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I. Thesis Statement/Introduction

To achieve the physical environment of a dramatic
production a comprehensive, lengthy process of artistic,
collaborati e, and practical proceedures 1s a requisite
framework for the goals and occupation of scenlic design.
It is critical at the outset of each production to
recognize immediately the initial positive and negative
influences, or "givens" which affect the scenic designer
as artist and techniclan. Once these givens are clearly
established, proceedures, unique to each production, may
than advance artistically and technically toward the
objective of the specific initial performance.

II. Scenic realism: Orgins and notes on the modern realtionship
to essential principles.
ITI.Gi ens

A. The Production, The Effects of Gamma Rays on Man-in-
the -iloon Marigolds by Paul Zindel to open March 7, 1978.

l. The Play

a. Characters

b. Story line

c. Set description

d. Script - ground -plan and blocking

2. Author

a. Blographical background
b Awards

B. The Theatre - Ross A. Jelkyl Performing Arts Center at
The Lindenwood Colleges., St. Charles, Missourl.

l. No fly space, all scenery dead hung or suspended

2. No wings, fixed asymmetrical walls

3. A symmetrical stage floor

4, Opening, up stage center small cyc possible

5, Stage cXube 34'-0 x 30'-0 approximately with adjustment,
18'-0 max height.

6. All scenery must fit through opening 7'-0 x 6'8" and
must be trucked from shop to theatre.

7. Stage too high for comfortable orchestra viewing

8. Stage too low for comfortable balcony viewing

9. Poor sightlines left and right forcing special extra
masking for all areas
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10. Construction shop small but with adequate tools
C. Staff

l. One carpenter « excellent artist/technician

2. Prop person - excellent artist/technician

3. Student help inadequate number for the work necessary
(add carpenter)

D. Time

1. Adequate time for discussion and design
2. Inadequate construction period for this specific
complex project

=

« Budget

l. %3500 for sets and props
2. To build a realistic set for this type theatre -
at least 23000

F. Producer

l. Preconceived notions from past productions and possible
design limitations due to potential artistic control

2. Final approval contingent uvon budetary and artistic
acceptability

G. Director

1. Preconcelred notions from past production
2. Director's role to have ultimate artistic control
of total production

H. Designer

l. AHesume

2. Spezialty - this style of set and play

3. Had not done, or read, or seen the play before
4L, Declaration of artistic intent

I . Proceedures - (Begun December 1, 1977)
A. Headlings

1. Literary influence and general 1impressions
2. Information

a. History (action before the play)
b. “urrent environment

c. Space Requirements

d. Style and mood

3. Subtext

4, Movement/blocking

5. Peripheral theatrical influences of 1lighting,
costuming and sound

B. Research



1.
2.

3.

Trip for Florida (1978)
Memory

a. rather's tennants
b. Father's old place of business
c. Industrial realestate in Pittsburgh

Pictorial Research

Conferences Designer/Director

Initial Design

1.

Cunulative information combining givens, reading,

research, conferences, design instinct, and
engineering learned and practiced into intial
ground plan

‘Drawings and lists

a. Proo list including dressing and furniture
b. Sketch
ce. lioulding

Design Presentation to Producer and Director

1.
2.

3.

Artistic
Budgetary
Practical

Zngineering and “ost Clarifications

1.
s

Engineering elevations and detail drawings
Jost Additions and clarifications

a. Stock
b. tiaterlals to purchase
c. Items to potentially borrow

Construction and Rehearsal Period

1.

2.

Combining of artistic elements including set, props,

Staff operatlions

a. Carpentry

b. Prop

c. Lights and costumes collaborations

Rehearsal input/changes

lights, sound, costumes and actors.



A .
C -
D.
E.
F.

Evaluation at performance level

A. Artistic
B. Engineering
C. Visual (see pictures)
' D. Personal
E. Professional
~ Appendiges

Picture and floor plan from the script
Designer floor plan

Production calender

Rehearsal schedule

Designer resume

Prop List

Major furniture list

Dressing notes

Antique and furniture source information
Designer sketch

Moulding detail and price sheets
Working drawings

Production reviews

Production photographs
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CHAPTER I

INTRODUCTION

To achieve the physical environment, the scenic
design, of a dramatic production, a comprehensive, lengthy
process of artistic, collaborative, and practical procedures
in design and engineering is a necessity. It is critical
~at the outset of any production to recognize immediately
the initial positive and negative influences, or 'givens'
which affect the scenic designer as artist and technician.
Once these givens are clearly established, the designer
may initiate procedures, unique to each production, and
may then advance artistically and technically toward the
objective of the initial performance.

The givens or influences which affected the -visual

elements of this production of The Effects of Gamma Rays on

Man-in-The-Moon Marigolds at Lindenwood Colleges are numerous

and specific. The influence of nineteenth century theatrical
realists and their twentieth century successors form the
framework for the scenic realism of the piece. The play
becomes the central and pivotal authority providing the

basis of all research and speculation about the environment
within the total concept of the director. The theatre
Provides the physical space in which to house the proposed
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environment of the play through its architectural form and
places certain restrictions upon the design. The total
organization of the theatre including its budget, calendar
and staff introduces the notion that the designer will not
be dealing with the optimum situation of unlimited time,
staff and budget and must therefore restrict his design to
the limits of the environment and its givens.

Each of these givens must be considered by the
designer, assigned a certain weight of importance and used
as basic tools during the design process. Those procedures
follow a chronological pattern. Reading and digesting of
the material is the initial step, followed by architectural
research. When satisfied by his grasp of the material,
the designer confers at length with the director and then
embarks upon the physical design process of theatrical and
architectural engineering. At its completion and in concert
with the director, he places the total design in the hands
of the artists and technicians who will implement the design.
He then becomes a resource person for those artists,
providing further insight and information regarding the
specific elements of the piece. Further the designer must
be open and willing to accept changes which evolve from the
discovery process of the rehearsal period and to implement
the changes critical to the director's total concept.

To properly complete his task, the designer should,
I believe, follow the play from the initial concept through

2



the initial performance, acting to preserve the total
scenic overview and initiate all specific visual elements
except lights and costumes. Although he is the tool of the
director, along with his fellow designers, he is also, in a
realistic piece, the creator of the environment and the
environment totally affects the director, lights, costumes,
and most important the actors forming the basis for the

entire production.




CHAPTER 11

SCENIC THEATRICAL REALISM:

Origin and Notes on the Modern
Relationship to Essential Principles

To discern causes is to turn vision into knowledge
and motion into_action. -George Santayana, The
Life of Reason.l

...naturalism has regenerated criticism and
history by submitting man and his works to a
precise analysis, taking into account circum-
stances, environment and organic cases...Il
chose ridiculous and ordinary minor characters
to show the banality of everyday life behind the
grim anguish of my heroes. 1In staging the play
(Therese Ragquin) I tried to stress continually
the ordinary occupations of my characters, in
order that they might not seem to be "acting"
but "living" before the audience.-Emile Zola.Z2

If the actor must follow carefully the impressions
of the audience, he must conceal the fact, must
play as if he were at home, taking no heed of the
emotions he excites, of approval or disapproval;
the front of the stage must be a fourth wall,
transparent for the public, opaque for the player.
-Jean Jullien.3

Modern theatre can be equated with the rise of realistic

drama and stage production under the leadership of Ibsen, Shaw,

ljohn Gassner, Directions in Modern Theatre and Drama:
an expanded edition of form and Idea in Modern Theatre, (New
York, Holt, Rinehart and Winston, 1965), p. 2.

21bid., p. 2.
31bid., p. 2.




Antoine, Zola, Jullien and Stanislavsky. Two ruling concepts
made this possible, these were the idea of illusionism, where
the theatre must provide the illusion of reality on stage,
and the idea of environment. The first idea is an old one
which developed in the Italian court theatres of the
Renaissance. The second, that of the stage as an environment,
was relatively new in the theatre. Without it, we could not
have had the dramatic realism that has modernized the stage.
First of all, nothing in the second half of the nineteenth
century could have strengthened the illusion of reality

more than the use of the box set and the replacement of
painted scenery by solid objects and workable doors and
windows. Secondly, nothing at that time could have contributed
more to a theatre concerned with contemporary issues than a
presentation of environment as a conditioning element and

as a reality to be reckoned with, opposed, or changed by

the individual. Because some architectural or scenic effects
will be found in every theatrical production, it is important
to distinguish between mere.illusionism and the modern
concept of environment. A setting, in itself, is not an
environment, nor is a scene an environment, in any frue
dramatic sense, unless it encloses the characters and the
stage action. Moreover illusion can be created for the works
of nineteenth-century realists and their twentieth-century
succegsors only when the acting area is treated as both
geographically and psychologically distinct from the area

occupied by the audience.




The growing use of the concepts of environment is
well illustrated by the numerous comments of the leaders
of nineteenth-century modernism. That pioneer play
producer the Duke of Saxe-Meiningen, standing at the
‘threshold of modern theatre, saw a function in the objects
on the stage, declaring that it was "always an advantage
to have an actor touch a piece of furniture or some other
near-by object naturally. That enhances the impression

of reality.“4 Antoine, in his preface to Therese Raquin,

1903 was emphatic in sharing this view, declaring that
"we must not be afraid of an abundance of little objects,
of a wide variety of small props...These are the imponder-
ables which give a sense of intimacy and lend authentic
character to the environment the director seeks to re-create."
He went on to say: "Among so many objects...the performers'
acting becomes...more human, more intense, and more alive in
attitudes and gestures."5

Antoine also counted on ceilings in relief and
Vvisible beams to provide "the impression of solidity and
weight which was unknown in the make-believe painting of the
old stage sets," and he believed it to be important "to
fashion complete doorframes and window frames. An interior
on the proscenium stage should be designed with "its four

Sides, its four walls" in mind (as in the world outside the

4Gassner, Directions in Modern Theatre, p. 20.

5
Ibid., p. 20.



theatre) , "without worrying about the fourth wall, which

will later disappear so as to enable the audience to see

what is going on. And Antoine went so far as to declare that
‘he found it indispensable to first create the setting and
ighe environment, "without worrying at all about events

that were to occur on the stage. For him it was "the
environment that determines the movements of the characters,
not the movements of the characters that determine the
;_environment."6 Details of setting thus became decisive

and playwrights began to count upon stage settings to convey
the conditions of life that were the subject of a play and
that sometimes played the role of destiny.

The modern scenic designer under the influence of
Robert Edmond Jones and Gordon Craig seeks to create an
environment soley for the character on the stage, an
environment in which he could simulate reality while the
audience observes him and achieves various degrees of
identification with him. Only an actual gulf between the
sStage and the auditorium can sustain the illusion of a
distinctive environment. Only a spectator who is physically
Separated from the stage can function as a detached observer
and can partake of the illusion that the stage is an
environment. And only the actor who can ignore the audience
- can consistently treat his stage as an environment rather

than a platform from which to play to the audience.

6 ; . i
Gassner, Directions in Modern Theatre, p. 21.

-
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consequently the realist felt the need to abide by the
fourth wall convention, the assumption that the open space
framed by the proscenium arch or the space between audience
and actor on a thrust stage is the fourth wall of the
environment. Therefore, the actor is not supposed to see
the audience. The actor can turn his back to the spectators
whenever the action requires such a position. Furniture
can be placed at the footlights and every effort is made to
disguise the fact that the stage is a platform for players
and to create the illusion that it is a true environment,
separate from and independent of the auditorium.

The realistic setting which can be selective rather
than literal fixes the environment for all the actors. It
objectively determines the physical movement and helps make
it natural. Above all, the stage space when transformed into
an environmentserves as a psychological frame of reference
for the performers.

Robert Edmond Jones wroté," a stage setting has no
independent life of its own. Its emphasis is
directed toward the performance. In the absence

of the actor it does not exist. Strange as it may
seem, this simple and fundamental principle of stage
design still seems to be widely misunderstood...

A stage setting holds a curious kind of suspense.

Go, for instance, into an ordinary empty drawing-room.
It is just--empty. Now imagine the same drawing-room
arranged and decorated for a particular function--a
Christmas party for children, let us say. It is not
completed as a room, now, until the children are in
it. And if we wish to visualize for ourselves how
important a part the sense of expectancy plays in
such a room, let us imagine that there is a storm

and that the children cannot come. A scene on the stage

is filled with the same feeling of expectancy. It is
like a mixture of chemcial elements held in solution.

8



The actor adds the one element that releases the hidden
energy of the whole. Meanwhile, wanting the actor, the
various elements which go to make up the setting

remain suspended, as it were, in an indefinable
tension. To create this suspense, this tension, is

the essence of the problem of stage designing. The
designer must strive to achieve in his settings what

I can only call a high potential. The walls, the
futniture, the properties, are only the facts of a
setting, only the outline. The truth is in everything
but these objects, in the space they enclose, in the
intense vibration they create. They are fused into a
kind of embodied impulse. When the curtain rises we
feel a frenzy of excitement focused like a buring-glass
upon the actors. Everything on the stage becomes a
part of the life of the instant. The play becomes a
voice out of a whirlwind. The terrible and wonderful
dynamis of the theatre pours over the footlights.?

