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ABSTRACT 

The design of this thesis is to discuss the process 

involved in arriving at a c entra p o int o f view or the 

central image for a lighting design . cometimes called the 

co ncept , this centra l i ma e is the f ou nda~i o . on whi ch the 

director and designer wil l ba s e .e i r :.dea s on ~o w a pay 

s hould be s taged. The pro uc tion of Ca. en a Hot Tin R~of as 

stage ct at t be Un i v er s i y o 1/ 1 r • !. :--, !. i s us- as a .. e :-:: amp:e to 

help eliminate the co:; an ;,,ise o !· e .. e . a::. ~es in be 

discuss ion of th e process . used as re s iden 

lighting designer re disc sse 

sc r ipt . Because 11 h in d s t- ~ ha' - ~:: :v J s . c 

have eme ed since e 

in advance men s. St 

Be 11 man, and Jean Rosen ha: h ~eh b .'.. s 

nd their te x ts reviewed s they 

process. Fina 11 y, a 11 h lo has 

what final decisions were :nac.e ~o r be pr :: 1.:c t'.. c .. co ce r. i g 

the lighting desi 
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Introduction 

The art of the lighting desi gner is one of the more 

difficult aspects of the theatre to discuss. Unlike the 

designers of scenery and costumes, the lighting designer 

cannot build a scale model or produce a c olor drawing to 

represent his ideas to the director and producer. Often the 

lighting designer and director find it necessary to discuss 

concept in terms of art, music, or abstract emotional 

feelings. 

What is this central co ncept and how does the li ghting 

designer go about developing i t into a finished lighting 

design? That is the issue this thesis will explore. 

The first step in finding a concept is to understand 

what the word concept means as it relates to the theatre. 

Concept is, then, the formulati on of ideas or design . It is 

the beginning of a way to look at the solution to a question 

posed by a play. 

The designer and director must share and work from a 

strong central conceptual point of view if the production is 

1 

to be successful. I will discuss how a designer reads a play 

and what he or she looks for when searching for the general 

lighting demands and a central concept. 
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Alo n g with the rna j o r authoi~s 
, I have added s everal 

s econdary sourc e s o f s t udy that, while important, do not 

me rit the a t tention given to the primary sourc es . My c onc ern 

wi t h the se books will be only in th e areas of design c oncept 

and development. 

Finally, to justify my o wn comments throughout this 

Paper I have included my personal b k d · ac groun 1n professional 

theatre as a lighting designer. 

In 1973, I enrolled at the University of Tennessee at 

Knoxville as a student of theatre. At the time, Dr. Ralph G. 

Allen was chairman of the Speech and Theatre Department and 

Artistic Director of a newly formed Equity company, The 

Clarence Brown Company. While I completed my undergraduate 

degree, I was able to assist in construction of more than 

eighty productions on four stages . As a student member of 

the professional company, I assisted in two tours and the 

Broadway show, Sugar Babies . Throughout my education, Dr . 

Allen permitted me to leave the university environment and 

work with professional regional theatres, among them the 

Barter Theatre of Virginia . 

Since my beginnings at the University of Tennessee I 

have worked at the Spoletto Festival, The 1982 World's Fair, 

with ESPN, BBC, Showtime, and numerous regional theatre, 

dance, and opera companies. In 198 4, I was invited to become 

a member of United Scenic Artists Association, the union that 

B dwa y in New York City . 
c ontrols designs seen primarily on roa 
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I have been invited to lecture at the newly formed 

Gove rnors School for the Arts as well as at the University of 

Florida. Since leaving the academi c commun i ty I have 

designed we ll ove r one hundred theat ri cal events . 



Chapter 1 
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ba sic formula for lightin th g e produc tion. Early in his 

book, McCandless presents the .d 
i ea that each de s igner needs a 

method of approach. 

The design, or more spec i f i c all y , the planning and 

execution of the lighting fo r a p roduc t io n is often 

surrounded by a veil of mys tery wh i ch i s due , 

u ndoubtedly, to a lac k of kn o wledge o f both the 

limits and potential i t i e s of the p r oble m. The 

mystery arises firs t f r om he f unda mental lack of 

philosophy of precedent in the use o _ i ht as a 

design medium, second , from he primit ve equipment 

employed, and third , f rom the absenc e of a si mple , 

well define d plan wh ich may be app ied to the 

solution of l i ght i ng problems. 1 

His goal was t o provide a mateur and young desig ers with 

a simple guideline to foll o w i n settin up the stage lighting 

for a play. McCandless wa s no t concerned with deve oping a 

concept to work from, bu t ra t he r a techni c al means to a ch ieve 

illumination. He did thi s by wr iting do wn wha o he r 

designers of the peri o d were d oi ng elsewhere a r o nd the 

country. 

Vhat is the McCandless met hod of stage lighting? Si mp ly 

stated, it is a way of achie v i ng smooth, even light on a 

stage . It is a wa y of lighti ng a cting areas so the y ha ve 
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both proper illumination. and a blending of color so that the 

actors' skin will look normal to the audience. This method 

entails lighting an area in terms of the positions of the 

lighting fixtures with respect to the stage. To do this, one 

positions the lighting fixtures forty-five degrees out and 

forty-five degrees up from the area of the stage they are to 

light. To increase the appearance of plasticity of the 

actor, McCandless uses warm colors <pinks, ambers, st raws ) 

from stage left and cool colors <blues , greens, grays) from 

stage right . 

The following figure is in ended o he lp he reader 

visua li ze this system. 

FIGURE 1 

DIAGRAM OF MCCAN LESS ~I GET _G SYST~~ 
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McCand ess took his 
concept of wa r m and c ool lighting 

from nature i tself . The su n c aS t s l ight, whi c h becomes the 

warm s ide, and the re su lting s ha do w creates the c ool si d e . 

As l ong a g o as the Renaissanc e it was disco vered 

that the best balance of light and shade to promote 

the effect of plasticity could b e obtained by 

c onsidering sunlight falling diagonally, from over 

one shoulder. Next to the delineation given by 

difference in brightness, outline and color, the 

light and shade on an object give the clearest 

sense of plasticity. 2 

Although McCandless never tells the reader of his book, 

it is important for the young designer to understand that 

warm and cool are relative to the needs of the designer. It 

could be perfectly acceptable for two shades of blue to serve 

the designer as both the warm and cool colors. 

Although this book has shaped the way we approach a 

design, for the novice it provides a foundation based not 

upon artistic values, but upon the mechanics of illumination . 

McCandless wrote a book for the novice which avoids the 

c onceptual process . At the same time he notes that the 

design of a show is an art form. 

these two ideas c learly. 

Somehow he never merges 
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Hi stori c ally, hi s book was written at a time when 

lighting designers in the theatre were rare and for the most 
' 

part, the l i ghting of a show was the responsibility of the 

s c en ic d esigner or stage manager. In addition, he described 

an approach that would be embraced by schools and not the 

professional theatre. Unlike the theatres of Broadway, most 

university theatres have a great deal of front of house 

hanging areas. 'without the ability to position the equipment 

as McCandless demands, his system falls apart. 

A Method of Lighting the Stage is a very basic starting 

point for the student of lighting; however, it does not 

explore concept beyond the most primitive levels . 

Bellman 

First published in 1967, Lighting the Stage, Art and 

h ld become required reading Practice by Willard F. Bellman sou 

for any serious student of lighting. 

