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ABSTRACT

The design 0f this thesis s to discuss the process

involved in arriving at a central point of view or the
central image for a lighting design. Sometimes called the
concept, this central image is the foundation on which the

director and designer will base their ideas on how a play

should be staged. The production of Cat cn a Hot Tin Roof as

staged at the University of Virginia i{s used as an example to
help eliminate the constant use of generalities i{n the
discussion of the process. The methods [ used as resident
lighting designer are discussed and then applied to the
script. Because lighting design had evoived since the
invention of the electric lighting fixture, three authors
have emerged since the turn of the century tc lead the rield
in advancements. These three, Stanley McCandless, Willard F.
Bellman, and Jean Rosenthal have been inciu
and thelir texts reviewed as they affect t
process. Finally, a light plot has been included
what final decisions were made for the production concerning

the lighting design.
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Introduction

The art of the lighting designer 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 color 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.

Vhat is this central concept and how does the lighting
designer go about developing 1t 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 formulation 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

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.



Uta Hagen,

i o
D Respect for Acting, tells the reader the

serious actors begin with concept as the wav tg apprcach
= - - . S I -

ing t = Yis . .
developing the character they will play cn the stage. Vhy

ould 4 Y _ )
then should not lighting be apprcached in the same manner?

The lighting of a play i{s in many

Yy ways a character within the

production. The quality of light and how the actors —

about in 1t will affect how the aud

o

T 5 Zois ; =
sénce views what !s

eing

salid and what 1s being seen.

In this paper I will discuss the s%eps ! toci 1]

recently lighting a producticn cf Zat cn a Tin Roof by
the Heritage Repertory Theatre at the Urniverstisy cf Virginta
during July, 1986

In an effort to clear up the use cf! generalizations and
to demonstrate what [ did, ! hawve lied = ncept toc the
script of <Cat on a Hot 7Tia R b4 that *he reader may
follow the action and see hcw the nCeRt wWorks

In addition there wil. e a btrief review CI 1he WIrks

three of the ploneers in the fLeld ¢ lighting research (n
the United States. Included are Stanley Mccandiess, 1932

Villard F. Bellman, 1974; and Jean Fcosentza., .90

3 w1 ~ e 8 W S " e e ia umlaue
Each of these designer-authcrs hLas zace un.gue
contributionse in the field of ligkting: tlgetier hevw
contri ions in the fie.Cl
=5 OFf joancement during “he zast fifuy
represent three stages 0I advali-eoe sere-d
& ~—
x B o e S o gk B alisSe They

years These textbooks hdve teen Sg.gf. el wesd /

] s mepd $wn ethe syalnizg of tThe young
represent the most cCOommIcn.y YsSe- - =he = g 3 g

e



Along with the major authors, I have added several

SECAMANTY Snirees of Study that, while important, do not

merit the attention given to the pPrimary sources. My concern

with these books will be only in the areas of design concept

and development.

Finally, to justify my own comments throughout this

paper I have included my personal background in 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
Artisﬁic Director of a newly formed Equity company, The
Clarence Brown Company. While I completed my undergraduafe
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 VWorld's Fair,

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

dance, and opera companies. In 1984, I was invited to become

a member of United Scenic Artists Association, the union that

controls designs seen primarily on Broadway in New York City.



I have been 1invited to lecture at the newly formed
governors School for the Arts as well as at the University of
Florida. Since leaving the academic community I have

designed well over one hundred theatrical events.
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Chapter 1

During the ten decad

=Ipse The Deglinniinss OF
electrical illumination in the theatre, =ircc designer 22
influenced the art of lighting m :r= than any others in the
United Stat-:s. They are Stanley McCandless, villard F
osllman, and Jean Rosenthal.
Although others have written texts cn the subject of
stage lighting deslign, among themx Richard Filbrcw, Howard

Bay, and Fredrick Bentham, they Lave not ve: achieved the

lasting fame of the three to whcom [ will devote the maf

of my discussion.

In 1932, Stanley McCandless first purr.isaed Wi would

1 - « i | “ - & - - {aci{an s
become the most read book in the field oOi s2ERERE HE=SLEL =
A Y &N ~ . - >~ i = jo =
Method of Lighting The Stage. ALTJIOURS his Beck is less
t i+ has i‘nfiuvenced the way

than two hundred pages in length. *

we as designers grganize the Lighting ci a STLage FrEauctiEn
The method he developed bas Dbeéer raught at =cst universities
and is commonly seen ip use in the +hoatre tolal This
method allows the young designrer =€ appreach & project with a

J



pasic formula for 1i8htin8 the production. Early in his

book, McCandless presents the idea that each designer needs a

method of approach.