The energy of a particular play, its emotional content,
its aura, so to speak, has its own definite physical
dimensions. It extends just so far in space and no
farther. The walls of the setting must be placed at
precisely this point. If the setting is larger than

it should be, the audience gets a feeling of meagerness
and hollowness; if smaller, a feeling of confusion and
pressure and it is often very difficult to adjust the
physical limits of a setting to its emotional limitations.8

The designer must learn to sense the atmosphere of a play
with unusual clearness and exactness. He must actually
live in it for a time, immerse himself in it, be

baptized by it. This process is by no means so easy as
it seems. We are all too apt to substitute ingenuity

for clairvoyance. The temptation to invent is always
present.?

I believe realistic modern scenic design then to be
the product of the evolution and compromise of opposites.,

From the intense realism and naturalism of Antoine to the

7Robert Edmond Jones, The Dramatic Imaginations
Reflections and Speculations on The Art of the Theatre, 6th
€d., with an Introduction by John Mason Brown (New York:
Theatre Arts Books, 1941) pp. 70-72.

81bid, p. 76.

91bid, p. 74.




symbolism of‘Adolphe Appia and Gordon Craig we have evolved
a style, as evidenced in Jones' writings, that tends toward
a natural relationship between the designer and playwright.
"As we work," Jones wrote, "we must seek not for self-
expression or for performance for its own sake, but only

to establish the dramatist's intention, knowing that when

we have succeeded in doing so audiences will say to them-
selves, not, This is beautiful, This is charming, This is
splendid, but- this is true, This is the way it is. So it
is, and not otherwise... There is nothing esoteric in the
search for truth in the theatre. On the contrary, it is

a part of the honest everyday life of the theatre."10

10Jones, The Dramatic Imagination, p. 76.
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CHAPTER IIT

THE GIVENS

The Play: The Effects of Gamma Rays on
Man-In-The-Moon Marigolds by Paul Zindel

The text of a play, as any piece of literature,
must be read for its own integrity to allow the playwright's
ideas to be of primary influence rather than either
preconceived ideas of past productions or of theatrical
requirements. The text of the play is the basis for all the
choices inherent in the production by all the participants, in
this case most notably the scenic designer. As if it were a
blue print, the text outlines the parameters of space, color,
tempo and movement leaving an impression upon the designer.
He must translate theme, mood, and research into physical
architectural elements. The play's text to the designers
is as the symphony score is to the conductor, an artistic
resource from which to draw direction and form.

In The Effects of Gamma Rays on Man-in-The Moon

Marigolds, hereafter referred to as 'Marigolds', Tillie,

a sensitive and withdrawn but gifted young girl attempts

to overcome the crippling effects of an emotionally deprived
environment. She is surrounded by madness; her sister Ruth,
slow and crude, is subject to convulsive seizures; her

X1



mother Beatrice (formerly Betty Frank), an aging, disagree-
able, destroyed woman, is angry at the world and takes out
her anger on her children; Nanny, the elderly woman
Beatrice cares for and hates, is senile, deaf and dying.
At the suggestion of an interested science teacher Tillie
performs experiements with marigold seeds that have been
exposed to varying degrees of gamma radiation for a science
fair project. Some of the marigolds die; some produce
dwarf blossoms; some create giant blooms. At the science
fair which Beatrice does not attend Tillie wins the prize and
returning home finds that her mother has killed her pet
rabbit in her anger at the world. But Tillie, like one
of her giant marigolds, endures (as an affirmation of 1life)
despite threats to her development.
Without a detailed study of the text the numerous
specific influences and indications in the script Eannot
‘come to light. But it is important to note here that each
Charactér's input--what she says, what she doesn't say, and’
What others say about her--provide hundreds of specific
‘notations guiding the scenic designer to specific literal
Choices. 1In section III some of the character notations
Will be discussed.

Inherent in many scripts is a written indication
the author as to precise elements of the script. In

;;rigolds Mr. Zindel provides a rather clear and concise

de€scription of the environment.

12



The Setting

A room of wood which was once a vegetable store
and a point of debarkation for a horse-drawn
wagon to bring its wares to a small town. But
the store is gone, and a widow of confusion has
placed her touch on everything.

The objects which respectable people, bless them,
put away remain in unsightly profusion about the
main room. Such objects include: newspapers,
magazines, dishes, empty bottles, clothes, suit-
cases, boxes, and last week's sheets. Such
confusion and carelessness is the type which is
so perfected it must come from hereditary
processes. The unsightliness of the room must be
further qualified to be that unsightliness

Wwhich derives its character from stark daylight.
In all fairness to the occupants it can be
pointed out that after twilight, when shadows

and weak bulbs work their magic, the room
becomes interesting. It wallows, in that species
of Bohemianism where to be an outsider looking
in is not of tremendous discomfort, but to be

a participant in its creation and a reaper of

the joys of living amidst it requires an extraor-
dinary laziness or ignorance.

Stage right is a room that has been added. The
walls are thin wall board, and faded curtains cover
the door opening. 'Up stage of the curtained door
is a small end table that Tillie uses for her books,
and a larger dresser piled high with boxes.

There are two un-matched sections of sectional

sofas, and a small end table up stage of these
pieces. On the floor stage right of the sofa units
there is a small wire cage designed to hold a rabbit.
A school book (open, face down) is on the stage
right section of sofa.

Up stage right is the front door.

Up stage center is the window which was formerly

the front of the vegetable store and is now covered
with translucent paper so that passers by cannot see
in. A bit of the clear glass remains at the top.

On the window ledge, (which once displayed vegetables)
are boxes, and a large pillow. A small end table is
in front of the window.

Up stage left are shelves filled to overflowing.

13



Under the shelves are bins. On the floor, boxes,
crates, and a wooden stool. The bathroom door is
under the stairs and is very small.

Stage left is the kitchen area, with a round table
and three chairs. On the table a large ash tray,
a wooden pencil, a school book, and matches.

Up stage of the table and chairs is a counter. On

the counter: a hotplate with a pan of water, a jar

of instant coffee, a jar of honey, a back scratcher,

an ashtray, a cup with five spoons, two large coffee
cups, and two cigarettes next to the hotplate. At

the up stage end a small sink. Under the down stage
end a small refrigerator. On a shelf under the counter
a real estate section from the local newspaper.

There is a heavy wood staircase which leads up to

a landing with a balustrade. Up stairs Beatrice

sleeps in one room; Tillie and Ruth share the other.
There is a shelf at the bottom of the stair which holds
the telephone.

Extreme stage left a platform for the Science Fair
in Act II. On the platform there is a unit which
contains Tillie's experiment. As she enters for her
scene she flips up the unit and there is the display;
a three panel screen with "The Past, "The Present",
and "The Future", and three pots of mutated marigolds
(all exact copies of the props which she uses

during the previous scene). When the unit is

closed all we see is black. Janice Vickery uses the
covered unit to set the cat skeleton on.ll

This information provided by Mr. Zindel is very

helpful. But it is simply an outline. The play and the

director's influence plus the designer's own creative

influence are the link to a completed scenic design.

The influence of the text upon a production's

Scenic, costume and lighting designers should be positive

and helpful. But when that influence becomes restrictive,

11Paul Zindel, The Effect of Gamma Rays On Man-In-The

Marigolds (New York: Dramatists Play Service, 1970),

14



the designerlshould discard the information. Most play
scripts include in the book a picture of the set and its
ground plan, a complete' prop list and the blocking from
the Broadway production. Only the prop list of those items
should be even considered by the designer as a source of
anything more than interest. They are some.one else's
solution and do not belong in the creative collaboration
setween director and designer. They offer solutions -
that may not be aligned with the givens of the theatre space
‘and staff or of the needs as provided by the director for this
specific production. And further the integrity of design
and designer suffers when complete or even portions of
fprks are plagiarized. (Please see Appendix A for script
floor plan and photograph).

The Author
In many instances a playwright's biography offers
little direct insight into the lives of the people in their
glays. ‘But in this case Paul-Zindel has lived the circum-
Stances in his play. To understand Marigolds therefore,
Bt is helpful to be familiar with his biographical information.
fhﬁl Zindel was born, May 15, 1936 the only son of Paul
ind Betty Beatrice Mary (Frank) Zindel, on Statén Island
Borough of New York City. He is of German descent on his
father's side of the family and Irish on his mother's. The
Zindels had an older daughter, now Mrs. Betty Hagen, an
@ssistant principal of a Staten Island public school. The
never really knew his father, a New York City policeman

15



‘who was separated from his wife. Several times a year,
usually on holidays,  father and son would see each other, and
on one occasion Paul spent a week visiting the family of
ihis father's common-law wife in upstate New York. To
support her family Mrs. Zindel worked as a hot-dog vendor,

a shipyard laborer, and a hatcheck girl and, for a time,
ran a catering service. When she began breedings dogs,

her least successful get-rich-quick scheme, the small

house in Travis, Staten Island was overrun with twenty-six
full-grown collies. A licensed practical nurse, Mrs. Zindel
 3150 boarded terminal patients.

Because the family moved on the average of once or

twice a year, Paul Zindel had little opportunity to form close

friendships with other children, but his active imagination
took advantage of the environmental changes. His toys
were those of a solitary, inventive child: marionettes,
some of which he fashioned himself, cycloramas, aquariums,
insectariums, and terrariums.

Although he never attended a play until he was in

his twenties, when he saw Lillian Hellman's Toys in The

Attic, starring Maureen Stapleton, Zindel recalls that he had‘
an early interest in the theatre. While in grade school,

he portrayed the comic strip character B.O. Plenty in a

“Tom Thumb Wedding" at the Dickinson Methodist Church.

Two years later, as a seventh grader, he appeared in the
annual Christmas pageant at P.S. 26, one of several grade
Schools he attended on Staten Island. In high school Zindel

16



adapted "The Monkey's Paw," a W.W. Jacobs short story, for
an assembly show; created a slapstick skit for Senior Day;
and with the aid of a classmate wrote a play that was
"really a dissection of a geometry teacher."

An attack of tuberculosis interrupted Zindel's
high school education for one and one-half years. While
recuperating at a Lake Kushaqua, New York sanatorium, he
learned to play the piano as well as a competent game of
chess and bridge. He was the only adolescent in the
hospital. When he returned to Port Richmond High School,
Zindel wrote a play about a seriously ill pianist who
recovers from his illness to perform at Carnegie Hall. At
Wanger College on Staten Island he majored in chemistry,
obtaining a B.S. cdegree in 1958 and an M.Sc. degree in 1959.
He had also taken courses in creative writing at Wagner,
where one of his teachers was the playwright Edward Albee.
Although his admiration for Albee has since diminished
somewhat, Zindel acknowledged to Jerry Tallmer of the New
York Post (May 8, 1971) that Albee was one of his "primary
- inspirations in writing plays." Under Albee's guidance,
Zindel wrote a play while he was in college called
"Dimensions of Peacocks." The title is a word-play on the .
psychological condition dementia praecox, which however,
has nothing to do with the theme, involving a "misunderstood
youth whose mother is a visiting nurse," its author has
explained.

After graduation, Zindel accepted a position as a
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jcal writer for a chemical company, commuting daily to

attan on the Staten Island ferry. The work was not

teacher of chemistry and physics at Tottenville
in a realtively rural area of Staten Island.
once said in a press interview that teaching
him because of the "paychecks and vacations,"
he was a concerned, creative teacher.

During ten years of teaching, Zindel continued to
write plays. A Dream of Swallows, produced Off Broadway
April 14, 1964, was a one-night flop. His next play,

&he Effect of Gamma Rays on Man-in-The-Moon Marigolds,

had its premiere at Houston's Alley Theatre in the early

" summer of 1965. Howard Taubman of The New York Times
- (June 27, 1965) criticized Zindel's "elliptical,
occasionally murky style," but commended his use of dramatic
suspense. The Play "created a tension of its own," he wrote.

Before moving to the New York City stage Marigolds
was produced in several regional theatres, such as the
Cleveland Playhouse. On April 5, 1970 the play opened
Off Broadway at the Mercer-0'Casey Theatre to rave reviews
for the five actresses, particularly Sada Thompson as Beatrice,
and for Mr. Zindel its young author. Harold Clurman, writing
in the Nation (April 20, 1970), praised its "slice-of-life
realism," while in Variety (June 17, 1972) it was called
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#the most compelling work of its kind since Tennessee

williams' The Glass Menagerie." Marigolds won both the Drama
Critics' Circle Award and the Obie for the best American
play of 1970: Paul Zindel earned the Drama Desk Award for
the most promising playwright of 1970 and in 1971, became
" the second Off-Broadway playwright to win a Pulitzer Prize
for drama.

The Theatre

The most restrictive given imposed on this production
of Marigolds was the theatre space, The Ross A. Jelkyl
Performing Arts Center at The Lindenwood Colleges. The
theatre after its reconstruction in 1970 affords many superb
opportunities to the individual performing artist, singer
~or pianist but presents problems of great difficulty to the
_theatrical designer whose task is to create a specific
environment.