B 11 h ritten hl·s book in two parts: 
e man as w 

Section 1 

deals with the technical aspects of lighting. 
Here he 

of the history of stage 
discusses with the reader an overview 

with light and color, 
lighting, the laws of physics dealing 

O
f the equipment a lighting designer 

and a brief description 

wi 11 encounter. 
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Se c tion 2 d ea l s bo t h with 
the artist i c s ide of l ighting 

design and the paper work t hat 
must be done to c ommuni c a t e 

de s i gn i deas . 

It is in this section of his book that t he reader learns 

of the relationship between the desig ner and the playwright , 

actor and director. Unlike Mc Candless , Bellman gives the 

reader a new starting point for the desi gn . 

The first stag e in desi gn c ome s whe n the de signe r 

approaches the s c ript a s any other interpr etive 

artist must--alone . He mus t r ead and re - read t he 

s c ript until he c omes t o a r tistic terms with it. ~ 

For the young designer it is impor tant to r e a l iz e t he 

nec essity of knowing what t he p l a ywr ight ha s s a id. Bel l ma n 

has hit the mark here. He· has given the designer a sta r ting 

plac e in the attempt to de vel o p a concept . It is impossible 

t o develop a conc ept without a complete knowledge of the 

s c ript . The script is like a blue pri nt that will guide the 

designer as he builds the c onc e p t . 

As the lighting desi g ne r studies the scr i pt, he 

will seek information on two levels. He will ne e d 

to list all e s sent i al me chanical r equirements . For 

instanc e, if time o f d a y must be established, 

ft l a y pa r t in this. li g h t ing will o en P 
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special effects, and all of 
the other adjunct 

elements often used by 
dramatist will be noted . 4 

Once the d · es1gner has read th . 
e sc rip t , Bellman then 

takes the designer to the director to 
discuss the wa y in 

which they together will develop the show. 
At this point the 

designer must be approac hing the 
show and the s c ript in the 

same way as the director. 

Ultimately , the direc t or is the artisti c leade r of 

the production effort. He must not allow t he 

lighting design or any other element to pre do minate 

over the artisti c unity of the whole 

production .. . thus the light ing designe r must 

establish wi th the dire c tor he artistic direction 

that the lighting design is oin to 

take ... ultima tely the desi ner and d re c or come to 

an understanding . .. each should feel that he knows 

how the other l ooks a t the play . 6 

Bellman spends a great deal of time in his book on the 

designer-director relationship . He reminds the reader that 

the two must be able to discuss and communicate ideas freely. 

I t is from these disc ussions that the concept will be fo rme d. 

Lighting the Stage, Art and Practice should be the next 

reading step beyond McCandless. Bellman both follows in a 

hi th de r with a more mode rn stori c al sense and presents e rea 
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approa c h to stage lighti ng. 
In the theat re o f Bellman, t he 

l ighting designe r be g i n t 
s O take a plac e with the scenic and 

costume desig ners. 

Rosenthal 

The Magic of Light, as written by Jean Rosenthal and 

compiled by Lael Wertenbaker, is to date a unique text on the 

subject of lighting design . It is subtitled , "The Craft and 

Career of Jean Rosenthal, Pioneer in Lighting for the Modern 

Stage." On the university level this book is perhaps the 

least read of the three texts; however , it deals with the 

building of the concept behind the lighting design. 

A problem in using this book as a te xt is that it jumps 

beyond the classroom and is more easily understood b y a 

designer who has been working in the pro f e s si onal theatre. 

Jean Rosenthal has been generally regarded as one of the 

greatest lighting designers in the modern theatre and this 

book is an attempt to trace her life and work on Broadway . 

Jean Rosenthal demonstrates a passi on for lighting 

design not found in the books b y Mc Candles s and Bellman. 

You, t he li ghting designer , are ready to listen to 

d lready know by hear t read by actors, the wor s you a 
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probab l y und e r s ta r k wor k l i ght on the s tage of 

that e c hoing , lonel y barn wh i c h is any thea tre 

wi thout an audienc e . You will be li ghting , wel l a s 

a s their bodies and fa c es, the voi c es of the 

a c tors. 6 

Rosenthal is a romantic and wastes no time in her book 

e xplaining both in her own words and those of others how she 

a pproaches lighting design. In the method she uses, 

collaboration weighs heavily. The need to share ideas with 

the director and other designers is illustrated throughout 

her book . Like Bellman, she agrees that it is simply not 

possible for a concept to develop without this c ommunication . 

Lighting design is a collaborati ve profession in 

which the lighting designer collaborates with 

backgrounds, things, purposes, and people . .. you 

cannot collaborate by yours elf, exc ept by simply 

doing what you are told ... collaboration on each 

single entity is based on a kind of instantaneous 

response to the people with whom you work.
7 

This idea of working together is basi c to development 

of a strong central c oncept . 
To anyone rea ding her book, 

invol ved must be 
Rosenthal make s it c lear that everyone 

work i ng toward a sing le e nd product . 



He r book follows a l □gi. 1 ca process of design. She 

beg ins with the conceptual proc . 
ess and reading the script, 

continues with the rehearsal per· d th . 10 , e load-in to the 

t heatre, hanging and focusin g the sh d f ' ow, an 1nally explains 

the cueing of the work. Th e process she describes is both 

complete and insightful into how of one of this nation's 

most successful lighting desi gners worked. 

What Rosenthal does so well in her book is to de s c r ibe 

bow she thinks about a work she i s beginning to design. She 

begins often by creating an ima g e in her mind of the subject 

she is to 1 ight. 

One example comes from her involvement with lighting 

dance. Although Rosenthal had at one time ten shows running 

on Broadway, she is best r e membered for her work with the 

Martha Graham Dance Compa ny and her innovations in dance 

lighting. Her style of lighting depended upon side lighting 

placed on booms in the wi ngs of the thea re. From these 

positions she was able to define the form of the dancers 
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moving through space. Along with this, her method used ve r y 

minimal lighting and ver y strong back lighting. 

h to C reate an environment for the Her goal was, ten, 

dance to take place. A conceptual image she used was that, 

. i li'ght as fis h live in water. Dancers live n 
The 

h they move is thei r aquarium, 
stage space in whic 

their portion of the sea . Within translucent walls 



and a b ove the stage fl 
o o r, the l igh t i ng support s 

their flashing bouy a nc e or thei r arrest e d 

s c ulptural bodies.e 

Rosentha l then, a sks t h e reade r of her boo~ 
~ to provide 

not only illumination but an en v ironment f o r the play. Her 

book focuses on what i s being said on the stage and the need 

f or the lighti ng desi gner to r einforce tba by c rea ing a 

mo od or reinforc ing a n image created by the p l a ywri gh t. 

The problem t hat t his book pre s e n s i n be cl a ss r oo m i s 

that i t is writ te n f o r the p r ofessiona l desi ne r r a her than 

t he s tud e nt. Bot h McCandless a d Be lma n wr o e for be 

c o l lege e n vi ronment . Be c ause o f t h i s hey ha· to d evo t e 

la r g e amount s of t hei r te x ts t o th e mos si mp e e emen s o f 

light i ng. Rosenthal takes the rea d er pas basi c elec r icity 

and ill u mination and begins t o isc s s th co . c e ua _ 

pr ocess . She , u nlike the other autho r s , c an re yon 

pr of e ss i ona l st a g e hands t o do he 

c onc entra tes o n ar tistry . 

ecb n i c al work wbi e she 

Th is bo o k moves beyond what McCand ess an Be man 

15 

di sc uss and shou l d be a finishing 

or graduat e s t u d e nt i n theatre. 

e x t fo r be ppe r c lassma n 
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Secondary Authors on Design 

Pilbr o w 

Richard Pilbrow is o ne of the :eadi n 1 , · t ' d - --i n,i ng e s i ner s 

in the United Kingdom today . Hi s boo k 

d ivided into two sections dea in wi h b o tie : e c b ,li c 

artistic a s pe c ts of de s i 

Pilbrow ' s work is s imi a r o ha o e 11 . . · s . 

primary differenc e is that Fil r o w wri e s wi s ii:1 

make s bis book easier o r ead a 

is full of British e rrn i o o y 

A 1 t hough t h i s t hes i s ea s ·,.i b :1:1 1 o r ,; :r.e r : ·: a :-: 

designers, I c hose t o in c l uc.e . 1 b r .:: ·.-1 te e. ·..: s e h : s · ... ·c rK 

parallels that of Be l l man. 