The design, or more specifically, the planning and

execution of the lighting for a production is often
surrounded by a veil of mystery which 1is due,
undoubtedly, to a lack of knowledge of both the
limits and potentialities of the problem. The
mystery arises first from the fundamental lack of
philosophy of precedent in the use of light as a
design medium, second, from the primitive equipment
employed, and third, from the absence of a simple,
well defined plan which may be applied to the

solution of lighting problems.’

His goal was to provide amateur and young designers with
a simple guideline to follow in setting up the stage lighting
for a play. McCandless was not concerned with developing a
concept to work from, but rather a technical means to achieve
1llumination. He did this by writing down what other
designers of the period were doing elsewhere around the
country.

Vhat is the McCandless method of stage lighting? Simply

Stated, it is a way of achieving smooth, even light on a

stage. It is a way of lighting acting areas SO they have



poth proper illumination and a blending of color so that the

' skin
actor 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, straws)

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

stage right.

The following figure is intended to help the reader

visualize this system.

DIAGRAM OF MCCANDLESS LIGHTING



McCandless t :
a €SS took his concept af warm and cool lighting

i pess A0EmLE, The sun casts light, which becomes the

warm side, and the resulting shadow creates the cool side.

As long ago as the Renaissance it was discovered
that the best balance of light and shade to promote
the effect of Plasticity could be obtained by
considering 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 0f plasticity.=

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 avoilds the
conceptual process. At the same time he notes that the
Somehow he never merges

design of a show is an art form.

these two ideas clearly.



Historically, his book was written at a time when

1ighting designers in the theatre were rare and, for the most

part, the lighting of a show was the responsibility of the

scenic designer 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
Practice by Willard F. Bellman should become required reading
for any serious student of lighting.
| Bellman has written his book in two parts: Section 1
deals with the technical aspects of lighting. Here he

discusses with the reader an overview of the history of stage

1ight and color,
lighting, the laws oOf physics dealing with lig

and a brief description of the equipment a lighting designer

will encounter.
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Section 2 '
ecti deals both with the artistic side of lighting

design and the paper work that must be done to communicate

design ideas.

It is in this section of his book that the reader learns

of the relationship between the designer and the playwright

actor and director. Unlike McCandless, Bellman gives the

reader a new starting point for the design.

The first stage in design comes when the designer
approaches the script as any other interpretive
artist must--alone. He must read and re-read the

script until he comes to artistic terms with it.=

For the young designer it is important to realize the
necessity of knowing what the playwright has said. Bellman
has hit the mark here. He has given the designer a starting
place in the attempt to develop a concept. It is impossible
to develop a concept without a complete knowledge of the
script. The script is like a blueprint that will guide the

designer as he builds the concept.

As the lighting designer studies the script, he

will seek information on two levels. He will need

to list all essential mechanical reguirements. For

instance, if time of day must be established,

lighting will often play part in this. Weather,
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special effectsg, and all of the Other adjunct

l =
elements often useq by dramatist wil] be noted. <

Once the designer hag read the Script, Bellman then

takes the designer to the director tg discuss the way in

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

designer must be approaching the show and the script in the

same way as the director.

Ultimately, the director is the artistic leader of

the production effort. He must not allow the
lighting design or any other element to predominate
over the artistic unity of the whole
production...thus the lighting designer must
establish with the director the artistic direction
that the lighting design is going to
take...ultimately the designer and director come to
an understanding...each should feel that he knows

how the other looks at the play.*®

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.
It is from these discussions that the concept will be formed.

Lighting the Stage, Art and Practice should be the next

1 fol S
reading step beyond McCandless. Bellman both follows 1in a

h 2 modern
historical sense and presents the reader with a mor
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approach to stage lighting. In the theatre gf e, Bhie

lighting designer begins to take a place with the scenic and

costume designers.

Rosenthal

The Magic of Light,

as written by Jean Rosenthal and
compiled by Lael VWertenbaker, is to date a unigque 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 text is that it jumps
beyond the classroom and is more easily understood by a
designer who has been working in the professional 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 passion for lighting
design not found in the books by McCandless and Bellman.

You, the lighting designer, are ready to listen to

the words you already know by heart read by actors,



b
probably under stark work light on the stage of

tha Ne
at echoing, lonely barn which is any theatre

without an audience. You will be lighting, as well

as their bodies and faces, the voices of the

actors.s

Rosenthal is a romantic and wastes no time in her book
explaining both in her own words and those of others how she
approaches 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 communication.

Lighting design is a collaborative profession in
which the lighting designer collaborates with
backgrounds, things, purposes, and people...you
cannot collaborate by yourself, except 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.”

This idea of working together is basic to development

of a strong central concept. To anyone reading her book,

Rosenthal makes it clear that everyone involved must be

working toward a single end product.
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Her book follows a logical process of design. She
begins with the conceptual process and reading the script

continues With the rehearsal Period, the load-in to the

theatre, hanging and focusing the show, and finally explains

the cueing of the work. The pProcess she describes is both

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

most successful lighting designers worked.