The stage and auditorium combination is a compilation
of theatrical forms: a proscenium and thrust or aprén stage.
Ninety percent of the audience views the productions in the
Jelkyl Theatre as if it were the proscenium form. But the
few remaining patron's seats are forced to the side, creating
sightline problems of immense proportions. The designer is.
forced by these few viewers to adjust his environment for them
Creating viewing problems for the majority. In other cases
this minority must be the one that suffers to satisfy the
. requirements of the specific environment. At best neither
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jution is wholly acceptable when paying patrons in one or
areas are unable to see portions of the action. Further,
designing for this space the designer faces the reality
at its partial thrust stage form requires more complex

ad difficult masking and that this requirement forces
lditional restriction on the production's budget. Or in

ther words, more scenery is needed on the same budget.
Another sight line difficulty is noted as the designer
ﬁétemplates using platforms or stairs to raise portions of

fg playing space either for the requirementé of the play,

8 in Marigolds or to create visual interest in the setting

nd in the movement or blocking of the actors. The balcony
i#rhang is the problem in this case. If the platforming
Firaised to a realistic second floor height of approximately
'-0 the last three or four rows of orchestra seats are

;nable to see the actors above their knees. Conversely, if

fie director wishes to place the actor downstage on the thrust
In a kneeling or sitting position the audience in the balcony
ill be unable to see them at all while creating uncomfortable
ie ing for the front orchestra patrons who must look almost
??aight up to see the action. In short the stage is too hiéh
0r confortable orchestra viewing and too low for adequate
ITICOny sight lines.

The solution seems simple: play the action in the
®énter of the stage without raised platforms. Unforunately
the staging requirements of plays simply cannot allow this
Blution. A realistic environment must cover at least nominally
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a realistic area and the Jelkly stage is so small (a cube
equivalent of 34'-0 wide x 30'-0 deep and 18'-0 max height)
that nearly all of it must be selectively used for realistic
drama. The problem then for the designer is a discussion of
evils: which portion of the auidence will be allowed or not
allowed to see which portions of the action? And the overall
guiding precept should be maximum viewing by the maximum
number to insure audience pleasure and interest and keep the
box office totals high. It becomes a delicate juggling act
between the reality of the space and the needs of the production.
The technical proclivities of the space are numerous
and may simply be listed: 1) There is no fly space. A fixed
'grid at 18'-0 maximum height restricts the amount of

‘pleces that may be suspended (the area must be shared with

‘all the lighting equipment) forcing the design toward free
‘Standing floor pieces. Also, dead hung or fixed suspended
Pieces take much time and energy to erect, more so than

Qwst theatres, taking valuable time during the setup period.

2) Asymmetrical walls (see floor plan, Appendix B) surround

the space restricting entrances to three specific upstage

eas, affording no wing space for scenic movement of

©Xpansion and forcing realistic environmental scenery into -
Wéry specific patterns. These walls with their 12'-0 opening
and small cyclorama upstage clearly restrict the notion of

a Wrap around cyclorama of color or a painted scene as the
ﬁalls are too close for effective distance. 3) The asymmetrical
Quality of the floor, downstage, (see Appendix B) again restricts
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design. .Its shape is not universal and must be dealt
with for each production in this space. At the time when
larigolds was presented no standard adequate stage plugs

4 platform additions existed and therefore they had to be
gonstructed for the piece; again, this meant adjusting
pudget for the theatre space needs rather than necessarily
for simply the scenery. 4) By the time of the Marigolds
production, the scene shop, although small with no storage
or paint space, had been adequately equipped with acceptable
tools. Of note however, is the fact that all items built
for the Jelkly stage must fit through a maximum opening
rectangle of 7'-0 x 6'-8 (diagonal considered) and all
design and construction work must be based on these
dimensions. 5) The scene shop is however several hundred
yards from the theatre and all scenic elements must be
trucked to the space. 6) The need to truck all scenery,

the fact of no available loading door directly to the stage
S0 that scenery must be carried down a hallway and through
the orchestra seating area, the 18'-0 grid restriction,

and the lack of wing space and therefore work space
amplifies the problem of the difficulty to setup. The Jelkyl
‘Theatre is probably one of the most difficult theatres in
.this area into which to move a set. This difficulty creates
@ time factor problem. The scenery cannot be too large or
.Complex to fit into the space in the time allotted and the
design must be planned accordingly.

In viewing these numerous restrictions, the designer
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‘must note that they are simply a portion of the overall
problem and act as guidelines toward the solution and final
;;roduct. The space must not overpower the audience but

pe as mouldable as clay to the designers' hand, otherwise

the project cannot accomplish or reach the ends sought by
‘director or playwrights in the opening performance.

: The Staff

For this production of Marigolds the given staff
appeared to be more than adequate. The technical director
‘and carpenter, Robert Shapiro, was an excellent artist and
technician. His rapport with the designer was good, his
perfectionism was superb, and his skills could construct

e total Marigolds set alone, given adequate time. The
prop master and scenic artist, Alice Carroll, carried

equal if different skills and would also have been able to
carry off alone both the jobs assigned if she had been

;ﬁiven enough time. The costume and lighting designers,

Sue Butcher and Michael Pule, with whom the scenic

@vsigner must communicate, were capable of total independence
and needed no prompting from the designer.

The student group, however, altﬁough willing and
ther to work and learn were essentially unskilled and
Untrained and the level of competence which they were able

£0 bring to the project began'to affect the planning in
~erms of the staff being able to accomplish the building
d setup within the time frame. A second carpenter was
flired in light of this situation to assist the T.D. The
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pdget, however, would not allow additions to staff to
ssist the prop master/painter which would affect the total
yoduct during the put-in and setup. It would also adjust
he designer's role during construction as the need for

to assist in the prop area became clear.

During the construction period the necessity for
onstant adjustment is clear. To accomplish the goal of
pompleting the scenery and props prior to first pe;formance,
staff must be the most adjustable and malleable of the
elements of production and are usually therefore, upon whom
the greatest burden is placed. The budget and calendar
are set and neither the theatre nor the play can be altered.
8o the staff must adjust by adding work hours to their
commitment. A discussion leading to the legal and
philosopical implications could enter here but should not.
It is simply the designer's job to design scenery that can
e built and finished by the staff in the given time. If
he does not, it is his error and the solution must be
agreed to by the staff members involved. Theatre is the
Collaboration of elements. And the people are the link
-and backbone between supposition and reélity and in that
light are too often ill protected and considered.

The Calendar
See Appendix C & D
For a production of this sort three basic time
Periods must be provided in order to accomplish the task.
First the design portion of the calendar must insure adequate
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for discussion and design. In this case discussions

:ire begun in December lending an adequate six week
discussion period to the director/designer process. This
process is perhaps the most critical portion of the total
;yoduction because during this period most of the decisions
pertinent to the production are made. This time period

ust be provided and protected at all costs or the production
sould have a weak base which may mean weaknesses and
lncongruities during the later production period.

Second, the production portion of thig calendar

hould insure a time period based on a standard work schedule
© build, finish and complete a realistic set of this type.
basic, standard period needed to complete a set of this
jenre with this staff and for the given budget is approximately
. weeks. The production schedule was planned accordingly
nd the period, January 30 through February 25 was-set aside

moting the need for the 'put-in' of Emperors New Clothes).

lking the assumption that the scenery working drawings would

B ready, that the scenery could be built in the time

arring difficulties with materials procurement, and that the
ing and projections were accurate and complete, every-

ing should proceed as planned.

Third, the setup and rehearsal portion of this

ital calendar should follow both the givens of first performance
adlines and the average time needed for this theatre to
Complish both ends. The Jelkyl Theatre and its staff under

' current Producer (given the technical restrictions previously
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noted) require approximately ten days between put-in and
initial performance. 1In this case the total possible time
was nine days and into that period the compilation of all
elements must be consummated. To the set must be added
the paint, actors, (see rehearsal schedule Appendix D),
‘lights, sound and costumes in a careful and logical pattern
to obtain the final product that the director has planned.
The Budget
Several factors affect the budget needed for a
specific theatrical piece. 1In this case an interior
realistic environment is the given element influencing all
further components. Scenery of this type takes a given
amount of money based on the production department's
ddeas and philosophy concerning the quality of scenery
t-d the inventory of stock, theatrical equipment and raw
materials in storage.
The basic philosophy of this production group is
to construct the finest scenery possible based on their
Personal professional experience and a need in their personal
?fvelopment to reach for that sort of quality. Numerous
er college groups which are imbued with similar budgets
are either not possessed with the need or zeal for quality .
their professional orientation is not such as to require
Such perfectionism. This need for perfection is expensive.
1ﬁiding to the meticulousness the givens of the production,
e minimum budget for any realistic set including props would
three to four thousand dollars. The size of the stage,
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e size the scenery must be to be transported, the
roscenium-thrust problems of masking and sightlines,
the fact that there was no stock, helped force the
idget to these proportions.
The budget provided by management for this particular
poduction of Marigolds was $3500. It would be up to the
gsigner and staff to carefully plan all the specific
ements of the set and props to stay within the budget as
given and still make possible the quality desired by all
irticipants.

The Producer
In relating the givens the influence of the producer,
'+ Wesley Van Tassel, over the total production must be
msidered. It is he after all whose vision sets in motion
¢ overall production, provides its philosophical intent,
ﬁia its staff, and provides the budget break dowﬁ from
ich the director and designers work. It is also he who
retain the power to execute final artistic decisions
' need be.
The question is to what degree should or must the
dducer trust the persons that he has employed and at which
Int should he exercise his rights as employer to sway decisions
S will. At this point Dr. Van Tassel enters the design
dCess as a given. Prior to January of 1977 he had
€ed Marigolds for another theatre company. A certain
':--ility, therefore, existed that certain preconcieved
blons from that past production could act upon the design
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process as limitations due to his potential artistic control.
Although all final artistic decisions should be
gcontrolled by the director, the producer still definitely has
the right in any theatre company to suffuse the decisions
gith his will as to their artistic acceptability. His
sesponsibility is to the total thrust and philosophy of the
theatre company and to maintain his position relative to
inal budgetary decisions. The degree to which he would
ixercise his rights to effect the design portion of the
roduction would remain to be seen.

The Director
The director, Yvonne Ghareeb, was perhaps the most
nfluential given in determining the final content of the
€sign. Completely competant and gratifyingly sensitive
imbues the director/designer collaborative process with
Certain special critical emphasis that allows, seemingly,
btal artistic freedom within the design sphere. She trusts
fﬁt you will give your best and you do. Within that frame
=3k the design evolves under her influence, guidance and
Mtrol as should all the other elements of the play from
itial concept through opening night performance.
Ms. Ghareeb had directed Marigolds before and the
88ibility existed that preconcieved notions would intrude
m that past production upon this fresh new production but
st €Xperience with this same director suggested that
8Conceptions would be discarded and that a fresh new
duction was possible.
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The Designer

The designer (see resume Appendix E) as resource person

¢ the total visual basis of the play must be listed as a

yen. His strengths and weaknesses, his specialties and
terests, and his philosophy of theatrical design will effect
;ﬂtotal production immeasurably.

The two most important principles of my design

@losophy are quality of production and originality. The

ed for quality is generated from past professional experience
th major repertory companies and a basic artistic idealism

. the theatre people who have been gathered at Lindenwood.

is perfectionism is the overiding precept, controlling all

g specific decisions in an attempt to eliminate any sort of
ioddy final construction or haphazard scenic artistry. Further,
Figinality is a private personal need to be at peace with
yself, knowing that the 'art' representing me is ﬁy own
Brsonal creation and not stolen or lifted intact from some
ther designer's work on the same piece.

My strengths in this case are the specialty, that of

€alistic environmental designs and the technical knowledge

;tistic portion of the designer perceives. The major and
1'-.'-'g'ular weakness as a total designer is as that of artist
Md painter; not inadept but hampered by lack of specific
:ﬁOWledge and skill to affect the needed drawing and painting
*asily and effortlessly.
Finally, Marigolds was a first experience. Having
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only heard the title before the initial reading, I could
have brought no preconceptions to the piece, allowing total
freedom within the framework already established.

The designer is listed here as the final given but
he is also the beginning and middle. Without him there is
nothing. But from him total commitment is essential from
beginning to end as the most important given or link between

the scenery and the director's total production.

30



CHAPTER IV

DESIGN PROCEEDURES

Readings

In December of 1977, prior to a March 8, 1978

;ping; the project of a production of Paul Zindel's play

e Effect of Gamma Rays on Man-in-The-Moon Marigolds was

Fﬁ.. The designer's blueprint for a production is the

pipt and from that basis five separate sequential

adings were begun. Each was initiated from different points
[ view to establish a complete understanding of the play as

| artistic tool. And each reading was planned to carry its

N weight in its individual influence over the designer.

& readings, therefore, dealt with: impressions and literary
ifluences; information regarding history, place, action,

;Q, etc., subtextual conjecture; character movement and
Ocking; and theatrical influences of lighting, costumes and
Und, providing a total view of this dramatic work by Mr. Zindel;
With the first reading a designer should impose no
Pectations upon the piece and allow the literary work to
i#ect him with its own integrity of strengths and weaknesses.
€ reading is meant to allow literary influence and the

PACEt of the general impressions of the piece to align
55:&1ves with the experiences and frame of reference of the
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e

eader so that the story is clear and the characters and

;; ts are understood.

Mr. Zindel's characters and locale were a new
xperience for me. I recalled an experience from my past
hich would facilitate better understanding of the life he
depicting. This recollection concerned my first reaction,
at age sixteen, to the living conditions of a poor family.
When I entered the home of one of my father's employees, my
senses were bombarded by the abundance of filth everywhere.

A counter top at the far end of the room was covered with two
week-0ld dried and half eaten tomatoes. The carpet once
green had assumed the color of the earth outside. The pink
walls of the property which my father still owned had turned
grey from unwashed finger prints and filth. There was
litter, clutter, and garbage everywhere. The smell drove me
from the house.