Bentham 

Like Pilbrow, 

However he more closely 

T h 

a n 

b 

The Ar t o:: S t.=.ge '::. ;(::-::'..::-;, 2 1..:--lines 
to lighting. His work, 
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the steps a de s i g ner must take to l !gi~ 
ro 

Be n tham is mo re c oncerred w.'..th the :ech ~.'.. ca! ~s~e c :s c ~ 

i ll u minati o n than wi th de vel op ing 
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des igne r s h ou l d be a 

Ho wa r By i s 
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Summary 

Each of the authors reviewed has contributed to the 

advancement of lighting design. 
Stanley McCandless provided 

the student of design with a foundation based upon a simple 

method to achieve balanced illumination. McCandless was the 

first to gain popularity in the field of modern lighting . He 

opened the door for the creation of design in the theatre. 

Bellman represents the next step for the lighting 

designer. The designer Bellman trains has both a balanc e of 

technical knowledge and artistic understanding. Bellman 

makes the leap that takes the designer into exploring the 

words of the playwright . 

Rosenthal at last brings the art of stage lighting into 

the modern stage. She does not ask t he reader to bring a 

technical background to rehearsal, bu t more of an artisti c 

soul. 

Each designer shows a change in how the lighting 

the artistic demands of the theatre designer thinks and how 

have changed. The role of the designer , as equipment has 

For McCandless, a real improved, has become more complex. 

problem was getting light on the stage. However, both 

d with controlling that Bellman and Rosenthal are concerne 

· di ce f eels. light and shaping what the au en 



Chapter 2 

design concept is the basis from which the lighting 

desi~ne r wi ll make choices of li ht 
o g ing equipment, color, 

The 
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angle, fo c us, and many of the other decisions needed to light 

the production. This concept is how the designer will view 

the play . It indicates how he and the director will shape 

what the audience see and how they will perceive the 

playwright. 

How then does the designer arrive at the concept? 

In the previous chapter we have seen how several of the 

top designers approach their work. Because the art form, 

lighting design, is unique to the art 1st, I can only trace 

the method I used when working on Cat on a Hot Tin Roof. 

However, my system is based upon a synthesis of ideas 

provided by McCandless, Bellman, and Rosenthal . 

Reading the Play 

meet Wi th a director, in this case Terry 
Before I ever 

Burgler of Theatre Virginia, I read the play we will be 

working with. fl· rst reading I want to approach the 
In this 

r ead any work of literature, for 
pl ay the way one would 



e n j oyment. At this point it i 
snot an attempt to develop 

ideas about the concept, but 
more an attempt to get to know 

the characters and event t k 
s a ing place within the st o ry. As 

Rosenthal puts it, 

You begin by holding a play in y o h d th ur an . . . e 

20 

lighting designer d oes best, t h ink, to begin with 

the play.•• read it as a whol e ; read quickly , all at 

once, without care for detai ls .~ 

It is during the second readi ng that 

information about the pla y . Thi s is what 

begin to compile 

would call the 

basic lighting needs. In thi s r eading of the scr i pt , I am 

looking for the place of a ction , setting, time o f day, time 

of year or season, and an y working lighting fix ure s ca lled 

for by the playwright . Parts of this inf ormatio wi 0 

into the development of the concept . 

With Cat on a Hot Tin Roof, thi s inf o rma tion begins o n 

the first page of the s c ript. 

a bed- cittin~ r oo m and section of the The s c ene is ~ c, 

Of a P
lantation home in th e Mi ssissippi gallery 

Delta. 
10 

It is earl y e vening in summer. 

From this scrap of informati on , 
I begin to visualize an 

the paint worn by the summer 
old faded plantation house, 

b there f or years and is 
rains and heat. It bas een 



surrounded by mature trees on ct- we 11 kept lawn . The day of 

t h e a c ti o n has been ve ry hot and t he 
e a rly e ve ning i s 

be g i nn i ng t o offe r relief f r o m the late Augus t heat . 

Sunlight e ntering the room is at a low angle and is sepia. 

It cas t s long shadows and fills the room. 

For me it is an easy matter to develop this plantation 

house in my mind; in my early childhood my parents and I 

of t en va c ationed in the Mississippi, Alabama, and Louisiana 

area . My work as a designer has taken me often to 

2 1 

Charleston, South Carolina, and many of the Old South cities . 

have grown up around these homes . 

By using the information provided by the playwright, 

the designer can establish a definite mood. For this play it 

is important to reinforce the heat and the attempts of the 

characters to escape it. 

(M i t o bar, gets an ice-cube from the agg e crosses 

d Commences t o rub her arms with the ice bucket, an 

th ice-cube between her breasts ice ... she slides e 

as she speaks.) 11 

. t attempt to convey that The lighting designer mus 

h tting sun to the 
feeling of heat and the appearance oft e se 

a ud ienc e. 

At r draws to As the ac tion of c 
an e nd, early evening is 

t urn i ng into night . I I night has fallen and parts of By Act 
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tbe action demand that th 1· 
e 1ghting designer prov ide both 

night and moo nlight. 

Big Daddy: 
'···I don't like any kind of sneakin' 

an spyin---' Mae: 
'Why Big Daddy, I didn't---' 

Big Daddy: 
'You stood on the wrong side of the 

moon, it threw your shadow. •12 

Onc e again at the end of Act II informat i on can be found 

to suggest time of day and addi tional lighting requirements 

t ha t a dd to the flavor of the show. 

Mae: 'Big Daddy, they're startin' the _fireworks .' 

(the burst of fireworks can be heard and die 

out) ... Gooper: (off stage, manag ing the fireworks 

display. ) ' Let er' go!' Ct he fireworks blaze 

furiously. ) 13 

Finally, in Act III, Williams calls for a thunder and 

1 t One Point over the action on stage. ighting storm to rage a 

<Thunder rolls, interior li ghts dim ... storm clouds 

k thunder clap .. . thunder rolls race across the s Y· · · 

repeatedly . ) 14 



23 

if the l ighting de~i 
0 gner begins by reading the 

So , 

s c r ipt a nd l ooking for inforrnat. 
ion, a great deal can be 

found. 

As I read the script the information I found 
suggested 

that the play begins in late afternoon and ends late at 

night, perhaps mid-night or one A. M. 

Before I began to re-read Cat on a Hot Tin Roof, I 

decided to explore information available i T concern ng ennessee 

Williams. I felt that if I could understand more about the 

characters, I would be better able to develop a strong 

concept on which to base the lighting design. 

Three books proved to be valuable in this search for the 

origins of Brick, Maggie, Dig Daddy, and Big Mama. They 

were, Tennessee: Cry of the Heart , by Dodson Rader, The 

Kindness of Strangers, by Donald Spoto, and Memoirs, by 

Tennessee Williams . 