Vhat Rosenthal does so well in her book is to describe
how she thinks about a work she is beginning to design. She
begins often by creating an image in her mind of the subject
she is to light.

One example comes from her involvement with lighting
dance. Although Rosenthal had at one time ten shows running
on Broadway, she is best remembered for her work with the
Martha Graham Dance Company and her innovations in dance
lighting. Her style of lighting depended upon side lighting
placed on booms in the wings of the theatre. From these
positions she was able to define the form of the dancers
moving through space. Along with this, her method used very
minimal lighting and very strong back lighting.

Her goal was, then, to create an environment for the

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

Dancers live 1in light as fish live in water. The

stage space in which they move is their aquarium,

their portion of the sea. Within translucent walls
e



and ab
above the stage floor, the lighting supports

their flashing bouyance or their arrested

sculptural bodies.e

Rosenthal then, asks the reader of her book to provide

not only illumination but an environment for the play. Her

pook focuses on what is being said on the stage and the need
for the lighting designer to reinforce that by creating a
mood or reinforcing an image created by the playwright.

The problem that this book presents in the classrocn is
that it is written for the professional designer rather than
the student. Both McCandless and Bellman wrote for the
college environment. Because of this they had to devote
large amounts of their texts to the most simple elements of
lighting. Rosenthal takes the reader past basic electricity
and illumination and begins to discuss the conceptual
process. She, unlike the other authors, can rely on
professional stagehands to do the technical work while she
concentrates on artistry.

This book moves beyond what McCandless and Bellman
for the upper classma

discuss and should be a finishing text

or graduate student in theatre.

15
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Secondary Authors on Design

Pilbrow

Richard P1ilbrow is one of the
in the United Kingdom today. His
divided into two sections dealing with both

artistic aspects of design.

Pilbrow's work is similar to that of Bellma

primary difference 1s that Pilbrow writes with

.
1Y

makes his book easier to read and understan

is full of British terminology.

parallels that of Bellman.

Bentham

Like Pilbrow, Bentham is 2 Rritish 1

Paadlasas 4
bles MclCandiess 12

However he more closely resemb.s=

to lighting. His work, Ihe Art

16



the steps a designer must take B

Bentham 1s more concerned with

the te«

¥ & i
1ignt a production.

17

cal aspects of
llumination than with 4 T & s .
4 eveloping a central concept One of
most notable poi .
the pPoints Bentham makes {n his boeck is that the
designer should be a trained stage electrician
Bay

Howard Bay 1s a well kncwn Brcadway des!iygner =! scerner?y
costumes, and lighting. He comes frcm that pericd ¢n time
when the artist was expected tcoc handle a.. areas cf design

designer that the lighting cf a shkcw taxe ' d il
the scenery The primary functicr b sage Ligh®
provide visibility Perhaps k¢ most Fadicas tAte DN

that the designer of stage lightirng reed <% Enpw 2
point and turn on the lighting Iixturs lefern
his book truly is intended tcC be a gulde tc the wcrl
scenic design and not lighting.
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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 balance 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 the reader to bring a
technical background to rehearsal, but more of an artistic
soul.

Each designer shows a change in how the lighting
designer thinks and how the artistic demands of the theatre
have changed. The role of the designer, as equipment has

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

problem was getting light on the stage. However, both

Bellman and Rosenthal are concerned with controlling that

light and shaping what the audience feels.
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Chapter 2

The design concept is the basis from which the lighting

gesigeer will make choizes of lighting equipment, color

angle, focus, 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, 1s unique to the artist, 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

Before I ever meet with a director, 1in this case Terry

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

working with. In this first reading I want to approach the

if
Play the way one would read any work of literature, Zor
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enjoyment. At this point it is not an attempt to develop

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

the characters and events taking place within the story As
Rosenthal puts it,

You begin by holding a Play in your hand...the

lighting designer does best, I think, to begin with

the play...read it as a whole; read quickly, all at

U]

once, without care for details.

It is during the second reading that I begin to compile
information about the play. This is what I would call the
basic lighting needs. In this reading of the script, I am
looking for the place of action, setting, time of day, time
of year or season, and any working lighting fixtures called
for by the playwright. Parts of this information will go
into the development of the concept.

¥ith Cat on a Hot Tin Roof, this information begins on

the first page of the script.