This memory and understanding at the.outset permitted
an emotional reaction to the people in Marigolds and their
self-imposed predicament. The story was clear. Three women
must survive amid the constrictures of their own making;
procrastination, fear and helplessness.- They lacked the tools
or the need to change. Perhaps as the play ends Tillie sees
or at least feels that hope exists. We hope as we leave the
theatre that she will rise above this squalor and hopelessness.

My impressions of a play at first reading are very
visual. The words paint pictures in light and shadow. But
sounds and smells also permeated the experience. These impressions
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drawn from reserves, a visual, audible, olfactory

ense memory of places in my experience which could
ubstitute for the places described by Zindel. My grade
chool auditorium housed the science fair, a family named

er who lived across the fence from us became a model for
eatrice and her girls and a grocery where my mother used to
hop, abandoned in 1958 and purchased by my father was in
implest terms the vegetable store. The "Beck building"

jas old--its cornice problaiming 190l1--and unsound. Its
rafters yawned and creaked with the slightest weight while
lts ordor was tired and musty.

The first reading then communicated the story in

juch a way that I felt like a member of the audience. And
left me with an empathetic general impression of the
;}ece which would, fortunately, influence every reaction to
it and its people through the total process to its.opening.
i was impressed by the clarity of Zindel's characters, their
itory and the subtle introduction of a thesis found on the
Optimism of human frailty unbounded by hope.

General information was the impetus behind the
Second reading of the play looking for the specifics in the
8Cript which would lead in further readings to the subtext
ﬁbcessary to weave the complete story. 2Zindel really only
éives the scenographer a sketch, a cursory review of a story
that could be a novel. This was a reading for lists, of
H'Story, place, action requirements of space, mood, character
definition and style. Each in turn would relate to the
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architecture of the building in a different way. To forsake
or miss one of these elements is to leave a story half told
or a building without its cornerstone.

Before the play begins much has happened. Mr. Frank,
the father of Beatrice, has purchased in approximately 1915
a small building probably built in the late 1890's. His hope
is to become a prosperous fruit and vegetable dealer on New
York's Long Island. He had met a girl and together they
hoped to become part of the American dream. They were
married and moved into an apartment near the store. For a
short time they prospered. During the birth of their only
child in 1928 his wife died. Frank is faced with the
business responsibilities and those of rearing a girl child
for which he is somewhat ill-equipped. Beatrice growes
bright and healthy, but without the guidance she needs,
and lacking in direction, purpose and sound judgment based
on a strong home life, she makes unsound appraisals of men.
When her father's health fails in 1955, Beatrice agrees for
the sake of security to marry Mr. Hunsdorfer, a disabled
veteran and deadbeat. With Mr. Frank gone the store failed
and as it was the only property they owned it became their
residence. Soon after the birth of Tillie in 1962 Mr. Hugsdorfer
died. He was not missed. Beatrice must now survive, her
income from veterans' checks, welfare, and the boarding of
geriatrics.

The preceeding scenario is mostly conjecture. It is
based on the sketchy information from the second reading of
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‘the play, portions of Paul Zindel's biographical notes, and
logical conclusions based on the given information. This
history would greatly effect the visual aspects of the
piece, setting the period or architectural style and giving
hints to the use of the interior. 1In the play we must see
both vestiges of the former use as a vegetable store and
now as a shabby residence. Much further conjecture is
possible as the designer and director fill in all portions
of this life, but the essential points have heen noted.
This portion of the environment is complete.

The current environment in which the four women
live has been set by the text but may be embellished by
further conjecture in the second reading. The designer
must understand what these people do in daily life; what they
eat; who buys the groceries; whether they have a television;
how they spend their free time; what they read; and how much
time does each one spend here. Each question and many more
must be-answered. But we will examine only one. The
television set is a pivotal element. The director's choice
that it would not exist forced many specific answers. It
adjusted furniture placement, shed light on the family's diet,
and suggested other sources of influence regarding, clothing
and product use. Radio, newspapers and trashy magazines were
determined as the primary influence as well as peer pressure
at school. The lack of television also suggested extreme
poverty and the unbending attitudes of Beatrice.

Each of these guestions and a hundred more character
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definitions must be answered in order that the complete
story might be told. Each as in daily life is pivotal
upon another and so to leave out one is to break the chain
and leave a flaw.
The spatial requirements of Marigolds were simple to
ascertain from the second reading. They are essentially set
forth in the "set description" by the author at the
beginning of the text. The space is cramped with three
entrances; one from the upstairs bedrooms, one from the
room used by the geriatrics, and the last from the outside.
Each enters the main room which was the working and selling
area of the vegetable store. There is a small bathroom off
the main level. It is the only such facility in the building.
An overview of the second reading should contain
notes regarding style and mood. It must seem obvious that
the overall style of Marigolds is realism based on my personal
definition (as already stated). But a mingling of dramatic
Style exists in the piece. Tillie's recorded voice-overs
‘tell a story of hope, subconcious, nonverbalized, soliloguies
‘that allow the audience to hope with her in this oppressive
environment. This theatricalized expressionism allows us
deeper look into the world of reality, heightening
derstanding and empathy. Zindel has mingled the styles
of subconcious expression with the conscious reality to
Crease the power of his dramatic piece and introduce
lements which could not exist within the environment.

The soliloquies affect the audience and Tillie but
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they do not éffect the environment and therefore, have no
laffect upon the mood of the architectural space. This

3.od is based on the history, the character's interaction

ﬁ.d the subtext developed by all the participating "artists"
lof the production operation. The mood is glum and depressing.
scenery must state this feeling succinctly, mirroring

‘the oppressive quality of the atmosphere. Great care must
taken, however, not to make the scenic elements so over-
powering that Tillie's subconcious hope cannot stream through.
Subtext is the single object of the third reading
during which the designer should finalize his impressions

and £ill in all points of conjecture concerning the play.

We have already dealt with a cursory examination of the
history and the current environment and now the reading is
allotted to peripherial subtext. Many questions still existed
}or me. I must f£fill in information about the liveé of

. Goodman, Miss Hanley, Nanny's daughter, Janice Vickery
and family, and a full impression of the school. All of this
information was necessary to understand the characters in
their own space.

Mr. Goodman for example is probably Paul Zindel
‘himself, gay, dominated by Miss Hanley, hasseled by many

©Of the students and perhaps as seriously lonely as Tillie.
They are, I think, kindred spirits and understand one

another very well. He is honestly interested in Tillie and
?immediately arouses the awe, distrust, and jealousy of
Beatrice. In this light he becomes an unseen protagonist
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our drama. He has a great and, we hope, lasting

influence.

From the example of Mr. Goodman subtextual informa-
tion must be gathered on all other characters no matter how
‘minor and for all peripheral information, for it may have
,;ignificant bearing on the direction of the production.

When I know what exists in the space, the relation-
'ship of characters, the history, the necessities of the action
as noted in the text, and the probabilities of the current
‘g"-nvironmentlr a fourth reading for movement and blocking can
‘take place. Blocking is the theatrical term used to

describe actor movement as planned by the director. This
movement is also in the designer's realm. He must know the
text as ultimately as the director, having planned the

blocking himself although it will probably never be used.

If he does not, the relationship of properties and furniture
will not create, allow or force the dramatic tension necessary
for the piece.

To me one of the most satisfying mental games that

I allow myself as a designer is to plan the scenery and
‘hlocking in such a way as to force the director into my
Patterns of movement. Assuming that he or she is happy

With the scenery it is most gratifying to me to see my
gblocking on stage without ever having communicated it directly.
I have then created an environment that suits the text and

the director's concept of it. I am then in a position to
Offer suggestions which I hope will enhance the movement.
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psually many suggestions are useful.

I try to visualize all the characters as being
connected by invisible rubber bands. Movement in their
space will either increase or decrease the "tension".

For Marigolds the tension must be great, so furniture pieces
etc., should be cramped and stifling. The actresses should
feel the lack of privacy and filth and the feeling that
another body is constantly occupying her space. If this
feeling can be accomplished the audience will understand and
the actresses' and the director's job will be easier.

The play will succeed.

Finally I read for theatrical information bearing
in mind the author's requests and notations of the script.
Specific technical needs are attended. Besides scenery,
sound, lighting, and costumes are considered. I must now
decide whether the choices made to this point will adversely
affect the artistic endeavors of the other participants
and give them a firm artistic base from which they ﬁay work.

After reading for the fifth time I was firmly
convinced that the planning to that point would not affect
adversely the lighting, costuming or soﬁnd and that each
could relate to the scenery and themselves as integral units
of the production. Essential readings being then complete,
I was able to begin the research necessary for a production
design.

Research
Where does one do research? If possible at the very
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spot where the action is supposed to take place. I have
gone, sketchpad in hand, into steel foundries, hospitals,
river barges, lighthouse, farmhouses, textile factories,
schools, police stations, Fifth Avenue, mansions, and
hovels. I never travel without going into any kind of
place possible, public or private, into which I can gain
entry.. In order to put dramatic scenes on the stage one
must have a richly stored imagination and a background
of a million pictures.

Scene design, perhaps more than any other graphic
art, demands a wide culture, a life of experience, travel,
and reading. You spend far too much of your income on fine
illustrated books. You keep a file of clippings taken from
magazines and newspapers-pictures of almost everything
conceivable. You keep samples of strange textiles, of
wallpapers, of wood veneer, papier-mache, and metal. You
have shelves stocked with merchandising catalogues,
iﬁcludi;g those from Montgomery Ward and Sears Roebuck.

And you still find it necessary to do additional work at
the public library.

It is no less vital that the designer know the
master pieces of painting and sculpture. He should be able
to detect the kinship of some particular dramatic scene to
the work of Renoir, Whistler, Cezanne, Lukas Cranach the
Elder, Reginald Marsh, Chagall, Meissonier, Praxiteles,

Or Hans Arp. The designer who does not have this sort of
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understanding is professionally illiterate, however,
gifted he may otherwise be.

Since every visual influence possible increases
the designer's scope, the trip I took in January of 1978
to Florida proved beneficial. In fact, while in Tampa I
viewed what I believed to be the exact exterior of the
building which hypothetically would have housed the
vegetable store. It was an abandoned grocery with an
upper story, large front windows, porch, and in an
industrial area with a back yard (in which to grow marigolds).
I sketched the building. It would later form the foundation
for the design.

Memory as well as sketches and pictures also
played an important role in the design process. The same
memory that had assisted me during the initial reading,
that of my father's tenants, the school, and the hometown
grocery would again be used but I added remembrances of
' blue collar areas of Milwaukee, Rochester, New York; and
Pittsburgh. From each of these I took individual
architectural elements of the staircase, the bathroom,
the counter, and the floor etc.

Personal books, files and memory were not enough
‘however, and I therefore, spent three days in local
libraries pouring over picture texts finding sometimes
‘?pecifics and sometimes over view material for set and
Properties. The time was of marginal value, as I found that
- had stored more information than I expected.
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Conferences between the Director & Designer

There is a certain point where I believe any
designer intuitively knows when he is ready to leave the
study and research, to confer with the director and begin
the design. As the library material became scanty (almost
from the onset), I began to feel increasingly secure in my
complete knowledge of the characters and space. At this
point Ms. Ghareeb and I sat down for a running dialogue
lasting five days.

I must note emphatically my appreciation and respect
for the collaboration that Ms. Ghareeb engenders as a director.
It is as it should be: the complete communication of the two
artists understanding each other's concepts, discarding
unneeded useless material and compiling a stronger total
conceptual base because of that collaboration. And so we
began, discussing all elements, all subtext, all possibilities
until we began to think as one regarding style, mood, play
text, and spatial requirements.

Compromise was not easy on all points (notably the
Placement of the telephone). In her former production
Ms. Ghareeb had placed it on the kitchen table, the script
States "there is a shelf at the bottom of the stairs which
holds the telephone". We disagreed. Theatrical license
allows some of the most illogical placement of objects in
realistic settings. And telephones are prime offenders. "
They appear in the middle of almost any type of room with no
cord or visible form of attachment and are expected not to
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trip the occupants and to ring on cue. The convention in
this case I thought was wrong. The building had been
formerly a vegetable store with work space in the rear and
the telephone would have been either in the space used

for an office or near the counter on which the cash register
was placed. If we assumed that this placement was necessary
a major problem existed; Beatrice must use the receiver

at least twice while sitting at the table. We decided that
I should work it out on the ground plan and we would
conclude the gquestion later.

Subtext development is for me one of the most
exciting portions of the collaborative process. Designer
and director are allowed the luxury of an unstructured
dialogue to create truth and reality where there was none.
Further discussions created a history for the characters
where only sketchy facts formerly existed, and a solid
theatrical and psychological concept from the compiled
information where only a simple literary work stood before.

Words like "across the tracks" were used by us in
order to align our frame of reference on the economic class
of this family. Very likely they are welfare recipients.
Janice Vickery and her parents probably were not very
interested in any sort of contact with the family and there-
fore, Ruth's dislike of Janice, a probable impetus for the
"story" of boiling the cat. Although it distinguishes no
class, alcohol was very much a part of this family's
existance. We surmised that Beatrice's habit was far
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enough advanced, that she ate very little. Her lack of
3mterest in food and the fact that we assumed that Ruth
@robably ran the errands to both liquor and grocery stores
led us to guess that the quality of the food that was in
‘the house was very poor and not very nutritious. This
decision would later determine set dressing on and in the
refrigerator.