Each of these works provided slightl y different accounts 

of Williams during the period he was writing Cat on a Hot Tin 

All three agreed that his characters came from people 

he had met during his travels in East Tennessee, Memphis, and 

New Orleans, and from his own famil y life. 

I began to look to these three works to provide the 

basis of my design concept. already knew that Cat on a 

Hot Tin Roof, like the life of Williams , contained both comic 

and poignant moments. My goal was to reveal the hidden 

message that I believed was there. 
As Rosenthal recommends, 



The play-the l 
p aywright's play-comes firs t . 

believe that 
everybody invol ved w1' t 'n a play should 

concentrate on th d 
e rarnati st ' s i nte n t ions rather 

than to expand or change t hem. , s 

I wanted to look under the surr·a c e o r· 
t he p l a y t o find 

an image that could a c t th as e sing l e th r e a d t hat he d 

together the a ction and lives o f t he c ha r a ct ers. 

Ten ness ee: Cr y of t he ~eart 

Dotson Rader be a n his fri n sh:o ~~ h . e nessee 

~illiams during the late si x t i e s . His oo k :s base 

primarily on note s ta k e n ove r the co r s e o ! t~eir 

relat io nsh i p that l a s ed 

1983 . 

n 1 1 he e 

Although Cry o f he Hea r dea s ma:.:<v •,.Jit. tee las: 

year s of the life of Ten n e ssee Wi i li 

early years. He paint s a pi c tu r e o: a l!l.3n who co u be bo h 

immens ely kind one mo men and c r ue ~ he .e :-:t . 

explores the family life of Wi lia .~. 

professional life. 1 6 

b i s ic·:e-l::e, an 

C Heart Sh o ws Ten ~ess ee W:. ~_:a ry of the 

who was unaware of his o wn tal e nt a:1d 

over his many successes and f ai lure s. 

a.t od ·s 

to be a man 

·,., ::. b himse f 

24 
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This the me o f succesc d 
~ an failure runs dee p in Ca t on a 

Ho t Ti n Roo f . Throughout the play the 
c haracter of Br i c k 

must batt le with h i s own fail 
ures in li f e, while his b rother 

Gooper parades hi s many triumphs in life and bus iness . 

Of the three books I d 
use to r e search t he l i fe a nd works 

of Williams, this was the least valua ble. 

Memoirs 

This autobiog raphy prov i de s the r e a der with a dramatic 

contrast to the book by Dodson Rader. 

romanti c account of his life a nd work . 

Williams has written a 

However, i n spit e of 

t his, he has been able to s ha re with the reader a sense of 

where he found hi s c harac t e r s and stories. 

After reading Memoirs I be c ame convinced that the 

c harac ters of both Bri c k a nd Maggie came from the personality 

of Wi 11 iams . Brick and Magg i e c a me to represent both the 

strong and weak sides of t he pl a ywright . The bond Brick 

shares with Big Daddy reflec t s the co nflict within the 

relationship of Williams and his fat her . 

When Williams writes of the struggle Brick has with 

c oming to terms with the homose x uality of his best friend, it 

i Of bis Own S
t ruggle in college with a gay 

s a repetition 
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fraterni t y brother . 
This relationship is discussed in detail 

in The Kindness of Strangers by Donald Spoto. 

In Memoirs, Willi t ams sates that Cat on a ------'-------=:..:..._=-...!.H::.co:c...t~..c.T...!:ic.!.n!..____:R~o~o'..:!:...f 
is his favorite play. 

That play comes closest to being both a work of art 

and a work of craft. It i s real ly very well put 

together, c redible and touching. Also it adheres 

to the valuable edi ct of Aristotle that a tragedy 

must have unit y of time and pace and magni~ude of 

theme. 1 7 

What Williams means by this is that wit hin the story o f 

Cat on a Hot Tin Roof, the ru nn ing time exac tly matches tbe 

time of the action, that i s to say that the events follow one 

anothe r in real time. We the audienc e see be a c tion happen 

before us with no break. This is tbe only Ameri c an play that 

can find, at this time, that a c c omplishes bis. 

As I read Memoirs I got the f eeling tha Cat on a Hot 

Tin Roof presented one side of William's family life. Big 

D dd G a nd Brick were actually the stage a y , Big Mama, ooper, 

figures of Cornelius and Edw i na Wi liams , along with Dakin 

and Thomas / Tennessee Wil liams. 

from. 

to buil d the concept that I was beginning 
wou _d wo rk 

the discovery that within Cat 
Memoirs was leading to 

on a Hot Tin Roof, h 'dden a s ecret about Williams . there was 1 · 



What I nee ded to do was to f' d 
in a wa y t o e xpress thi s o n 

sta g e while at the same time staying 
withi n the guidelines 

s et forth b y both the playwri ght a nd t he d i r e ctor. 

The Kindness of St r angers 

Published in 1985 , The Ki nd ne ss o f St r a nge r s by Dona ld 

Spoto represents the l as t ma jor work pub ished on t e life 

27 

and work of Tennessee Wi ll i ams. Of the three books used to 

r esearc h Williams I fo u nd thi s t o be of the rea est value . 

Long b e fore Willi a ms sa w Cat o n a Ho Tin Roof make it 

t o the stage, he wrote " Three Playe r s of a Summer Game. " 

This s hort s to r y was wri tten durin a summers et in Rome 

whil e Williams , l i ke h is c ha r acter Br ick , s e most of bi s 

f ree time drunk. In add it i o n , 'w illiams was se a r a ed from 

his l o ng time love r , Fra nk Me r lo . 

by Bri c k, s o was Will iams by Mer lo . 

ust a s Jfi.a e was s rned 

Williams wrote " Three P l a ye r s of a S mmer Game " 

Powe rfu l a t hl ete-as- ar ist na med Br ic k 
about a onc e 

who has beco me an al cobo i c . He bas an 
Pollit t, 

affair with the wido w o f his docto r 

is abandone d by her and is d e penden 

an a t 

on the 

his wife, h im a r ou nd i n thei r c ar 
who d r ives 

he end 

ca r e o f 
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"exactly tr - , ~ 1
t:: t1a y some a. ncient ,::: onqueror .. . might 

hav e led in c hains th r ough a c apital c ity the 

prince of a state newly captured . 1 e 

I t would take two years mo r e f o r Wil l iarns to c hange the 

f orm o f the story to play and add s evera c harac ers to mo l d 

it into Cat on a Hot Tin Roof . 

The Pollitt parent s i nd ee a re ~o~ :e~ on t~e 

Will iams pa rent s - - with ra t :r eed □ rn . " i th i n J,: 

Ma ggie i s mo re hi el: b 

•pointed to , o r c aimed o -

Kazan. Big Daddy roll:.tt . 

Delta plan tion whose co rn 

and c urious ap_ea wa s 

Co rnelius Co f!in ~i ll '.. 

gift for ph r se s . 

c omes f r o m h '.. rn, 

:he y '.. r . .__ ma s ter c: th 

i r. :_ ~ C . ~. . .:l v,1 .l <.; r '.. 

o: 

bot 
• I " l -'.. n r ec . . as a c a o n 

- ::- a 1 1 i In the c hara c te r 0 1 Bi.,. ),L, r.i,a • -

find all of the qualitie s w.i c b 

Edwina of having--among 

ch ild-like s:lliness and 

hose. 

a na'..\'e 

b e !·our.ct '.. :1 Ca the se traits c an 

In Act I we find Big M.:,.ma. 

both her son and husba nd • 
Ac t I I 

i 1 '.. 