The scene is a bed-sitting room and section of the

gallery of a plantation home in the Mississippi

Delta. It is early evening in summer. '®

From this scrap of information, I begin to visualize an

i ot summer
old faded plantation house, the paint worn by the su

F 7 v i
rains and heat. It has been there 10T years and 1is



—yrrounded by mature trees .
S 0n a well kept lawn. The day of
+he action has bee

i = r = 5 £
! Véry hot and the early evening is

Ui

beginning to offer relief from the 1ate August heat

sunlight entering the room is at a low angle and is sepia

It casts long shadows and fills the room

For me it 1s an easy matter to develop this plantation
house in my mind; in my early childhood my parents and I

often vacationed in the Mississippi, Alabama, and Louisiana

area. My work as a designer has taken me often to
Charleston, South Carolina, and many of the 0Old South cities.
I 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.

(Maggie crosses to bar, gets an lce-cube from the
ijce bucket, and commences to rub her arms with the

ice...she slides the 1lce-cube between her breasts

as she speaks.)'’

The lighting designer must attempt to convey that

feeling of heat and the appearance of the setting sun to the
audience.

As the action of Act I draws to an end, early evening is

" fallen and parts of
turning into night. BY Act 11 night has



[A8)
s8]

the action demand ,
o ToF femand that the lighting designer provide both

night and moonlight,

Big Daddy: ., . 1 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.'1=z

Once again at the end of Act II information can be found

to suggest time of day and additional lighting requirements

that add 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, managing the fireworks

display.> ’'Let er’ go!' <(the fireworks blaze

furiously.)'=
Finally, in Act III, Williams calls for a thunder and
lighting storm to rage at one point over the action on stage.

(Thunder rolls, interior lights dim...storm clouds

race across the sky...thunder clap...thunder rolls

repeatedly.)*#
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So, i he lighting designer begins by reading the

script and looking for Information, a great deal can be

found.

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 concerning Tennessee
Villiams. 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 slightly different accounts

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

Roof. 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 family life.

I began to look to these three works to provide the

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

Hot Tin Roof. 1like the life of Williams, contained both comic
B T A A )

and poignant moments. My goal was i reaEEl WhS RERECh

ds,
Dessage that I believed was there. As Rosenthal recommends



T _ .
he play-the playwrlght’s Play-comes first. |

belid
leve that everybody involved With a plag el

con
centrate on the dramatist's intentions rather

than to expand or change them. s

I wanted to look under the surface of the play to find

an image that could act as the Single thread that held

together the action and lives 0of the char

acters.

Tennessee: Cry of the Hear

et

Dotson Rader began his friendship with Tennessee
Williams during the late sixties. His book is based
primarily on notes taken over the course of their
relationship that lasted wuntil the death of Williams {n
1983.

Although Cry of the Heart deals mainly with

years of the life of Tennessee Willlams, Rader ex

early years. He paints a picture of a man who could be both
immensely kind one moment and cruel the next. This text
explores the family life of Williams., his lcve-life, and his
Professional life.’'€

Williams to be a2 man

Cry of the Heart shows Tennessee

lent d at ©
who was unaware of his own talent and

= failures.
Over his many successes and fail
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his th
This eme of success ang failure runs deep in Cat on a

Hot Tin Roof. Throughout the play the character of Brick

must battle with his own failures in life

Gooper parades his many triumphs in life and business

while his brother

Of the three books I used to research the life and works

of Williams, this was the least valuable.

Memoirs

This autoblography provides the reader with a dramatic

contrast to the book by Dodson Rader. Williams has written a

romantic account of his life and work. However, in spite of

this, he has been able to share with the reader a sense of

where he found his characters and stories.

After reading Memoirs [ became convinced that the

characters of both Brick and Maggie came from the personality

of Villiams. Brick and Maggie came to represent both the
strong and weak sides of the playwright. The bond Brick

shares with Big Daddy reflects the conflict within the

relationship of Williams and his father.

Vhen Williams writes of the struggle Brick has with

i st friend,
coming to terms with the homosexuality of his bes

ls a repetition of his own struggle in college with a gay

1t
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fraternity brother. This relationship is discussed in detail

in The Kindness of Strangers by Donald Spoto

In Memoirs, Williams states th

at Cat on a Hot Tin Roof

is his favorite play.

That play comes closest to being both a work of art

and a work of craft. It is really very well put

together, credible and touching. Also it adheres
to the valuable edict of Aristotle that a tragedy

must have unity of time and place and magnitude of

theme.'”

Vhat Williams means by this 1is that within the story of

Cat on a Hot Tin Roof, the running time exactly matches the

time of the action, that 1is to say that the events follow one
another in real time. We the audience see the action happen

before us with no break. This is the only American play that
I can find, at this time, that accomplishes this.

As I read Memoirs I got the feeling that Cat on a Hot

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

~tual %
Daddy, Big Mama, Gooper, and Brick were actually the stage

figures of Cornelius and Edwina Williams, along with Dakin
and Thomas/Tennessee Williams.