Nanny's history was necessary for the same total
comprehension and was thus extended to the furthest possible
limits. Nanny is Beatrice's pawn, unspeaking and totally
dependent upon this woman who may probably be the murderer
©of her predecessor. But Beatrice, we thought, fears Nanny:
she sees in her the old age and death that seems so close.
rough examination of Nanny we note that Beatrice never
leaves, she drinks or sleeps, and if not in constant
attendence of her geriatric ward, then at least at her
sloy suicide. Who is the pawn?

At the end of our diaiogue our purpose and end
Decame one. We left with the confidence that we each
understood the concept of the production and that compromise
had been a shared process. We had digested what she wanted
emphatically to see and had discussed what my visual
impressions were of the space. I was now ready to design
' the show.

Initial Design Procedure
Alone and well armed with all the individually
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collected information of study and research I was ready to
begin the translation of objective material to a subjective
visual compilation of elements. It is the combination by
design instinct and engineering of the givens, the readings,
the research, and the conferences. It is an intuitive
process as difficult to explain as the substance of art.

Robert Edmond Jones wrote, "The designing of stage
scenery is not the problem of an architect or a painter or
a sculptor or even a musician, but of a poetlz...All art in
the theatre should be, not descriptive but evocative.

Not a description, but an evocation."13 Scenery should

then summon the very soul of man to understanding of himself
and his surroundings. And the designer at the core of this
revelation must be the vein that provides truth from his

own understanding.

For me the process is slow and relaxed. I recline
and doze allowing all the information to gel into anvintegral
whole. After three or four hours of sketching, resting and
sketching I am ready to lay out the whole set in ground plan
form. (See Appendix B) Working in the‘scale 1/2% = 1%=0
I begin to do a rough notation of absolutely every element
of the set.

These notations include every idea for color,

dressing, decor, texture, etc. I visualize the wall treatment

lzJones, The Dramatic Imagination, p. 77

131bid., p. 81
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of industrial clapboard, painted, aged and not cleaned

since Mr. Frank's death. The work space was never finished
and the 2 x 4 studwall skeleton was a great contrast to the
completed portions of the store. The linoleum, part of my
design memory, would have to be found. There would be no
time to paint it. The basic blue of this linoleum and a
grey quality of the walls would lend a cool quality, hinting
at dust and mildew and decay. The choices of decoration

for this room must be made through Beatrice's eyes. A
tackiness pervades these choices, sad and foreboding.

Design selections must include everything necessary
to fulfill the dramatic needs from the building street
number painted on the glass of the door to the type and
"look" of the telephone cord. Dressing is added. Toys
from the girl's happier days, a piece of harness from the
horse-drawn fruitcart selling days, a pin-up left long ago
by workers in the store--all are impressions or subconcious
statements from the past. They are the filling in, the
pounding out of the whole.

Why these choices? I don't know exactly. They are
intuitive, based on every scrap of knowledge, every picture,
every building I've ever seen. It is the combihation of
research, study, conferences, taste, and art: that poetic
sense of what is right for the theatre and this production.

From a ground plan I am able to visualize and sketch
in rough an elevation checking whether all the elements
relate properly to the needs of the piece. If they do I
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pegin drafting the final published ground plan.

From this basic design a series of lists is formed
transposing all subjective material into blatant fact. Only
about fifteen percent of a scenic artist's work on a
production is really creative. He studies the elements and
then exercises his imagination to meet those needs. The
rest of the time is spent with lists and budgets, insuring
that the designs are properly executed. He must take great
care that neither boredom, carelessness nor lack of attention
to any detail lowers the quality of the original conception.

A properties list is created to clearly note and
define all articles, peripheral to the scenery, needed by
the actors as working props or by the designer as scenic
dressing (see Appendix F). This list is checked and
double-checked against the script and the director's list
so that a master list can be developed and that no duplica-
tions occur. This list and the addenda information are the
blue print for the properties mistress in COnferriné with
the designer.

The sketch (see Appendix G) must be included as a
necessary design tool. It is the visuai interpretation of
the designers ground plan and the only indication if a
model is not done of how the set will look. The director has
only this information upon which to base all subsequent
Conceptual decisions with actors and other designers.

To simplify the engineering process a moulding chart
(see Appendix H) in available sizes, prices, and varieties
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was establisﬁed and would thereafter facilitate design

decisions and inventories. The period of the vegetable

store and type of architecture required a great deal of

moulding and therefore, the information was necessary.
Design Presentation

Confident in my abilities, pleased with the design
as a visual whole, complete in all aspects of unity, line,
contrast, color etc., and secure in the fact that all lists
and notations had been detailed, I was now ready to present
the design to the director and producer. We would view it
from three vantage points, 1) artistic acceptibility, 2)
practical usage, 3) budgetary probability. Each would affect
and adjust the design in subtle ways.

Both Dr. Van Tassel and Ms. Ghareeb felt that the
Marigolds design was artistically excellent overal; and the
possibility that past productions would intrude was discarded
completely. All elements were explained and discussed and
the merit of each carefully weighed. Two problems were
evident. First, Dr. Van Tassel and Ms. Ghareeb were troubled
by the flat unit labeled "A" on the ground plan (see
Appendix B), feeling that sightline problems would exist and
that the wall should be angled further off stagé right at
the down stage edge. I argued that the sight lines because
of the balcony (not pictured) would remain the same and
that movement off right would destory the step unit as designed
and also its imtimacy and immediacy to the space. I agreed
that the step unit woqld be a throw away, unseen totally
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by some audience members in this position. But some
audience members would also lose a portion of the action

if it were moved. We agreed that it should stay. Second,
they both had difficulty visualizing the effect of the
header unit P & Q on the ground plan (please note Appendix

K for pictures of completed unit). My explanations were
evidently insufficient but we agreed to leave it as drawn
and adjust it later if need be. Again overall, the director
and producer felt the set was artistically very viable.

The budget as a consideration was a simple report.

As previously stated an allowance of $3500 had been made for
the production. During the list portion of the design

period I had done a detailed cost estimate of the total project,
cut unneeded expenses, and had determined that sets and

props could be had for approximately $3200 providing a needed
safety factor of about 9.5% (unfortunately the budget sheets
were lost in the shop during the building period). Since

the designer as production manager is responsible for a show
budget and since at Lindenwood I fill both jobs the producer
could simply give me the go ahead. At this point, Dr. Van
Tassel's portion of the conference was éomplete.

Ms. Ghareeb and I were then left to discuss practical
matters of whether specific portions of the set would work
for her and her concept of the play. A long discussion
insued about placement of furniture. As a designer, control
of exact placement of these pieces is meaningless to me if
the item is near the original spot and its movement does
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not disrupt the unity and visual contrast of the set as a
whole. I therefore cut furniture pieces of paper so that
they could be moved and adjusted, solving the question.
discussed each aspect of the set, each prop, each bit
of dressing and all scenic wall and floor treatments.
It is critical in my estimation that designer and director
are clear on every point for the total concept of the show
to be fullylrealized.

The telephone, a wall model, had been placed on
pillar number three next to the refrigerator.with the plan

that a long coil cord would be attached giving Beatrice the

run” of what I call "her area", including counter and
cooking area, refrigerator, sink and the up stage center
chair at the table which would become her domain. The
phone cord logistics in terms of the blocking were still
a problem for Ms. Ghareeb but she agreed to try it-with a
long cord rehearsal prop. The logic of this type of phone
left over from store days seemed to both of us correct.

The effect of the presentation conference was
complete agreement from all parties to proceed. The engineer-
ing, purchasing, building, and prop procurement could
begin as scheduled.

Engineering and Cost Clarifications

Engineering and cost clarifications are still the
designer's personal responsibility if he is the production
manager of the company and its construction shops. It is a
time of drafting and list making. During this period most
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of the construction decisions for the show should be
completed, all materials and stock chosen, and specific

prop decisions made. All these specifics should be complete
before the show enters the shops. If so, things are apt to
run more smoothly.

If the ground plan has been accurately drawn fifty
percent of the decisions for a set have been made. What
remains is to accurately depict in elevation and design
detail the specifics of each individual unit or set piece.
(see Appendix I). For example, further information for the
flat marked "G", main door, on the ground plan (Appendix B)
is detailed on pages, 3, 4 and 5 of appendix I. Page three
details the lumber break down of the unit and precise
measurements to scale for carpenter construction. Page
four denotes all specific cosmetic additions to the unit
including moulding, door detail and latch height and window
treatment. Included are drawings and notes for the window
box fruit display. On a portion of page five is an exact
full scale indication of the wainscote moulding detail and
next to it an indication of how it should look. In all cases
the detail of the drawing plates should match the difficulty
of the specific unit. Nothing can be left to chance or the.
overall effect will be lost. Each plate has a story, a reason
for each line, measurement and note. The reasoning has a
basis somewhere in the givens, the study, the research or the
conferences. If it does not, it doesn't belong on the set
or in the show. Superflous scenery is boring and expendable.
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Cost addition and clarification relates to the
adjustments necessary during the engineering when it is found
that specialty materials are needed, stock can or cannot be
used or that adjustments must be made for prop deletions
.or additions. At this point the budget must be finally
adjusted and final decisions to build or cut must be made.
Once rehearsal and building have begun major adjustments
are difficult and unwise. For whenever changes are necessary
the concept will usually suffer.

Stock for scenery and properties for this production
of Marigolds were a factor only in that they did not exist.
There was no backlog of materials to alleviate the budget
crunch of having to purchase or borrow everything. The
reason for this unfortunate situation was the lack of interest
or need of our predecessors in the theatre department to
build up a stock. When we arrived, there was nothing, at
least nothing of quality that I felt comfortable to use.

‘A number of specialty.items were needed for the show
as found in the completed plans. I shall simply list and
describe the essential items which would affect the cost:

1) Sonotube, a cylindrical concrete form tube,
was purchased for the telephone pole up stage of the "G" flat
door.

2) Rohm and Hass Plexiglasé 1/8" was procured for
the windows in "G" flat unit. Cheaper varieties are made
but could not be used because they are not manufactured
in large enough sheets.
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3) Linoleum with a period look would have to be
found. I had worked with this variety before and knew that
some second-rate furniture outlets carry this product,

a 9'-0 x 12'-0 "carpet" for approximately $10.

4) The regrigerator would be a problem. It had to
be old (from the vegetable store) and it had to work.

It might have been possible to find someone to loan us one
but I made the decision that to increase stock and provide

a unit in which to store prop food for other shows, we would
buy a used box.

5) The laundry tubs were a special problem. I was
looking for the old cast iron type. But they are usually
built-in and permanent. I determined therefore, that we must
purchase a newer plastic model and make it look like the
cast iron variety. Another notable requirement was that the
plumbing must be in theatrical terms "practical". That is
it must work and so hardware needed to be purchased to make
this possible.

The large property items still remaining on the list
would have to be borrowed. Although money had been budgeted
for fifty percent of this furniture, thé adjustment would
be necessary considering the lack of stock and the additions
of specialty materials purchases. If these props could not
be borrowed or purchased at cost far below estimates,
further adjustments would have to be made.

After re-evaluation of the total budget we found
that the safety cushion of 9.5% had disappeared but the
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estimate totél cost would be slightly under the total
allowance. We could proceed.
Construction and Rehearsal Period

Construction and rehearsal began nearly simultaneously
for this production of Marigolds. This parallel flow
facilitated a superb dialogue between the two major groups
that allowed us to work out problems during the formative
period of the production. That is, problems encountered
in the rehearsal hall could be corrected in time without
compromising budget, artistry or staff.

On the first day of operations I met with the
carpentry and prop staff to give them the collected
information for their individual areas. It included
individual budget guidelines, calendar deadlines, purchase
and materials information and plans in blue print form. From
this information both areas would be expected to advance
autonomously to complete their separate tasks. I requested
that théy purchase their own materials and develop a calendar
which would govern their own operations based on the
deadlines already established. With considerations for
their own input and in concert with each other they began
operations.

The carpentry area fell almost immediately behind
schedule. Problems including the heat being turned off in
the shop for a week, design problems with the preceeding
show, and the aforementioned training of the student group
Placed our project nearly two weeks behind. We decided that
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to save time the answer would be to paint the set in the
theatre after it had been set up. Further we would add
another carpenter for the period. After several hours of
conferring about the drawings and concluding that the steps

we had taken would be adequate, the carpentry area could begin.

The properties and paint areas as previously noted
were under the supervision of Alice Carroll. Since painting
could not begin until the set reached the theatre, the prop
work could begin in full force. Ms. Carroll was forced to
work under the same time restrictions as the carpentry area
and for the same reasons. It was determined consequently
that I would assist with the prop procurement. We also had
a lengthy conference, planned time and money, and began.

While working on props, my responsibilities also
included collaboration with the costume and lighting designers.
It was absolutely critical that when our work came together
on the stage that it be a unified whole blending unity of
design, color, and contrast. In a conference similar to my
scenic presentation to the director and producer we
discussed all facets of the production to insure the accord
so critical to the performance productf

The rehearsal period brought deletions and additions
to the original design. The possibility exists that a designer
might resent these intrusions upon his art. But the true
theatre artist should, in my opinion, welcome the input and
allow his design to grow with this collaboration. He must,
however, retain control of the decisions, simply using the
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offerings and ideas as a resource material, but leaving
himself open to change.