- - " L. .. '-'" 

t. ~e r - C r c :. 

: t. "'l, a 

'! 



the birthday of Big Daddy wi th a cake and c andles, and the 

final Ac t shows Big Mama defending tbe wishes oi Bi Daddy 

like a lioness defendi ng the body o f her : allen ma-e. 
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As for the c haract er of Brick and his re l a ionship with 

his homosexual roommat e Ski pper , h c an be ::.raced o the 

fraternity of whi c h \t/ il_iarns wa s a member. 

" I wa s deeply 1 

neither of 

to hi s very dif er :-1 a ,:.::.::·-"··::. 

r oommate kn w ve y '"''='~~ ,,.,,:-. 

offere mo re 

wi th an xiet y n 

accoun in ~e :!lO i rs. 

distortio of th 

w' il l i rn ' s c onf s ~c .. 

be we n 

evelopm 

This heme oi co : us~o. 

advanc s of bob bis w i e 

~kipper can be foun 

co nfused abo ut bis ro~e 

1-,a.s about the love for· birn 

As I was reading an 

an~ the characters both Wil lia.ms '"" 
-· 

•• ·,· _ 1__: :-: ·~.l. 

' .. ,, . ~ . 

. (" ::. s .. ~ ·: . . .., : 

- . -.. ::, 
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began to see a clear picture in my mind of bi~den sec ret s, 

ghosts out of Brick ' s past, a g ra~eya rd o~ pain f u l memo ries . 

All of these elements began s ha p ing int o ~~e cen " al concept . 

At this point in my mind the cen r a! c- nc e twas b ca ~~~ 

some vast grey graveyard done in 
,. . , 

0 .e S C - D -
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Chap ~e r 3 

Th e i r ec o r 

IJ he n a rr i ved t:. :; r. ~ ·: ·~ : .::') ! 

d i sco ve r ed t h be !:, : o r C C r: - '. 

into co ns r ue i o n n ..i n ...l r ~~ !!:!_ : ~ ·~ -- . - \ . .. , .. , .. 
Bur3.~ . o f The t , ... ·; ~ ~ E ~ ~- ! .) I ...... . ::.r-: ' • _ .. : : . ~ ,l 

Th d r e , .:l [ J s, ;l i - . ' - - !::> • 

C [ Th~...l rP ' r 4 r , . . . ' .. ~ ..l 

.:: ... i ,: ,-:> j . () r . ,: r , ). . }. 
• 1 O I ~ ,.,. . . t· 

Mo r o Th,•J. n f. I, , , 

WO'. J 

\J j i , 
• •• t • .. , . : ·, ,'\:.. 

. e s C _: . o· s 

" ... C t 

"l 
5 

I' : 

··= . I ' :.l 

; 



the c age t hat hel d t he a ct i o n in p l ce . 

he a sked u s to wo rk f r o m w s 

bl ea c hed by the s un. 

At f ir s t thi s co nc epts e ra _· 

ho weve r, upo n l oo k i ng 

was c lo s e o my o wn 1 deas. 

own c on c ep wa s b i o r, 

pa 1 nf u rn rno r 1 e s . " s .:. 

ea s rnov in i n o h 

i rrD :. o _ , 

w h 1 -? T r = .J. n mo v 1 ._ '"' ~ '- . . ' 

o r 

::, e c r 

s e J in h _ i ·1 0 y. 

h -

.., h d , ' 

o t Dr L k ' s s 

; .:J I 0 A 

As 

co rn 

da ma. .,. e bey de t o he i. 

w 

cc r a c t l•, O . S ':. . 

c o mmo n kn o wle c.:3 0 - ' .. ... ..... 

b e 

ac know ledge Goo p r 35 : be I r 

r e c : c s e ~ :,' 

C hd t :-

... '.:, . :-.. ) . 

- I -

_ , . .. ... .... ' ' 
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c erl '.: r a l co nc ept 

.) ,, : : .1·:p ·; · 

--,... 



In keep·in;;.__,0 with the id - b 
e a 0 1 ·leached elephant bones , 

a l so was able to see Bi g Daddy as a noble creature nearing 

the end of his l i fe . 
As he came t o accept his upc oming 

dea t h, he was able to free himself of the burdens of holding 

the fam i ly together and pass that task on to Brick. 
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When Ron Keller and I discussed the painting of the set, 

we agreed that it should reflect the faded quality of a old 

mansion worn by the seasons and time . Dialogue within the 

play suggest that the house was built late in the 1800's 

perhaps pre-dating the Civil War. Bi g Daddy suggest in the 

dialogue that the plantation was well established and running 

when he came as a young man . 

Big Daddy. 'Look, Brick, I can understand, I can 

understand anything . Christ! The year I came here, 

in 1910, I wore my shoes through . . . Peter Oc hello 

hired me to manage this place . . . •21 

h of worn and faded, Ron Keller In keeping with this t eme 

decided to do the entire set in tones of whites, greys, a nd 

beiges. 

costumes. 

ld come from the furniture and The only color wou 

a set c lose in on t he characters The problem of having 

when I de c ided that I wanted to was still under discussion 

f ha v ing the set float in partially break from the idea 0 

spa c e . 
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My idea was to p la 
c e a cyclorarna upstage of the se t and 

a black scrim a bout twelve feet downstage of the cyc lorama . 

The set wou ld s till be ringed with black draperies. My 

solut ion was to start the show with an evening sky on the 

cyc lorama a nd as the act progressed, fade that sunset into 

night and finally into a black void by the early part of Act 

III. The black scrim would serve to mask the cyclorama, give 

the picture depth, and provide the final black curtain. By 

starting with a fairly open stage and an upstage cyclorama, 

the stage picture would appear larger to the audience; as the 

cyclorama faded into blackness the stage picture would appear 

to grow smaller. The set would then appear to have reduced 

in space to the audience. The caging effect would then be 

accomplished. 

To further accent the set and playing area, I chose to 

light the shutters in an unnatural lighting color made up of 

blue and lavender. 

A major problem within any group working together is the 

one member who does not see or agree to the concept. For us 

it was the costume designer. This designer was a MFA student 

Of Virg inia working on her graduate at the University 

project. 

t the project progressed. Two things became eviden as 

understand the concept of First, she did not agree with nor 

d and her background as a 
the bleac hed elephant bones an' sec ' 
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5 ~udent bad not p repa r e d he r to 
wor k wit h pr ofe ss i ona l s under 

a strict produc tion dead li ne . 

Al tho ugh she wa s des i gning 
only one show within the four 

show reper t ory , the pressure plac ed upon her both to do well 

and to pl eas e the fa c ulty members result d · t e in cos umes that 

lac ked depth. 

The c ostume designer chose to approach Cat on a Hot Tin 

Roof as a period piece. I believe what happened to her 

design was that she convinced herself that if she could 

reproduc e the period then the concept would take care of 

itself. This resulted in costumes that we r e historicall y 

accurate, but that did not read well upon the stage. In her 

attempt to re-create historically accurate costumes, the 

designer did not consider that in the theatre, the audience 

is often seated some distance from the stage and that detail 

must be able to be seen by all the members of the audienc e . 