I was beginning to build the concept that I would work

_ rv that ithin Ca
from. Memoirs was leading to the discovery that within

. ~ret about Williams.
On a Hot Tin Roof, there was hidden a secret abou
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vhat I needed to do was tg find a way to express thi
s on
stage while at the same time Staying within the guidelines

set forth by both the Playwright and the director

The Kindness of Strangers

Published in 1985, The Kindness of Strangers by Donald

Spoto represents the last major work published on the 1ife

and work of Tennessee Williams. Of the three books I used to

research Williams I found this to be of the greatest value.

Long before Williams saw Cat on a Hot Tin Roof make it
to the stage, he wrote "Three Playegs of a Summer Game."
This short story was written during a summer spent in Rome
while Williams, like his character Brick, spent most of his

free time drunk. In addition, Williams was separated from

gle was spurned

o

his long time lover, Frank Merlo. Just as Ma

by Brick, so was Williams by Merlo.

Williams wrote "Three Players of a Summer Game"

about a once powerful athlete-as-artist named Bric

coholic. He has an
Pollitt, who has become an alco e He has

affair with the widow of his doctor and at the end

pend on the care of
is abandoned by her and is dependent on

his wife, who drives him around in their car
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exact the wayv some
ly the way some ancient congueror. . . might

have led in chains through a capital city the

prince of a state newly captured.'e

It would take two years more for Williams to change the

form of the story to play and add several characters to mold

it into Cat on a Hot Tin Roof.

The Follitt parents indeed
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are modeled on the
Williams parents--but with great freedom. "I think
Maggie 1s more himself{ than anyone else he may have

-pointed to, or claimed to be..." acccrding tc

Kazan. Big Daddy Follitt

Delta plantation whose combinaticn o raw vulgarit

and curilous appeal was ;artially the figure of
Cornelius Coffin Willilams. "My father had a great
i <+ Tin ROt
gift for phrases, the title Cat on a Hot Tin Root
comes from him, 'Edwina, sOou're maKing me nervous
as a cat on a hot tin rocf.'"'"®
In the character of Big Mama Pollitt, the reader car
find all of the gqualities which Williams accusec his mother
Edwina of having--among those, a deep sense ¢ loyalty, a
child-1like silliness and 3 naive kind of nobllity Each of
these traits can be found =B Cat cn a Hot Tia Rooi.
In Act I we find Big Mama dealing wi=h the problems O<
. nead to celebrat
both her son and husband, Act 11 brings =h€ eed elebra

U
v
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e birthday of Big Dadd)’ With a cake and candles, and the

th ,

final Act shows Big Mama defending the wishes of Big Daddy
; ig U

like a lioness defending the body of har fall
I he <sallen mate.

A fOI‘ the haracte ( a S T n W
(= C rr of ngd 1 1
Bri_,k and nis AELatiGA.Ship with

nis homosexual roommate Skipper, that can be traced to the

fraternity of which Williams was a member

"I was deeply in love with my roommat

Y coOmimate but
neither of us knew what to doc abcut {t." Accordin
- L e - LU U4l

to his very different account {n Memcirs, the

roommate knew very well what to do atout ft--and

offered more than indirect hints--but Tom shivered

with anxiety and abeorted any sexua. ntact The
account in Memoirs, while perhaps nct a deliberate

distortion of the truth, probablw represents

Villiam's confusion, at the time CI Writing
between 1931 and a crucial pertcd irn his sexua.

3 & A T ia~ads 20
development that occurred later e decade

advances of both his wife Maggle and his former roommate
Skipper can be found throughout the scrips Bricx is Just as
confused about his rcole in the death of Sziprper as viillams
was about the love for him from his ma-e st Ene
As 1 was reading and compliling =€ i~sormaticn aczcut
ters of cat cn 2 ot Tian Roof, «

both Williams and the charac

o



pegan to see a clear picture in my mind of

ghosts out of Brick's past, a graveyard of

A1l of these elements began shaping

At this point in my mind the central

R gp——

cuolice

come vast grey graveyard dcne in ton

4 + + )
1NLO Cl
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hidden secrets,
painful memories.
he central concept.

ot was becomin

black and white.



Chapter 3

The Director ara
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Vhen I arrived at the "p¢ ity of v

vRiversity cf Virg
discovered that the set for Cat _on a Mot Tis
into construction and near ccmpleticn “he d
Burgler of Theatre Virginta, formerly The Vs
Theatre, and scenlic lesigner Fcn ¥el.ler. a:
of Theatre at the Virginia Comamcnweals® “'nmiun
decided to recreate the tas! lesign used ky

the Morosco Theatre {n Y¥ew Yory durteg ohe oo

proscenium arch and surrcunded Ty shutters
Mielziner set, however, %he gallery cr ze-cnd
would ring the downstage edge The whrle re:®
ringed upstage with black draperle sLiving
floating in space

The bedroom would then have nnesting -
rest of the house, a bathroom cff-stage. arnt

joining it to the bedrcozm cf Gocyer ant Mae
Burgler wanted the sJeners aud Tigheisng
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the cage that held the action 1in plac

e. The ¢

he asked us to work fronp was the {dea of

m
»os
4
(8]
o]
v
s
ot
oy
®]

bleached by the sun.