A number of specific items of scenery and properties
clearly needed change during the rehearsals. They were:

1) The double sectional could not be found in time
and a substitute was made; a single portion of a sectional
and a chair. Furniture placement and blocking would have
-to be changed.

2) The header unit "Q" began to be a visual problem
for the blocking as much would happen on the upper portion
of the stairs. The director and I decided to move it.
Instead of meeting the stair unit stage right at its diagonal
bend we would move the header up stage, meeting the stairway
at its confluence with flat unit "C". This would mean a
major adjustment of flat "B", the stair railing, and the
post adjacent to the fruit display counter. All these changes
were necessary for the production.

3) The telephone pole was deleted. It had been
determined that the stage right window would remain covered
with brown paper for the whole show and the pole would not
be seen.

4) A fourth entrance was needed to the space through
the bath-room for Beatrice. Flat "D" would have to be cut
down and the shower curtains would cover the new entrance.

For each adjustment made by scenic and properties
‘areas, one of probably equal gravity was made in rehearsal.
The audience cares little about the involvements of artistic
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egos midway in production and so for the production the changes

were made.
Combining of Artistic Elements
In the final days before the first public performance
of Marigolds much work had to be done, for example:

February 26 Emperors New Clothes performance
2:30pm I
Strike at performance end
Begin Marigolds put=-in

February 28 Props and Sound tape complete
Set--all major walls and set pieces
erected in the theatre space
First rehearsal on stage and each
evening except March 4.

March 1 Painting begin
March 3 Painting/set/dressing/and decor complete
March 4 Program computer with light cues
(all day)
March 5 All day technical rehearsal (combination
of all elements).
March 6 Dress rehearsal
March 7 First public performance

These dates are the calendar for the combining of all
the artistic elements of the production. All six different
mediums work separately before these last few days but in
parallel motion. They must meld together in concert as the
instruments of a symphony and be blended and adjusted. If one
element is lacking or sticks out, all the elements look
shabby or incomplete.

Scenically the time from put-in to performance was
too short and too much had to be done. If the painting had
been complete on February 26 as it should have been, -the time
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would have been adequate. As it was the painting received
less attention because of space limitations and time. And
to me it looked it.

The lateness of the set work pushed the lighting
work to very tight quarters forcing several late nights
between February 28 and March 8. The sound,. however,; was
complete when it should have been.

Properties were not affected directly by the slow
down brought on by the set and painting. Only the lack of
enough dressing materials caused adjustments‘of prop crew
time and energy. We simply didn't have enough bulk to
fill all the shelves and other areas to provide the right
look. Filler had to be provided immediately but it was not
difficult to find since the period of the action was 1978.

Because of incidents which happened even prior to
the work on Marigolds, the week prior to opening wés a
disaster in terms of staff work hours. The departments of
scenic,-props, paint and lights were forced to work nearly
around the clock in order to meet the deadline. Fortunately
the Lindenwood staff understood the immediacy of deadlines.
Unfortunately it is usually the personnel of a theatre who
must make up time and money deficiencies with extra hours of
their time.

Each of the six major elements of production was during
this period dependent upon the other. Each needed the set
as the basis of the environment. Props could not be placed,
lights focused, sound speakers set, or costumes be tested in
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|ight against the proper background unless the set was in
ylace and painted.

Although major adjustments had been necessary, by

March 5, each of the individual elements had been completed

and all were ready to be tested together. The work appeared
to be very sound with all the elements of production formed

into a homogeneous unit.

The play, Marigolds now needed an audience.
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CHAPTER V

EVALUATION AT PERFORMANCE LEVEL

The audience is the single major source of evaluation

of a theatre piece. They are the sole reason for its
conception growth and birth. Each element of the production
is based on their visual and audible senses. - And although
it has been and is in a way for the performers and
technicians, it was produced for the audience.

For the individual scenic artist, however, the
input registered by the audience is inconstant and can
become only a portion of the total evaluation of the production.
Hundreds of factors play upon the viewers; all peripheral
to the environment of the play. Are they as audience
members hot, cold, happy, drunk, etc.? Their total reaction
should ge whether the production "works". If it does, finei--
we receive a good review and if the set wasn't mentioned,
the reviewer was blind, but at least it didn't stick out as
foolish or poor. (Although box office totals were low, it
must be noted that the seeming general reaction of our
audience was favorable). But, if one element stands out and
the viewers don't like our show, could it have been the set?
Or was it another visual or audible distraction? Essentially
these guestions can never be answered; placing the whole idea
of audience influence .in an ambiguous light. Although it was
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produced for them, Marigolds cannot be totally judged by
them. We must examine several separate elements in order
to reach a conclusion as to the relative merit of the
scenic design for Marigolds.

Artistically the total production of Marigolds
was tremendously successful. The compilation of all the
collaborative efforts was so smoothly done that no one
element became visible as inordinately poor or foolishly
outstanding. We had not overextended our reach and had
reached our goals as a total production. We had accomplished
an ensemble performance with all areas giving equal weight
according to their importance. As a single element of the
whole, the set also could be touted as successful. For
the play to work, the set must work for the play; it
must heighten the actor and audience response and promote
the sense belonging to the situation. Even as a very
partial observer the author found that, the total production
worked for me giving creedance to artistic viability.

Scenic artistry is the creation of visual effects to
induce an emotional response from a given stimuli coupled
with the simplicity of the set working for the show.
Visually, the Marigolds set was artistically sound. The
research into architecture had insured its reality. Study
of the script had provided dramatic givens and needs. And
the relative artistry of the designer and his staff had
provided the tools through which it could live. The set's
unity, color and contrast were most acceptable with several
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}ith nothing to break up its lines. It was, I'm afraid,

too prominent and painted too lightly to disappear as it
should have at times. Whether it was the fault of the
painting or the design is impossible to tell; perhaps both
needed adjustments. Because of stage space requirements,
the science fair scene was forced into the area down right
near the balcony overhang. A number of audience members
were unable to view the total scene. For the dramatic
action the scene is not critical but it is most unfortunate
that paying audience members are so penalized. But again,
the givens of the theatre and the needs of the set combined
to create this situation. Also the top visual portion of
the scenery was not strong. It made no statement, forced
no reaction emotionally and did not disappear as it
approached its maximum height. This is not to say that it
didn't work. It simply could have used another element to
provide-visual interest. I do not see these elements as
negative factors. They are simply adjustments that could have
been made to improve the total quality of the scenery.

The engineering of the scenery was superb. On few
occasions in ten years of theatre have I encountered work
which was sturdier, better looking, and of better quality.
I attribute this success to the drafting and engineering
practice that was possible at Lindenwood Colleges and the
opportunity to work with Robert Shapiro, one of the best
carpenters whom I have ever met. The combination of concise
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-well—engineefed drawings and a superb artisan is impossible
to beat. A third factor should be noted. The overall
attitude of work at Lindenwood by the total staff is to
reach as far as possible for the best quality given money,
time and staff restrictions. This feeling about the
collaboration fosters quality in areas like engineering,
which is certainly a corner stone of the design.
My private personal reaction to the project is one
Iof delight, a delight with the opportunity to collaborate
with other artists so interested in that special communication
that exists for people working together toward a single
goal. Allowing for the difficulties and adjustments, it was
probably the most pleasant theatre experience of the one
hundred odd shows that I had done. Since we are not in
- theatre for the money, we are all in this business for some
sort of satisfaction and the amount of personal saﬁisfaction
gained from this project was greater than any other before it.
‘Baring the restrictions of limited staff, budget,
Students with limited training, and an extremely difficult
theatre in which to work, the project was, professionally,
relatively successful. Within the framework of what I have
learned to be professional, Lindenwood, within the limits
Of an educational organization is very professional. The
' Staff's attitude is based on the will to strive ethically
and unselfishly toward a goal stretching for the finest quality
Possible. I am proud to have been associated with such an
Organization.
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Appendix A
Picture & Floor Plan From the Script

(one page)




"THE EFFECT OF GAMMA RAYS ON MAN-IN-THE-
MOON MARIGOLDS"

ke e SR ar—rrera
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PHOTO BY BERT ANDREWS

Setting for the New York production of “The Effect of Gamma Rays on Man-In-The-Moon Marigolds.” Designed

by Fred Voelpel. (Note: the pillars shown are part of the structure of the Mercer-O’Casey Theatre, and are not
integral to the setting.)



Appendix B

Designer Floor Plan

(one page)
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Appendix C

Production Calender

(one page)
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Appendix D

Rehearsal Schedule

(two pages)




® : Feb 2
{. Feb 3
-3

N, Feb 4
{b Feb 5

n, Feb 6

es, Feb 7
d, Feb 8

jur, Feb 9
4, Feb 10
Feb 11
Feb 12

Feb 13

ues, Feb 14

hru, Feb 16
fri, Feb 17

» Mar 5

: oy Feb 15

TIME WHO & WHAT WHERE
7:00pm Tillie/Ruth Gr. Room
6:30pm " o Gr. Room
OFF

OFF

7:00pm Tillie/Ruth my office
7:00pm Tillie ; " i
7:00pm Ruth " il
7:00pm Tillie/Ruth " "
OFF (DANCE CONCERT)

OFF

OFF

2:00pm Blocking Act I, Sc. 3 MAB Lounge
3:00pm Blocking Act I, Sc. 2 ry " .
5:00pm Blocking Act I, Sc. 1 Studio Theatre
7:30pm Blocking Act I, Sc. &4 " "
8:30pm Blocking Act I, Sc. 5 = u
Review Act I at end of evening.
10:00am Blocking Act II, Sc. 3 L "
3:00pm Blocking Act II, Sc. 1 " N
5:30pm Blocking Act II, Sc. 2 " "
7:30pm Blocking Act II, Sc. 5 " "

Review Act II at end of evening.

9:00 am

Review Act I & II L "

Helen leaves 5:30 pm.

7:00pm

o..
o1 o
- 0O -
T8

8

occcoécot [= TN = T
oo
oo

7:00-?

Tillie/Ruth/Janice "nooon
EMPEROR OPENING

Work thru Act I MAB Lounge
Continue Studio Theatre
Work thru Act II " "
Continue

Work thru whole show " "
Continue

Run/Work thru Act I ‘MAB Lounge
Continue Studio Theatre
Run/Work thru Act II " "
Continue

Run Show n "

Set moves into theatre--OFF for actors.

Run show MAB Lounge
Continue Studio Theatre
Run show-Sound & Effects; Props Theatre

Run show-Costume Parade "

Run show "

Run show "

OFF for Actors; Cue to Cue - Dry Tech

10:00am

2 Tech rums ’ "



, Mar 6

i, Mar 10
t, Mar 11

m, Mar 12

6:30pm CALL

7:30 Dress Run

9:00am CALL
10:30am Student Performance
6:30pm CALL

8:00 Performance - OPENING NIGHT
9:00am CALL
10:30 Student Performance
6:30pm - CALL

8:00 Performance

6:30pm CALL

8:00 Performance

6:30pm CALL

8:00 Performance

1:00pm CALL

2:30 Performance - CLOSING

STRIKE - approximately 5:00pm.



Appendix E

Designers Resume

(three pages)




1 Krehbiel

chnical Director & Designer

Age 31 -- Married

Address: Permanent Address:

¥ 717 Lindenwood Colleges c/o Krehbiel, N. 13921 Rivilla Ln.
7;Char1es, MO 63301 Spokane, WA 99208

pne: 314/724-5123 (home)
" 314/723-7152, Ext. 218 Phone: 509/466-1050

PRODUCTIONS

ood Colleges 1977-79

sident Designer, Production Godspell

nager, Professor of Design A Christmas Carol

d technical theatre courses The Effect of Gamma Rays on
| Shows, Including Designs for: Man-In-The-Moon Marigolds

~Once Upon A Mattress
Diary of Anne Frank

3TAGE at Lindenwood 1978 _

foduction Manager & Designer. Godspell (a revival)

ith Wesley Van Tassel and Wait Until Dark (des., Gary Langley)
jonne Ghareeb, planned and Charlie Brown '
xecuted the first and successful Dracula (des., Gary Langley)

0ck season at Lindenwood. The Fantasticks

Bl weeks; five shows :

irgh Public Theatre 1976-77 .
8chnical Director for the building Uncle Vanya (des., John Jensen)

id erection of the complete Siswe Bansi is Dead (des., Karl Egsti
Pating arrangement (des., Peter Henry V (des., Peter Wexler)

Bxler) and for the following

Pfoductions: '

€ntal Theatre Company 1976 - N iR e sy i '
roduction Manager -- until the The Emperor's New Clothes

Ompany's demise in July, 1976 Twelfth Night
‘Shows, including: _ Alice In Wonderland

_College Theatre Dept. 1975-76

®Signer, Technical Director and Woyzeck

@structor of technical theatre The Male Animal

dasses. Nine shows, including Eccentricities of a Nightingale
€signs for: Desire Under The Elms

iter Shakespeare Theatre 1974

ﬁchnical Director until the Co, Country Girl (des., Ray Recht)
40sed for bankruptcy in Dec. 1974 Signifying Mokey and Other Tales
€ productions were: (des., Bennet Averty)