The costumes had wonderful detail , however it did not carry 

beyond the first few rows of the theatre. A sec ond problem 

in re-creating a period is that one must be c areful in 

finding a source to base the designs . In her case, she took 

a Sears and Roebuck catalogue of the 1950's and applied that 

t o the Pollitt household. From reading the play, she should 

th f mil y does not shop at 
ha ve been able to reason that e a 

Sears . 
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Big Daddy: "w e got that c loc k the summer we went 
to Europe, me an' B ' ig Mama . · .Big Mama bought more 
stuff than 

you could haul in a c ouple of box 

c ars . .. everywhere sh . 
e went . . . she bought, bought, 

bought. I am i h 
arc man, Brick ... close on ten 

million in cash , bl 
an ue chip stocks, outside, mind 

you, of 2 8,000 acres of the richest land this side 

of the Valley Nile!"22 

A man who has this kind of money and freely gives it to 

his wife and family does not wear clothing from a local 

department store. 

During the rehearsal period the costumes of Brick, 

Gooper, and the children changed several times. 

I felt fortunate to have the guest costume designer 

already in place at the theatre as she assisted our student 

designer a great deal in the last days of technical 

rehearsal. 

The greatest problem posed by having a student designer 

working with us was that she was unable to provide input into 

the overall design due to the fact she lacked an 

understanding of the conceptual process . She understood 

d a ll the other technical fabric, patterns, cutting, an 

aspects of her craft; however, 

imaginat ion . 

I believe she lacked 
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The other maJ'or pr b l 0 em she f aced was to both please her 

gr adua te c ommittee a n d the dir t 
ec or of the show . In t hi s 

matt e r I thought s he failed both. 
Be c aus e s he was a student 

and a c ted like one, she was treated like a student. Her 

a t titude reflected a lack of confi' denc e and bec ause of this 

her associates came to always d bl au e-c he c k her work. For my 

own part after the third week of working with her I began to 

worry how her costumes would look like on s t a ge . I got the 

feeling that she was disc ussing wi t h me, a t d · es 1gn me e ti ngs, 

not what she felt or belie ved, but wha t she had r ead in a 

book on t he subjec t of c os t ume design. 

should have been further advanc e d. 

On the MFA level she 

The scenic designer, Ron Keller, was a t t he o ther e nd o f 

the scale as far as c onc eptual des ign was conce r ned . 

hi m to b e aware of how important i t is for a team of 

I found 

des i gners to work together . During the design proc ess Mr . 

Ke ller and I shared a c entral off i ce wit h the c ostume 

de s i gner next door. The interesting thing about this 

arrangement was that the student designer r a re ly c ame to us 

with ideas during the des ign pro c e ss of Cat on a Hot Ti n 

Howe ver Gwe n We s t, a ssocia t e ?r □ f e ssor c. f ~he at r e a t 

~ F l · da whi s er ve d a s the g uest desi g ner the Un i versit y o.i. or1 , ~ 

lway - in our office 
of t he remain ing thre e prod uc tions was a ~ 

i ide as for c omment . or us in hers o ffer ng 

three of us worki ng together on a 
The r e sul t in t he 

. e d in communica tion about 
central concept was tha t we remai n 



anY changes the o ther might wish to introduc e. In addit i on 

we were a b le to fo c us our talent in one direc tion and make 

bette r use o f o ur time. 
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Both Mr. Keller and Ms . West were equally able to move 

from the technical side of their work to the artistic . 

Because of this openness among the three of us, we came to 

trust each others "eye" as we reviewed our work on the stage . 
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Chapter 4 

Applying the Concept to the Play 

In this chapter I will deal with Ct 
a on a Hot Tin Roof 

lighting designer applying his concept to each act 

within the play. 

Act I 

Act I of Cat on a Hot Tin Roof is Maggie's act. She 

tells the audience what has been happening in both her life 

and that of Brick. She sets the stage for what is to come, 
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the confrontation between her and Brick and their battle to 

establish themselves as the masters of Big Daddy's plantation 

empire of. Williams sets the entire play in the bedroom of 

Brick and Maggie. His play deals with both sex and power. 

Maggie will use her skill as a woman of sexual desire and 

exceptional strength both to obtain what she wants and 

protect Brick. 

In setting Act I, Williams begins his play in the late 

afternoon of a summer day. 
Maggie tells the audience about 

the events of the day-long birthday celebration for Big 

Daddy. 
. her on stage she is c hanging her 

When we first see 
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ry ing to re l i eve he r s e l f 
of the he a t by rubbing an 

ice- cube o n her arms a nd l e gs . 
Both the day and the heat 

have e xhaust ed h e r . Bri c k is esc aping th e heat by l ying in 
bed wit h a d r i nk . 

In this opening scene, 1 t 
wan to establish two elements 

with the lighting. First, the heat of a summer day in the 

deep South in a house without the modern advantage of air-

conditioning. 1 will use this feeling of heat to build the 

tension between Maggie and Brick. s econd, the late afternoon 

will soon be turning into even1'ng, !'' · o !er1ng relief from the 

day's events and temperature. 

In Act 1, I want to build almost a sepia look about the 

stage. With this I add low side lighting to put an edge on 

the actors. I want to use both the hard edge and the brown 

tones to begin the bleached elephant bone feel. 

From this opening I can move through the brown, orange, 

and red tones of a setting sun raking the bedroom into the 

night range of blue, lavender, and pinks that are present in 

the early evening. To effect this change I began my light 

move with the high pipe ends and moved down into the booms 

over the course of the first ten pages or so of dialogue. 

The bedroom contains deep shadows which are the result 

of the low angle of the sun on the horizon. 
With these long 

shadows I want to create the feeling of animals of prey 

i to C
o me so that they can stalk their 

wai ting f or e v en ng · 

Vi e t irns uns ee n. 
Maggie is very much an animal of prey, a 
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lioness who wi l l protect her t 
ma e and prov ide f o r h is wel l 

be ing. 

Ac t II 

Act II beg ins with the a c tion ho ldi ng ove r fro m Ac t 1 . 

Bri c k and Maggie's bedroom has darke ne d a nd e veni ng ha s 

be gun. As Big Daddy enters t he roo m, some one tu r ns on a 

li ght swit c h and the practi ca l light i ng fixtures offe r 

j ustifi c ation for the new br i g h t ness. The r oom is lighted 

now b y both man made fixture s and the evening t wilight coming 

in through the windows and doorwa ys. It i s i mpor tan t in Act 

I I to establish a dif f erent look for the inte r ior and 

exterior of the house . Bri c k wi ll try to esc ape from the 

press ure and tens ion of t h e bedr oom into the cool ni ght air 

found on the gall e ry whi c h ove r looks the r iver in the 

distance. Once again the theme of predator y animals lurking 

i n the sha dows, hiding fr om t he light, appears . 

Ac t II is al s o a t i me f o r t esting the power of Big Daddy 

and Brick . Big Daddy is f orcing his son in to a struggle to 

see if Bric k c an rule t he f amil y and fortune afte r Bi g Daddy 

has died. 
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I want to establi s h for th . 
e audienc e that it is a time 

f truth and a pass· o i ng of the reins of power 
to the young 

ma n. 

In this act I was able to take libert1· es 
with the stage 

lighting . I decided to present a sense of coolness about the 

lighting of the room. In addition, the action of the scene 

requires that the room close in on the characters as t he 

conflict between them builds . As I have mentioned in the 

previous chapter, the director wanted the show to ta ke place 

in a black void. I was able to translate that feeling into 

the night becoming blacker, a pre l ude to the conflict and the 

storm coming in Act III. As Act II co mes to a close, the 

stage picture is very dark, the single lamp in the room 

cannot provide enough illuminati on. Night has fallen and the 

truth about them is known to the eac h other and the audience. 

The blackness of reality and the night engu lfs them both . 