At first this concept

se

]

ned foret

@]
oy
]
(81 ¢
@]
ot
13

however, upon looking at {t more

Cse.y [ realized tkat
close to m C
— Yy Oown ideas. |[p Chapter 1! I stated ¢

own concept was built around t

L
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painful memories." Using that a

I
:
ry
2
pa
‘e
‘
o8
*]
’

aCl 4 wWas
at ease moving into the (dea of bleached elerhant bcnes T
first image that came to mind was tha* of ar c.d black and
white Tarzan movie with the elephant gravevard that (5 alway
in some hard to reach, remote, and sc.ezn area *“%a2t ‘s arcus
to be desecrated by {nvaders lcoking °C make meney b

Just as the elephant graveyard and the bleached elephan:?
bones are hard to find in the mcvies, ! felt that the secret:

about Brick's past relationship with Skigper woold e hard
for Brick to dredge up in Act [l
As | re-read the play . could east.v see jocoper ani Mae

PY R Y. NPT RO i . what
becoming the hunters. Neither Gocper oo Yae care wha

damage they do to their family as long as they can contred

15 Bosf shows btk
the wealth. Act III cof Cat cn a & Z e Do
- ‘- 4 -
~ - viexw Riax Tadidv's erta €A Ta
Characters at their worst Viipad e

(@]

ommon knowledge to tae en Dl 21

o 4 vilv unlt by attexmpting T get ELIR Maza tC
O destroy the family unit <o :
{r +3 the fazmily 2ITLURe

acknowledge Gooper as the he
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- sadne s
In k‘:t};lh:’; with

bl
also was able to see Big Daddy as a noble creature nearing

the end of his life. As he came tg accept his upcoming

death, he was able to free himself of the burdens of holding
the family together and Pass that task on to Brick

Vhen 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. Big 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 Ochello

hired me to manage this place...'=?

In keeping with this theme of worn and faded, Ron Keller
decided to do the entire set in tones of whites, greys, and

beiges_ The only color would come from the furniture and

costumes.

The problem of having a set close in on the characters

was still under discussion when I decided that I wanted to

partially break from the idea of having the set float in

Space.



The set would still be ringed with black draperies My
solution was to start the show with an evening sky on the

CPeLEFOID. 5O B tha ant progressed, fade that sunset into

night and finally into a black voig by the early part of Act
[1I. 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

at the University of Virginia working on her graduate

Project.

Two things became evident as the project progressed.

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

d as
the bleached elephant bones and, second, her background as a



8

repa
Prépared her to work with professionals under

strict production deadline.

th igni
Although she was designing only one show within the four
the pressure Placed upon her both to do well

show repertory,
please the faculty members resulted in costumes that

and to

lacked depth.
The costume designer chose to approach Cat on a Hot Tin
I believe what happened to her

Roof as a period piece.
design was that she convinced herself that if she could

reproduce the period then the concept would take care of
costumes that were historically
In her

This resulted in

itself.
accurate, but that did not read well upon the stage.
the audience

attempt to re-create historically accurate costumes, the

designer did not consider that in the theatre,
is often seated some distance from the stage and that detail

must be able to be seen by all the members of the audience.
The costumes had wonderful detail, however it did not carry
A second problem

beyond the first few rows of the theatre.
In her case,

in re-creating a period is that one must be careful in
she took

finding a source to base the designs.

a Sears and Roebuck catalogue of the 1950°s and applied that
to the Pollitt household. From reading the play, she should
have been able to reason that the family does not shop at

Sears.
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Big Daddy: °
V) We got that clock the summer we went

to E ) ! i
© EBurope, me an Big Mama...Big Mama bought more

Stutf than you coulgq haul in a couple of box
Cars...everywhere she went...shé bought, bought

bought. I am a rich man, Brick...close on ten

million in cash an’' blue chip stocks, outside, mind

you, of 28,000 acres of the richest land this side

of the Valley Nile!”=z=

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

o —— design due to the fact she lacked an

understanding of the conceptual process. She understood

fabric, patterns, cutting, and all the other technical

aspects of her craft; however, I believe she lacked

imagination.
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The other j
Major problem she faceq was to both please her

graduate committee and the director of the show In this

matter I thought she failed boty, Because she was a student

and acted like one,

she was treated like a student. Her

attitude reflected a lack of confidence and because of this
her assoclates came to always double-check 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 stage. I got the
feeling that she was discussing with me, at design meetings,
not what she felt or believed, but what she had read in a
book on the subject of costume design. On the MFA level she
should have been further advanced. .