Diaries of Adam and Eve



BIEL

e Repertory Theatre 1971-74
rentice (first season) Cat Among The Pigeons
moted to Technical Asst. to (des. Kurt Lundel)
, Designer and Purchasing White House Murder Case
int for two seaons. - (des. John Jensen)
productions, including: ~ Two Gentlemen of Verona
: (des. Grady Larkins
The Play's The Thing

(des. Stuart Wurtzel)

jeatre of Beloit College 1974
ster Carpeter for six stock Rosencrantz and Guildenstern Are Dead

pws. Designer: Michael F. The Misanthrope
tois. Designer: Hot L Hadrian VII
ltimore. Shows included: Man and Superman

State Historical Theatre 1971 :

gigner and Technical Director Abe Lincoln in Illinois
r five shows, including: Our Town

Life With Father

th Summer Repertory Co. 1968

thnical Apprentice for 10 Twelfth Night (des., Rolf Beyer) .

oductions, including: Mother Courage (des., B. McMullan)
; The Fantasticks (des., Dick Jeter)

A. in Drama from Whitman College, 1970 Served as Technical
Bistant to the Deisgner, John R. Freimann from 1978-70 for
proximately 30 productions. ' ;

@aduate Technical Asst. for Kansas State Univ. Spring/Summer 1971

i.trom The Lindenwood Colleges Technical Theatre, under the special.
ndenwood IV program for individualized education. ;

B Shaktman
- Pittsburgh Public Theatre
300 Sixth Ave. Bldg. Suite 1150
Pittsburgh, PA 15222
y Tigar
(former Artistic Director/Rochester Shakespeare Theatre

(former Production Stage Manager/Milwaukee Repertory Theatre)
21 Gramercy Park South :

New York, NY 10003

R. Friemann, Director of Theatre
Harper Joy Theatre

Whitman College

Walla Walla, WA 99362

~ Wesley Van Tassel

' (former Producing Director/Continental Theatre Co.
Theatre Department

Lindenwood Colleges

o4 o) SN L ¥ e T




(001’11.'. . )

»]1] F. Hottois

;Theatre Department
University of Kentucky
211 Norbourne Blvd.
‘Louisville, KY 40207

w Ortwein

(former Director of Theatre/Wabash ‘College
pirector of Theatre

Choate/Rosemary Hall

63 N. Elm Street

Wallingford, CT 06429

leferences Available Upon Reqﬁest



Appendix F

Prop List

Major Furniture List

Dressing Notes

Antique and Furniture Source Information

(sixteen pages)



4n cupboard SL: |
'B « 2 flashlights, one that doesn'twork
B - gloves wrapped in tissue paper

T - notecards

on outside shelf:

- rod aotebook, pencil, sseds in envelops
4n lower part of cupboard:

. T - sweater and headband

towel rack:

. B = towel with clips
B - blue towel

sink area:

~ B-dishrag _ %
~ under tub: d
. T - cardboard and whisk broom '

4n refridgerator:

- T and R = lettuce
R = catmeal cookies

B « can of paper and pencils, phone book, at least 2 spoons in silverware
tray, loose sugar, hot plate, coffee pot with freshly brewed coffee in
it, pan with water in it, Namny's*cup, blue coffee cup, locose
clgarettes, matches, bic lighters, two ashtrays - one that is filled

4 with water

under L counter:

B =« newspaper on top of radiator - one should be classified ad section
R and B - purse with devil's kiss in it

on R counter:

T « science book, bioloz'y book, big blue notebook
B Nanny'a brushs two ashtrays - one with water



blanket and pillow

d sofa:

fresser: _
'Band T - blanket - third drawer

B - tablecloths and napkins - fourth drawer - two crummy napkins on top
B - bottle of chlorophorm - second drawer

1 medicine chest:

sen bathroom and R counter:

. B = two ashtrays - one with water
DR - tub of dirt, two crates stacked on top of each other
DL - rabbit cage

N « open beer bottle filled with water, glass half full of water, walker
B = kleenex, two bundles of paper, bottle of whiskey, 1 glass,
1 glass with icecubes in it, dead rabbit wrapped in blue towel,
hammer and curtains, tacks
T « trophey, plants at blooming stage, plants full grown, labels
J « cat skeleton '
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;.. ques-Dealers

Albino Elephant Refinishing Shop
Antiquity I
Heidi's Cormer
ckwords
Bert's Resell it Shop
Bluff View Antiques
iage House Antiques
Chez Le Chasseur
ﬁ: crum Action
DePorres Antiques
Dietz Antiques
E1f 'N Jug
Frank John R.
na's House of the Hunter
House of -Yesterday
nez Antiques
by's Peg Primitives
Log House
Mid-America
R&G Antiques.
Rive Bell
Round Robin
St. Eharles Livery CO.
' Antiques and Imports
oughby's Antiques
be's Flea Market

Antiques-Wholesale

french Towne General Store
K bliy's Peg Primitives
Webbe

Andrea's Antiques & Coins
The Antique Place

Yen of Antiquity

Dip N strip

Fox Hi1l Village

Just Somebody's Antiques
La Maison Blanchette

319 Boonslick
1409 N 2
600 S. Main
2239 N 3
820 Madison
Hwy 64 & Hwy 94
23 Pike
902 S. Main
2701 Hwy 94 N
328 S.Main
Hwy 79 Elsberry
703 S. Main
2431 W. Clay
"1501 N 2
519 S Main
520 Pike
621 S Main
2431 Clay
2411 N 3
608 S Main
332 S Main
714 S Main
709 S Main
407 S Main
413 S Main
1423 N 2

1602 N 2nd
621 S Main

N2F% Main

510 S Main

329 S Main

810 N 2nd

200 Fox Hill Rd
1416 N 2nd

906 S Main

925-1718

" 724-1540

946-7494
946-7313
724-2147
753-2893
724-7982
724-5030
723-9511
723-7525
898-2343
723-1475
724-1889
723-7494
724-3886
723-9352
724-4770
724-1889
724-9669
723-2540
724-7204

- 724-2284
- 723-3901

723-3534
723-3723
925-0204

723-6112
724-4770

724-7991
723-0187

946-4573

723-1475
925-0150
723-4340
946-3343



__§_4.4_..Rl"s—a

=t Chatlos. 2)

Antiques—-Dealers

ALBING ELEPHANT THE :
WE BUY & SELL

ANTIQUE FURNITURE

319 Boonslick ===m===--cmmmeuev 925-1718 ..

If No Ans Call---==-=--=om oo 447-2433 )
t # :ngrea's I;ﬂ'lltiql_.lre: & fmgs 524 S Mam——-;gg-_g?g% '

ntique Place The 510 ain-====e=m-
@b ¥ Bou Lebr TiSup USED Mg

un 's r 600 AN~ mmmmma

Hwy %o A" - weldesispe Jey Backwords 2239 N 3---—---- D 946-73
<l il Berts Rl o AP
- 's 0|
! 12 By Appointment Only
820 Madison -----==cecmcmmmaaao 724-2147
Bluff View ﬁnuqns Hwy 67 & Hwy 94--753-2893
CFF - Antiques

v VA i—'..l‘-‘f mat A * s 412 L;.hce.;n:aree ﬂz&a{ E:.L'o}uls- -921-2434

Antiques—-Dealers—(Cont'd)
Carriage House Antiques Inc 604 S Main--724-7982

LE CHASSEUR 902 S Main-~----- 724-
.z_ud &J‘\ l:o:Enm Auction 2701 Hwy 94 NT -= -723-9511
s Ny — g:ttoon;s ;::tr;neri ts“ -723-0‘%%;
= - n uity 329 S Main —-------- 946-4
723-0>25 DePorres Anﬂques
Antiques For Particular People
328 5 Maln- oo ez 723-7525
If No &nmr Call St Louls-=--~--~- 966-5649
' mgn:t sruas Primitives-Buy-Sell
. umiture-Glassware-Prim - -
Good will . St Charlea Hwy 79 Elsberry----------- vi _--898-2343

2302 e .97

glr N Strip 810 N 2--—-—-——— -~

‘N Jug 703 S Main------------

Fox Hill Village 200 Fox Hill Rd f

Frank John R Antiques 2431 W Clay------ 724.13.39

G|na's House Of The Hunter Inc 1501 N 2~-723-7494
House Of Yesterday 519 S Main---------

Just Somebody’s Antiques 1416 N 2----- 723—4340

Furniture Gallery 1325 N 2-—---------- 723-3113 ’ S PEG PRIMITIVES
Early A i Country Furnishi & A ri
H & J RESELL SHOP Iron - Tin u(::v‘}ﬂn:lru‘?méd!;mgk“hnﬁuhadu —
- s On .,
'B‘g’“"f "‘ﬂi‘;‘;’ ml}""nm Sets B Wil e 724-4T70 -
WE BUY AND SELL NEW & La Maison Blanchette 906 S Main------ 946-3343
| USED FURNITURE LOG HOUSE ANTIQUES 2431 W Clay---124-1889
5 It AlN=====mmm————
1| Bowk: Bods - C":',j,“f Deawees J gl& 6 Antiques ¢08 SZMEE';E ----------- 1233540
| 3010-F Hwy 94 N--cmccmmmmcaans T23-8292 ver ques 33 aln-===-mwn- 724-
| | 2010-F Hwy o4 N Round Robin Antiques 714 S Main-—----724. 2584
St Charles L ompany 709 S Main---723-3901
Sona Antiques & Imports 407 S Main----723-3534
FRENCH TOWNE GENERAL STORE
FINE ANTIQUES & OLD FURNITURE
DECORATOR ITEMS
f t ra . ESTATE ITEMS BOUGHT & SOLD
{@ Welobe S {;...1 Se (| 2231 N,3T9 O Wit eormrrem 723-6112

Van Bibber's Antiques & Fine Used Furniture

4L -6 %0 . 1105 N 2nd--723-1661
WILLOUGHBY’S ANTIQUES

413 S Main-- -3?20%

Zoe’s Flea Market 1423 N 2--—————-—--
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THE YELLOW PAGES TELL "WHERE TO BUY IT"

Sk Leues

ANTENNAS—ANTIQUES

;' ommunify

~ wis FOR
- s‘g.r-El'l OMES
JTEL " 24 Hr Serv
--865-1315

i /.---962-8111

nigsvlsrtgms
Consultation
--781-7643

sta Rd-227-2992)
W ING e 4271617

b

| GROUP INC MJ
dshield Washer
- A---261-11

trso ckianr
\

tomotive
lvd------- h\22-1300

[C AUTOMOBILES—
Antique & Classic
REBUILDING—See
"."1 buildiﬂg "‘
ETOUCHING—See\
i; Also Photo

LERS OPEN 7 DAYS
. HOUSE CALLS
HLVILLE SENIOR HIGH

iy Rd ----892-6677

-\A-?racs &
L 773-2099

Following Page

R------892-6677
NC

------ 533-3477
Euclid Av-361-1725
PANY

. 621-6856
Brentwood Blvd-962-4771

ople a year can't be
em and find what
Hin the Yellow Pages.

. m%‘-""

g sends
.II ] Ing“.
.'--'.' m
Slon phone!

BNsion phones cost
= @ day and they're
Ent. To order yours,
=l€phone business
“any telephone ser-

A C.ab STive ANTOINETTE'S HEIRLOOM JEWELRY™

Antiques-Dealers—{Cont'd)
AFTER THE PAINT

Everything For The Restorator,
Designer and Decorator

ARCHITECTS & BUILDERS
ENCOURAGED

AFTER THE PAINT
120 Moody-961-3262

Alexander W G 115 N Euclid Av---535-8890
% FOR MORE INFORMATION
See Advertisement Following Page

ALHAMBRA ANTIQUES AND ORIENTAL ™

RUGS
Silver Paintings - Objects D'Arte Bought - |

| Sold - Repaired and Appraised |
| 331 N Euclid Av =====-=~ 361-7090 |

Ambrose Gifts & Antiques
314 N Euclid-361-6413
AT R A itar Tems ‘
ns- r Cans=Mili 2
uaézae;t Lindbergh Blivd----- 739-7300
ANTIQUE & ART APPRAISERS

R
OF AN 42? N Lindbergh Blvd-993-44T7

Antique Art Glass Co 1937 Park---421-1526
Antique Harbour

2048 State St
Granite City 11-618 876-4617

Anti By Joan & June
LT u9424 Gravois-638-9424
ANTIQUES & UNIQUES — ]
Collectors Pottery
Porcelain - Jewelry
English & Continental Antiques

Direct Importer
Jewelry Apprarsals Made
‘ Jewelry Estates Purchased

| 8107 M aryland ==---===== 726-1256

Jewelry Purchased or Appraised
|| Antique & Estate Jewelry
Diamonds * Precious Stones » Gold
9793 Clayton Rd ------=- 993-1199 |

Art Directions Antiques
354 N Skinker~863-1895
+ FOR MORE INFORMATION
See Advertisement Following Page
Aunt Heidi's Corner 600 S Main---946-7494
AVANT-GARDE ANTIQUES
Antiques Bought-Sold-Estate
Appraisals
747 Marshall Av-==-=~==-= 961-T176

B & L FURN STORE
FREE ESTIMATES ON ESTATE
NO CALL T00 LARGE OR SMALL

L ANYTIME
1960 Arsenal ==--=-----—-=- 771-5043
Backwords 2239 N 3-----==-=-=- 946-7313
Bear Shop The 7533 Forsyth------ 727-0745