The explosion of emotion betwee n Bri ck and his father brings 

Act II to a close. The birthday fireworks explode in colors 

of gold, red, and orange . Big Daddy escapes into the night 

and Brick is left alone, standing in the doorway as the 

illumination of the fireworks play againS t his body. Brick 

h ancient tria l of manhood. as passed some 
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Ac t I I I 

Oddly enough it was with Act III that the d irector and I 

had our greatest difference of opini on. 
He felt t ha t Ac t III 

belonged to Maggie while I felt that it was the time that Big 

Mama expressed her strength . 
argue d that here we see Big 

Mama come to the defense of the two men she loves. She is 

able to keep Gooper away fr o m the weake ned a nd ex posed Big 

Daddy, and s he is working to establi s h Bri c k as t he mas e r of 

the household. believe tha t s he shares he ioness q~ality 

of Maggie. Big Marna and Ma g i e a re o 

Gooper and Mae trailing them, tr yin 

0 be ::i 

o s ea wha 

wi h 

bey bav 

obta ined, waiting f or s c r aps t o e eft , scave i n 

In the earlier Ac ts we ha ve seen Bi M ma on y as a 

si mp le, weak-wil led c haracter. Ac t we see her as 

hav ing the strength of Ma ie. In fa c o :. s he .3 nc Bi 

Daddy a re the a ge d versi o ns o f Br ic k a d ie us as 

Bri ck has learned from Bi Da d d y , i t is o w M.a ie ' s t rn to 

see herself in the c h a r acte r of Bi ma. be is the s uden 

of Big Ma ma. Ma ggie ' s dreams o f co . ,est a re f l i 1 e 

the a ct ions of Big Ma ma. 

In lighting Ac t I I I, w::in ed 

to c hang e from th e coo !ness o ~ 

ominous fee 1. I t i s the ::ior:e :1 t 
c !ose i n 

on both Big Ma nk', .3. nd Bri c k· 



rule . As t he battle between Gooper and Big Marna gro ws , a 

s ummer st o rm is building o u ts ide. 
It reflects the tens i on 

the audience can view inside t he bedroom. took this 

opportunity to darken the r o om as the clo uds we never see 

hide the moon and the night sky g r o ws eve da rker. 
By his 

act the eye is gone and the audience vie w the ac i o a ai s 

a blackened s c rim, the b l a ck void the 

appeared as if fr o m no whe r e . 

ire c o r esired has 

At the moment of g r eatest conf i c t be we - n t he 

co mba tants , t h e sto r m OU side b r e ;i: s i~a s h 

play against bo t h the cha ra c e r s n f'. t, n :-3!. : 

q u ick l y as t h e storm has come , t is uor. 31f 

su r vived the attac k of Cooper. 

Oft e n with t he comin 0 a e\· 1 ;\ s t :: . !D. 

f r eshness ca n be fel :n its·,.; k 

room , that sense i s fe as 

o a night ti me warm h of e r_y Ac t 

a y br in s •,.;: .L n i ght, h o we ver Bi 

de c i d e d t o end be show on tha: 

me r c y . Mer c y f o r Bi Ma fr o m 

Bri c k t o Ma gg i e. vie chose he e 

a nd Bri c k , 

t he bed . 

b ... , "T ..: a s the sta:re 11- t-.1. • • .I. 

'! , .. 

i. c: : c ·;e 

s c : 

s i<y . 

:w :"' 

a s 

;.l r e 

~et w 

~ift'.::;. 

As 

f'. s 

,. s e G .. 

.. c 

r o rn 

n :-r..:1 
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Summary 

Besides being able to work in a wonderfully 
equipped 

theatre, I was for the most part, able to work and share 

ideas with seasoned professionals. When I arrived in 

Virginia, I was given housing along with the director and set 

designer at a fraternity house built in the late 1800's . Not 

only was it the same flavor of the mansion of Big Daddy , it 

even had a second floor gallery . The three of us along with 

several of the actors in the show spent many casual hours on 

that balcony discussing the play. It be c ame a plac e t o share 

ideas and observe nature as late afternoon t urned into the 

twilight which precedes the night. On more t han one occa s ion 

we were treated to a fast summer storm t hat fol l owed the 

sunset. 

Besides sharing a summer home with t he p r oduction team , 

also lived with the actors who portraye d the r o les of 

Maggie, Big Daddy, and Gooper. Often an after h ours 

d i Would evolve into an open d i scussion of pro uction meet ng 

the play with not only the designers and direc tor, but also 

the principal actors. 

S
essions two element s de veloped, a bond 

From these group 

h a c tors and a mutual 
between the production team a nd t e 

respect for each other. 
to l earn more about wha t r was able 

to the production . 
the actors wanted to bring 

By knowing 



thi s I was 

i mportant . 

able to enhance what ever 

Without bringing 
we all agreed upon as 

the actors into the conceptual 

4 6 

pr oce ss , somethi n g that is 
rarely done due to time and of the 

de partme n t alization of the t heatre, 

important resource of informat· ion . 

we as designers lose an 

In a repertory 

environment however, there i 
s no reason why we as designers 

cannot tap this source. 

Because all of us worked t t 
age her, we developed a mutual 

respect for the others craft and at times were able to see 

the solution of a production problem that someone else was 

too close to. 

By the time we entered rehearsals, I was able to bring 

with me clear pictures in my mind about how the stage 

lighting should look. 

Jean Rosenthal knew that the only way to have truly 

excellent theatre was by collaboration. 

Cat on a Hot Tin Roof was a successful production due 

in a large part to the efforts of the production team working 

with the director and actors to achieve a common theme . 

In closing, as a designer I believe that I have a 

responsibility not only to the director and playwright, but 

also to the audience. Each night when the curtain goes up 

th t the show are affected by ese people who have paid o see 

what I have done. 
to apply all my skill and They expect me 

talent t give them a quality production. as a designer o 

Theatre is an art form that deals with passions. 
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To this e nd, sceni c designer Robert Edmond Jones said i t 

be s t: 

It is evident that this play we are about to see is 

no coIIl1Ilon play. It is evident that these men and 

women who will appear before us are no common 

mummers. These are Actors, Seers, Sayers. Let us 

honor them. For by their inspiration the y intimate 

immortality. 23 
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Chapter 5 

This section brings together the paperwork I created 

while lighting the production. Included are both the hookup 

sheet and the lighting plan overlayed upon the set plan . The 

lighting plan shows the physical position of eac h instrument. 

The hookup sheet indicates control assi gnment , c irc uit 

number, type description, and color f or eac h inst rume nt. 

HOOKUP 

Show: Cat on a Hot Tin Roof 

Theatre: Culbreth 

Date: June 17, 198 6 

Designer: s. Woods 

Position Type Color 
Control Circuit 

Box 6 X 12 Lee 14 7 

1. \tl-13 H.R. 

" 6 X 12 
W-15 

II 6 X 12 

2. W-9 

II 6 X 12 
W-11 

" 6 X 16 

3 . W-5 

" 
6 X 16 

W-7 



Cont r ol 

4. 

5 . 

6. 

7. 

8. 

9. 

1 0 . 

11. 

12. 

13. 

14. 

15 . 

16. 