S The scenic designer, Ron Keller, was at the other end of
the scale as far as conceptual design was concerned. I found
him to be aware of how important it is for a team of
designers to work together. During the design process Mr.
Keller and 1 shared a central office with the costune
designer next door. The interesting thing about this

arrangement was that the student designer rarely came to us

with ideas during the design process of Cat on a

- srofess uf Theatre at
Roof, However Gwen West, assoclate wrofessor it 1

the University of Florida, who served as the guest designer

_ = 4 pffice
. . ductions was always 1n our
0f the remaining three producti

or us in hers offering ideas for comment.

The result in the three of us working together on a

i i nication about
central concept was that we remained in commu



w
co

any changes the other might wish to introduce. In addition

we were able to focus our talent in one direction and make
petter use of our time.

Both Mr. Keller and Ms. West were equally able to move
from the technical side of their work to the artistic.

pecause 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 Cat on a Hot Tin Roof

as a lighting designer applying his concept to each act

within the play.

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,
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

the audience about
afternoon of a summer day. Maggie tells

the events of the day-1long birthday celebration for Big

she is changing her
Daddy. When we first see her on stage
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trying to rel
Sliee hergsle wr the heat by rubbing an

ice—-cube on her
ice arms and legs. Both the day and the heat

ave exhausted
s mANSDSGR ew,  Bedell de ascaping e hert by lying in

bed with a drink.

In this opening scene, I want to establish two elafents

with the lighting. First, the heat 0of a2 summer day in the

deep South in a house without the modern advantage of air-
conditioning. I will use this feeling of heat to build the
tension between Maggie and Brick. Second, the late afternoon
will soon be turning into evening, offering 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

they can stalk their
waiting for evening to come so that y

f prey, a
victims unseen. Maggle 1s very much an animal of prey
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Act 11

Act II begins with the action holding over from Act 1.
Brick and Maggie's bedroom has darkened and evening has
begun. As Big Daddy enters the room, someone turns on a
light switch and the practical lighting fixtures offer
justification for the new brightness. The room is lighted
now by both man made fixtures and the evening twilight coming
in through the windows and doorways. It 1is important in Act
Il to establish a different look for the interior and
exterior of the house. Brick will try to escape from the
pressure and tension of the bedroom into the cool night air
found on the gallery which overlooks the river in the
distance. Once again the theme of predatory animals lurking
in the shadows, hiding from the light, appears.

Act II is also a time for testing the power of Big Daddy

and Brick. Big Daddy is forcing his son into a struggle to

see if Brick can rule the family and fortune after Big Daddy

has died.
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nt & - i
I wa O establish for the audience that it is a time
of truth and a passing of the reins of power to th
e young
man.

In this act I was able tg take liberties with the stage

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

1ighting & the Toom. In addition, the action of the scene

requires that the room close in on the characters as the

conflict between them builds. As I have mentioned in the

previous chapter, the director wanted the show to take place
in a black void. I was able to translate that feeling into
the night becoming Placker, a prelude to the conflict and the
storm coming in Act III. As Act Il comes to a close, the
stage plcture is very dark, the single lamp in the room
cannot provide enough illumination. Night has fallen and the
truth about them is known to the each other and the audience.
The blackness of reality and the night engulfs them both.

The explosion of emotion between Brick 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 against his body. Bkl

has passed some ancient trial of manhood.
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Act 111

Oddly enough it was with Act I71] that the director and I

had our greatest difference of opinion. He felt that Act 11T

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

Mama expressed her strength. [ argued that here we see Big

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

able to keep Gooper away from the weakened and exposed Big
Daddy, and she is working to establish Brick as the master of
the household. I believe that she shares the lioness quality

of Maggie. Big Mama and Maggie are both on the hunt with

(@]

Gooper and Mae trailing them, trying to steal what they have
obtained, waiting for scraps to be left, scavenging.

In the earlier Acts we have seen Big Mama only as a

simple, weak-willed character. In Act 11!l we see her as
having the strength of Maggie. In fact, both she and Big
Daddy are the aged versions of Brick and Maggie. Just as

Brick has learned from Big Daddy, it is now Maggie's turn to

see herself in the character of Big Mama. She is the student

of Big Mama. Maggie's dreams of conquest are fulfilled b
the actions of Big Mama.

In lighting Act I1I, I wanted the a~mosphere cf the reoem
to change from the coolness 0f Act 1] and pressnt a cold,
Ominous feel. It is the moment woen ;ocper and Mae close in

ooper 1s maxing his bid to

On both Big Mama and Brick. G
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summer storm is building Outside

the audience can view ing

opportunity

hide the moon and the night sky grows e

act the cyc
a blackened

appeared as

As the battle between Gooper and Big Mama grows

a

It reflects the tension

ide the bedrocm. [ took this

to
darken the room as the clouds we never see

ven darker. By this

1s gone and the audience view the action against

scrim, the black void the director desired has

if from nowhere.

