a safe swinging 

distance. a fulcrum "·as established 3 feet above the proscenium arch by anchoring 2, . -

3/8xl inch wide ooenin£! screweves to the concrete with the rooes threaded throw!h each 
4. .1. ..._, • ... ......... 

separately. The last set dressing to be accomplished wa~ the application of the pit covering. 

This comprised of several pieces of cheesecloth stapled to the underside of the front lip of 

the stage, arbor platform, dock area, and to the base of the pit railing. 

Once scenic construction was completed, the proper paints were mixed and a white 

base coat was applied to each unit. After the base coats were dry, the mountain areas 

were painted with a wet blend process applying three colors. These colors were sienna. 

34 



burnt sienna. and burnt umber. Nex1 a cool gray wash was applied over the wet blend. 

The arbor area, house revolve, and dock were also painted using the three-color wet blend 

process. The colors U'ied on these areas were ice blue. light gray. and beige. Once the wet 

blending and paints were dry, the sails, se~ and floor were spattered using four Hudson 

sprayers containing the colors black~ white. green. and lavender. The process of spattering 

is usually done with paint brushes but in order to get a more unified look the sprayers 

became a necessity. Spattering in this manner serves not only to visually un.i.fy the setting 

but also to soften its "\i'iual texture. 

Set Assembly 

The stage setting was constructed painted. and rigged in a very efficient manner. 

Because of the efficiency of the shop staff, the scenery for The Lady From The Sea was 

assembled in one coordinated effort. Without the patience and cooperation of the shop 

staff and technical crews~ the production would not have reached completion on schedule. 
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CHAPTER V 

SillvllviARY. AND E\.ALUATIO~ 

The stage setting for Henrik Ibsen's The LadY From The Sea worked well in 

solving the problem presented in the design challenge. The imagery fostered the 

production theme~ the scenery clearly stated the many moods of the script, and assisted in 

establishing the atmosphere of the play. The scenic elements created by the designer 

achieved proper placement of the action of the play and became an essential contribution to 

the dramatic form of the production. 

Certain areas of the design solution worked especially well. The dock and pond 

area was very effective in isolating certain characters within performance. The mountain 

area also did well in seiVing the same purpose. The sails were quite effective in fostering 

the overhanging motif of the sea throughout the play. The fabric elements of the scenery 

lent themselves well to the lighting aspects of the show. The lighting enhanced the overall 

feeling of isolation in the first few acts and then helped to bring about the feeling of 

closeness and cohesion displayed in the final scenes. The scenery, lighting, and costume 

designs all came together to provide a striking background and succeeded in enhancing the 

overall performance of the actors. All the elements of the production worked well together 

to create a strong visual impression. 

The design advisor of the production, Frederick B. Christoffel. was requested by 

the designer to comment and offer an evaluation of the design solution for this production 

of The Ladv From The Sea at the Texas Tech University Theatre. 

University Designer's Evaluation of Design 

In evaluation of Robert's design work for THE LADY FROM THE SEA I am at 
an advantage having been present at all the production meetings to \Vitness all the 
twists. turns and side tracks that the design process took. In the pre-planning of the 
production it \Vas determined, after great discussion, that the approach to this 
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production of THE LADY FR0~1 THE SEA. was produced in a non-realistic style 
in terms of scenery. This approach poses some problems in the designing of the 
scenery because Ibsen had -written the play to be a realistic work. In Robert's 
approach. I feel he hit a middle ground bet\veen what the pla~ "\Vright had written 
and described and what the director finally decided as her style for the production. 
\\lithin the restrictions placed on Robert by the director and her inability to commit 
to a single ide~ I feel that Robert designed and executed a \veil-designed set for this 
production. Robert's work represented a great deal of compromise~ on his :lfid the 
other designer's part, given the directors' inflexibility. Even with the compromises, 
the final realized scenic design wa~ one of the strongest element" of the production. 

As a whole~ the solutions to the design challenge for the Texas Tech Gniversity 

Theatre's production of Henrik Ibsen's The LadY From The Sea were quite successful. 

The design met all the parameters established by the production team as well as all the 

requirements of good scene design. The design properly placed all the actiort expressed 

the mood of the play~ evoked the world of the playwright and created a "isually exciting 

and intriguing stage picture. Just as important to this production was the fact that the 

designer was not simply a"signed the job of creating scenery. He wa" an actri:e participant 

in the thematic development of the production. As a member of the production team the 

designer's ·work was not an end in and of it"elf. but pat1 of a complete collaborative effort 

involving all the members of the team. 
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A2. Reproduction of Sketched Section 
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