Circ uit 

w-12 

w-1 0 

W-14 

vl-2 

vl-4 

C-26 

C-28 

C-30 

C-32 

C-22 

C-24 

C- 17 

C-53 

C-43 

C-45 

C-41 

C-45 

C-58 

C-60 

C-6 2 

C-64 

C-61 

C- 63 

C-5 7 

C-59 

Position 

H.L . Box 

" 

" 

" 

FOH-1 

" 

" 

" 

" 

FOH-HS-L 

II 

FOH-HS-R 

" 

Type Color 

6 X 12 X-37 

6 X 12 " 

6 X 12 " 

6 X 16 

6 X 16 " 

6 X 12 G-56 

6 X 12 " 

6 X 12 

6 X 12 

6 X 12 

6 X 12 

6 X 12 X- 68 

6 X 12 

6 X 12 

6 X 12 

6 X 12 

6 X 12 

6 X 12 X- 54 

6 X 12 

6 X 12 

6 X 12 

6 X 12 X- 05 / X- 21 

6 X 12 

6 X 12 

6 X 12 

49 
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Con t r o l Circu i t Posit i on Type Col or 
17 . C- 52 FOH- 3 6 X 16 
18. C- 5 4 

6 X 16 
19. C- 56 

6 X 16 
20. TL- 4 ELE- 1 6 X 9 X- 30 

TL-5 " 6 X 9 

21. 2 - PLR ELE- 2 6 X 9 

22. C- 36 FOH- SPEK. 6 X 9 

23 . 1-P l 4 ELE- 1 6 X 9 X- 6 7 

1- P2 4 6 X 9 

1-P32 6 X 9 

2 4. 3-P14 ELE- 2 6 X 9 

6 X 9 

3 - PRB 6 X 9 

2 5. TR- 4 ELE - 3 6 X 9 

6 X 9 

26 . 2 -PR'w' ELE- 5 6 X 9 

2 7 . 1 - P2 EL E- 1 6 X 9 X-8 0 

1- P1 7 6 X 9 

1- P2 0 6 X 9 

2 8 . 3 - P2 ELE - 2 6 X 9 

" 
6 X 9 

3 - P1 2 
6 X 9 

ELE- 3 6 X 9 
2 9 . TR- 3 

6 X 9 
" 

6 X 9 
II 



5 1 

Control Ci r c uit Pos ition Type Color 
3 0 . 4 - P3 ELE-4 6 X 9 " 

4 - P8 
6 X 9 

31. 1-Pl ELE-1 6 X 9 X-40 

1-Pl6 " 6 X 9 " 
1-P21 " 6 X 9 " 

32. 3-P5 ELE-2 6 X 9 " 
3-PS " 6 X 9 " 

33 . TL-1 ELE-3 6 X 9 " 

" " 6 X 9 

" " 6 X 9 " 

34. C-44 FOH-1 6 X 16 X-99 

35. 1-P26 ELE-1 Mini-E X-58A 

1-P30 fl Mini-E Lee 144 

36. 1-P35 Ele-1 Mini-E X-58A 

37. 3-P6 ELE-2 Mini-E X-58A 

" " Mini-E Lee 144 

38. II ELE-2 Mini-E Lee 144 

39. 4-PLG ELE-4 Mini-E X-58A 

40. 4-Pl ELE-4 Mini-E Lee 144 

41. 4-P9 ELE-4 Mini-E Lee 144 

4 'J C-P6 ELE-6 Beam-L No / C 
.c... 

C-P8 
Beam-L 

C-P9 
II Beam-L 

Beam-L " 
C-Pll " 

Beam-L " 
CPCB 
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- ........ " --, 

Circuit I.... 1 .. ..... .. I__, 

Position Type Col o r 
CPCV 

4 2 . 
Beam-L 

4 - P ll 
ELE-4 Beam-L 

4- P l5 
Beam-L " 44 . c -11 

FOH-1 Beam-L " 
c-13 

" Beam-L II 

45 . 3-PRG ELE-2 8" Fres. X-99 
46 . TR-1 ELE-3 8" Fres. X-99 

TR-6 " 8" Fres. X-99 
47 . FP-6 Chandelier 

4 8 . TL-6 ELE-3 8" Fres. X-99 
49 . C-8 FOH-1 6" Fres. X-80 

C-9 " 6" Fres. II 

C-16 II 6" Fres. 

1-P25 " 6" Fres. " 

1-P34 ELE-1 6" Fres. " 

3-P34 ELE-3 6" Fres. " 

50 . C-4 FOH-1 Mini-E X-64 

51. 1-P12 ELE-1 Mini-E No/ Color 

52, FP-1 SL-Boom 6 X 12 X-05 

53. FP-5 SL-Boom-2 6 X 12 X-05 

54 . C-46 SR-Boom 6 X 12 X-06 

5 5 . FP-3 SL-Boom 6 X 12 X-32 

56 . FP-7 SL-Boom-2 6 X 12 X-32 

5 7. FP-2 SR-Boom 6 X 12 x- •, •) ..,~ 

58 . RP- 2 CYC-ELE 64 / X-RAY Blue-Grn . 
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Control Circu i t Pos ition Type Color 

RP- 3 CYC-ELE 64 / X-RAY " 

RP-4 CYC-ELE 64 / X-RAY " 

5~). FP-9 CYC- ELE 64 / X-RAY LT . BLUE 

FP- 11 CYC-ELE 6 4 / X- RAY " 

FP-15 CYC- ELE 64/X-RAY " 

60. FP-13 CYC-ELE 64 / X- RAY PRIM . BLUE 

FP-23 CYC-ELE 64 / X-RAY " 

RP-1 CYC-ELE 64 / X-Ray " 



ob 
11 0 .. 

11 
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F IG RE 2 

LIGHTING PLAN SHO~ I NG PHYSI CAL ?OS 12~ OF EACH 

INSTRUMENT OVERLAYE D ON SET PL AN 



Notes 

1 

Stanley McCandless, A Method of Lighting the Stage 
(New York: Theatre Ar ts Inc., 1932),pp. 9 - 10. 

2 McCandless, pp. 53-55 . 

3 

Willard F . Bellman, Lighting the Stage, Art and 
Pr act ice CNew York: Chandler, 197 4 ) , p. 371. 

4 Be 11 man, p. 3 71 . 

5 Bellman, p. 327. 

6 
Jean Rosenthal and Lael Wertenbaker, The Magic of 

Light CBoston: Little, Brown and Co ., 1972 ) p . 2 9 . 

7 Rosentha l , p . 29 . 

0 Rosenthal, p. 117. 

9 Rosenthal, pp. 5 9 - 60. 

1 0 Tennessee Williams, Cat on a Hot Tin ~c•=f ( New 
York: Dramatists P a y er v1ce , ~ 1 S · I 11 ,-· . , 1955 ) . p . 5 . 

l l Williams, p. 9 . 

l :2 Williams, p . 40. 

l 3 Wi 11 iams , PP · 5 9 - 60. 

l 4 Williams, PP· 74, 75. 

l 5 Ros enthal, P· 59. 

o f t he He a rt (Garde n 16 Dotson Ra der . Tenne~~e e : Cry 
City, NY: Doubleday and Co ., 19B5 ) . 

1 7 Tennes :see Wi 11 iams, 
Books, Inc. , 1972) p . 212. 

Memoirs ( New York : Banta m 

(New York: Kindness o f Strangers 
i e Donald Spoto, The 193-194. 

Ballant ine Books . , 1985), PP · 
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Spoto , p. 220 . 

20 Spoto , pp . 4 0 , 4 1. 

2 1 Tennessee Wi l l i a ms, Cat on a Hot Tin Roof (New 
Yo rk : Dra ma ti sts Pl a y Se r v i c e Inc . , 1955 ) p. 55 . 

zz Wil li a ms , pp. 41 -42. 

2 3 Robert Ed mond J ones, Drawings For The Theatre CNew 
York : Theatre Ar ts Books , 1925 ) , p. 24. 
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