At the moment of greatest conflic+ between the
combatants, the storm outside breaks and flashes of lighting
play against both the characters and the night sky As
quickly as the storm has come, it i{s gone. Big Mama has
survived the attack of Gooper.

Often with the coming of an evening storm, a sense of
freshness can be felt in {ts wake. As Big Daddy enters the
room, that sense 1is felt as the mood of the lighting changes

t is still late

to a night time warmth of early Act

night, however Big Daddy brings with him a feel!l

& Yimes A~f heDe nd
I decided to end the show on that feeling Ol &hope a
ddy, and mercy from

mercy. Mercy for Big Mama from Big [la
Brick to Maggie. We chose the ending ©

and Brick, as the stage lighting fade

the bed.

n
w
@)
»
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Squary

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. Whenp 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 became a place to share
ideas and observe nature as late afterncon turned into the
twilight which precedes the night. On more than one occasion
we were treated to a fast summer storm that followed the
sunset.

Besides sharing a summer home with the production team,
I also lived with the actors who portrayed the roles of

Maggie, Big Daddy, and Gooper. Often an after hours

production meeting would evolve into an open discussion of

the play with not only the designers and director, but also

the principal actors.

From these group sessions two elements developed, a bond

tual
between the production tean and the actors and a mu

t
respect for each other. [ was able to learn more about wha
knowin

the actors wanted to bring to the production. By g
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process, s
departmentalization of the theatre

Weé as designers lose an

important resource of information, In a repertory

environment however, there ig DO reason why we as designers

cannot tap this source.

Because all of us worked together, 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

these people who have paid to see the show are affected by

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

talent as a designer to give them a quality production.

Theatre is an art form that deals with passions.
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To this end,

47

scenilce designer Robert Edmond Jones said it

It is evident that this play we are about to see is
no common 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 they intimate

immortality.==



Chapter 5

This section brings together the paperwork I created

while lighting the production.

sheet and the lighting plan overlayed upon the set plan.

48

Included are both the hookup

The

lighting plan shows the physical position of each instrument.

The hookup sheet indicates control assignment, circuit

number, type description, and color for each instrument.

HOOKUP
Show: Cat on a Hot Tin Roof
Theatre: Culbreth

Date: June 17, 1986

Designer: S. WVoods

Control Circuit Positicn

1. v-13 H.R. Box
v-15 a

2 V-9 =
v-11 "

3 V-5 !

Type

6

6

(02}

X

X

12
12
12
12

16

16

color

Lee 147



Gontrol

4.

o

10.

11.

12

13.

14.

15

16:

Position

H.L. Box

(0)}

()]

49



Control

17

1.8

19.

20.

21.

23.

24

25,

Z26.

2T

28

29.

Position

FOH-3

ELE-2

FOH-SPEK.

ELE=1

Type

6 X

O

o

O

o

o

{e]

O

(e}

[{e]

Color

50



Control Circuit

. Position Type Color
o e ELE-4 6 X9 .
4-P8 "
6 X9 ”
- i ELE-1 6 X9  X-40
1—-P16 " 6 X o .
1-P21 " 6 ¥ o Y
32 3-P5 ELE-2 6 X 0 "
3-F8 " 6 X O "
B3, TL-1 ELE-3 & X 0 ”
! ) 6 X O »
! ” 6 X 9 "
34. C-44 FOH-1 6 X 16 X-99
35. 1-P26 ELE-1 Mini-E X-58A
1-P30 " Mini-E Lee 144
36. 1-P85 Ele-1 Mini-E X-58A
37. 3~P6H ELE-2 Mini-E X-58A
% 1 Mini-E Lee 144
38. B ELE-2 Mini-E Lee 144
39. 4-PLG ELE-4 Mini-E X-58A
40. 4-P1 ELE-4 Mini~E Lee 144
41 4-P9 ELE-4 Mini-E Lee 144
42 C-P6 ELE-6 Beam-L No/C
C-P8 L Beam-L "
C-P9 " Beam-L "
C-P11 " Beam-L "
" Beam-L "



44,

45,

46.

48.

49,

20.

91

52.

58,

54,

95,

(@)}
=

@)
ey

1=p12

FP-1

FP=5

FP-3

BP=7

FP-2
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Type

64 /X-RAY
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64 /X-RAY
64/ X-RAY
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(o]

Color

"
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"
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Art and
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4 Bellman, p. 371.
S Bellman, p. 327.

€ Jean Rosenthal and Lael Wertenbaker, The Magic of
Light (Boston: Little, Brown and Co., 1972) p. 29.
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