Belle Starr Antiques
13379 Manchester-966-0244
 FOR MORE INFORMATION
See Advertisement Following Page
Bellevue Shop The
For Quality Preowned Furniture
2607 Belleyyg--======mm==m 644-1744
Bijou The 4547 Gravois---=------= 481-5646
(Continued Next Page)

Telephone calls used to be a scream.
but today, a normal voice

will do. The difference is improved
transmission—better ways to get your
voice from here to there, Simply

talk in a normal tone of voice into

the receiver and your words will go a

[@yrils Auntiques

G o B g i

Al arg. deeclions of Fow Firmitine

ESTATES OR SINGLE ITEMS BOUGHT & SOLD
ANTIQUES - ART OBJECTS - CUT GLASS - CHINA - SILVER
BROWSE THROUGH 2 FLOORS OF TREASURE
SET IN IMMACULATE SURROUNDINGS

227-7617

730 Manchester Rd., Manchester, Mo.

OPEN MON. THRU SAT. 9:30 AM-5 PM
FREE DELIVERY WITHIN 300 MILES

*Antiques Guaranteed Old B
All New Replicas Marked As Reproductiuns

HAENN] ANTIQUE weorrs

DIRECT IMPORTERS OF FRENCH & ENGLISH ANTIQUES i
GUARANTEED* OLD-GOOD VALUES IN QUANTITY

WHOLESALE AND RETAIL
MAIN STORE OPEN WEEKENDS 12 NOON TO 5 PM
OTHER TIMES BY APPOINTMENT

227-1477 e

25 Mi. West of St. Louis On The Corner, Of Manchester & Pond Rds.

TOP DOLLAR

FOR ANTIQUES, ESTATES & SINGLE ITEMS

\ ROTHSCHILD!
| ANTIQUES

CALL

361-4870

PETE ROTHSCHILD, APPRAISER

398 N EUCLID

SPECIALIZING IN
BUYING OF FINE JEWELRY
GOLD & DIAMONDS

STAINED GLASS
WINDOWS

» ORIENTAL RUGS
» SILVER

* FURNITURE

* CHINA

LAWYERS —

WE PAY TOP DOLLAR I
ON COMPLETE ESTATES |

long way. §

—2 WANTED

Walnut and French Furniture

CUT GLASS—HAND PAINTED CHINA
ORIENTAL RUGS—PAINTINGS
CLOCKS—PIANOS AND JEWELRY
SMALL OR LARGE LOTS

. 535-1460

SUNDAYS & EVENINGS CALL
994-1056 OR 965-4127

FURNITURE €O,

4151 OLIVE &[&




seeE INDEX FOR COMPLETE LIST OF HEADINGS

441714 @ Southwestern Bell Telephone Company 1979

CALICO CUPBOARD

WANTED!
ANTIQUES

- FREE_APPRAISALS -
ANTIQUES

ALSO BUYERS OF
QUALITY USED FURNITURE
JEWELRY, CHINA, ETC.

381-2900

CALL DAY « NITE « ANYTIME

IN BADEN

8212 NO. BROADWAY

ANTED
JNDER

AISAL

TED
'. FURNITURE
PAINTED, CHINA

' oums
DOLLS

Y USED
D GOODS

YOUR HOME

FORSHAW

ANTIQUES

THE UNUSUAL & THE UNIQUE
STOVES « SURREYS « METAL GOODS
OPEN 9:30 AM-5:30 PM
MON & FRI TILL 8 PM
MAJOR CREDIT CARDS ACCEPTED
ST LOUIS-LINDBERGH AT EﬂNWl‘;m

ARNOLD MALL 3430
"\ 825 S LINDBERGH ,
' 3]
{ |

@!9?.)9 ‘

5 ﬁ’ A Friendly

Place
For Exciting

18th & 19th
Century

ANTIQUES
997-6116

9735 CLAYTON RD.

A

nfiques-Dealers—{Cont'd)

BLATT WALTER C INC

Jewelry Bunrs Since 1898
Transactions Are for Cash %
and strictly confidential

All Types of Used
Antique & Estate Jewelry
Bougnt

BLATT WALTER C INC
Room 306-Shop Side Elevator
Arcade Bldg

Diamond, Precious Stones & .[_ ATT

| “FOR INFORMATION CALL”

41-7169

Bob's Attic Antiques & Collectables
2003 Cherokee 776-1226
Bojay's Treasur- Chest Of Drawers

Boyle Alfred Antiques
4632 McPherson Av-361-1034

”f

ig ANTIQUES IS

S

=

ALL YOU NEED
TO KNOW ABOUT

SHEFTIELD'S

"WHEN ITS TIME
TO BUY OR SELL ...
JUST GIVE US
A YELL .
WHETHER YOU' RE FURNISHING
A HOME OR A BUSINESS, ADDING TO

"ASK ABOUT OUR

f FREE REFERRAL SERVICE"
)’ Specializing in Saloon Bars
f) ond Quality American

Commercial and
Residential Furnishings

A SHEFFIELD'S ANTIQUES

810 Manchester

by

OR DISPOSING OF A COLLECTION .
... CALL

391-6336¢

4129 Manchester-533-3373

mmm-w-" =

-

4

ANTIUES
7 COUNTRY
SI0RE

Primitives, Furniture, Miniatores,
Doll Houses, Print Drawers, Crafts
Selective Gifts -
7 Mi. West of
270 On Manchester Rd,
Tues-Wed-Fri-Sat 10 AM-5 PM
Thurs 10 AM-9 PM Sun 1-5 PM

1304 W. MANCHESTER RD
ELLISVILLE

N

%
TIN LIZ2IE

391-8787

A

ANTIQUES
- WANTED

ICES PAID!

ELL - TRADE
ESTATE BOUGHT

EST OF 1-270

5331700

SINCE 1830

AUCTIONEERS ® APPRAISERS
SPECIALISTS IN
ANTIQUES—OQIL PAINTINGS
BRONZIES—ORIENTAL RUGS
SILVER—PORCELAIN—CRYSTAL
JEWELRY—PIANOS—TIFFANY
& DECORATIVE ARTS
CASH PU:CH&!RS
®

WHAT HAVE YOU THAT WE MAY SELL?

4166 OLIVE ST,

WE DON'T SFECIAUZE
YOU'LL LIKE WHAT WE HAVE
ESTATE LIQUIDATOR
We Buy For Cash

293-1111

755 OLD FRONTENAC SQUARE
LINDBERGH AT CONWAY

Antiques-Dealers—{Cont'd)
BRAUN GALLERIES
BUY & SELL

ESTATE APPRAISALS
Antiques Je\\el

| Furniture- Pamtmgs%ooks - xS
. Cut Glass - Clocks - Music Boxes

{ 10315 Clayton Rd-======- 991-1798

BRILLIANT ANTIQUES & ACCESSORIES™
WE BUY & SELL
DECORATIVE & UNUSUAL ANTIQUES
TUESDAY THROUGH SATURDAY 10AM-4 PM
8600 Delmar -=---===-== 997-3273

BROWN TONI ANTIQUES
10089 W Florissant-522-0591
Buck's Trading Post
522 S Florissant Rd-521-875"

CFF ANTIQUES
| Authentic American & European Furniture
Specializing in Large Pieces

Antique Bed Mattress's, Any Size

412 Chez Paree Plaza ----921-2434

CALICO CUPBO&RD ANTIQUES
2 N Broadway-381-290C
* FOR MORE INFORMATION
See Advertisement This Page
Campbell House Galleries West
9752 Clayton Rd-997-4440
Carriage House Antiques Inc
604 S Main St Charles-724-79€.
Cat's Paw Antiques The
1319 Manchester-394-4511
CHESHIRE ANTIQUARY SHOP
Antique Jewelry-Watches-A Specialty
6306 Clayton Rd---=---nv 647-730C
Chez Le Chasseur
902 S Main St Charles-724-503¢
China Art House 8109 Maryland---727-852"
Chuck & Verna Antiques
9856 Manchester-962-788°

CLARE'S SECOND THIRD &
FOURTH HAND 919 S Skinker-725-4377

COLBERT'S GLASS DOOR ANTIQU
| Furniture - Depression Glass » Primacrves="
i Collectables - Gifts - Buy & Sell
James & Lois Colbert

............... 485-7130

Collector’'s Corner
4728 McPherson Av-367-601°7
Covered Wagon Antiques
8447 Halls Fy Rd-381-165¢
Cramer Upholstering Co
Antigues Bought And Sold
3706 Gravois G
Cyril's Antiques 730 Manchstr Rd-v227—76‘*
* FOR MORE INFORMATION
See Advertisement Preceding Page
Dapple-Gray Antiques
159 W Argonne-965-023°

DAVIDSON GALLERY
FINE AMERICAN &
ORIENTAL ART &
ANTIQUES

} 19tit Century American Country
|
|

Furniture, Dtrou Paintings
Ovriental Carpets, Porcelain
Single Items or Collections Purchascd

-------- 454-1020

Dee’s Antiques Manchester Rd
Hollow-Manchester Tel No--227-271¢
Demming-Daniels Antiques
1026 Geyer Av-241-887¢C
Draper Antiques

Antigues-Qriental Arts-Antique
Jewelry
4749 McPherson Av---===== 361-758<
Drummond Antique Co
726 Manchester Rd-394-28%°

ETIJS BRIDGE FLEAMARKET 73, -73 75

[ DEALERS WELCOME .
[ 1st BUILDING NORTH OF AR’ i
| 619 N 1st

Epic Gallery In Militaria Ltd
4438 Woodson-429-4114

i 4 Maryland Plaza

o e

When you cail Long Distance

the One-Plus way, you save money



e Company 1978

THE YELLOW PAGES TELL "WHERE TO BUY IT"

oN O'AL i
1 Olive-444-4080

ol Artifacts
f'ﬂ-m-zzza
xlid Av--367-0214
WELCOME
Chandeliers

de’s Landing
------421-5506

ncois St-B837-5466
----993- 5570
296-34

RMATION
receding Page

ighway-361-1263

y -----361-2929
ENAC S . Lind
onway Rd-997-6197

erson Av-367-9268
5 N Broadway-381-1694

Used Furniture
£114 Cherokee-773-2744

ited China - Cut Glass
hes . Oid Jewelry
I Rugs - Etc.

------ 773-1818

es Bought
10-7 Mon-Sat

iral Antiques
1300 Sidney-773-2264
Salnpmg'ton—-965 -6821

ANTIQUES
.FlurIssant Rd 524-6928

Glass-
d Glassware-

. 645-1874

KIngshlghway 352-0296
l Gravois---773-1717

7494 Ethel 647-0110
RIORS TH

torating Collectibl

Winll;.gwsné ;c"t;nite:n

5 » Clocks
--966-5636

Ao

"dPﬁﬂTS
h-Engllsh Antiques

Sflisement Page 49

TIQUES
@ 20 N Gore-961-7696
Bend 1-8327

1304 Manchester-391-8787
T, rls'iti‘) Cherokee-776-4737

26 Maryland Plz-361-0544

ANTIQUES . -
Anfiques-Dealers—{Cont'd) Anfiques-Dealers—{Conf’d) Antiques-Dealers—{(Cont'd)
Henard Auction Service Inc LANGE ANTIQUES PENNY FARTHING ANTIQUES
B s Ao 9 Henard Ln-225-5137 BUY -SELL AJ\IFTJ'?:‘JIET‘EJEEL&IS:C% iéMERIé:;N

4728 McPherson Av- 367-6018

HERITAGE HOUSE RHTIQUES

BUY & SELL
MARTIN SCHIJSTER OWNER
ESTATE APPRAISING - LARGE OR SMALL

387 N Euclid Av-mmeemeev 367-8285

HIRSL'HFELD GN.L
-I'BLIJHED 1931
2 LOC%TIO\S TO SERVE YOU
Hours 10:00 AM to 5:00 PM
Monday Thru Saturday
ANTIQUES - %%JETSD'ART-

FINE
QUALIFIED ART APPRAISERS
331 N Euclid 54-0500
4651 Maryland Plaza
Nights Sunday’s Holidays ----863 0579

Hirschfeld Ann 4738 McPherson Av-367-5682

FURNITURE » CLOCKS » CHINA
GLASS » TOYS » DOLLS
Single Items Estates

AIR CONDITIONED
PLEASANT SHOPPING

Master Charge Law Away
3456 Gravois ----------- T71-4987

We Buy and Sell
Decorative & Unusual Antiques
Estate Jewelry - Used Fumiture
2714 Sutton 7-4732

LARRY’'S ANTIQUES INC—
WE BUY ESTATES - & SELL
Furniture - Glassware - China - Beer Cans
Olive Arcade Plaza - 2 Mi. W, of I-270

LARRY L LIVINGSTON'S ANTIQUES ™|

12939 Olive Street Rd —---- 434-6044

HIRSCHFELD GﬁLLERfEb
Established 1931

‘Object D'Art - Fine Books

Qualified Art Appraisers

4651 Maryland Plaza

HISTORIC FLORISSANT ANTIQUE
& ART CENTER
At John B Myers House-Barn

180 Dunn Rd-=--=====co=- 921-4
Hoeferlin H James Interiors 606

9206 Clayton Rd-993-5323
Home Spun Antiques 2820 Cherokee-776-7475

OMEMAKER FURNITURE & ANTIQUES
“SINCE 1945"

WANTED : Dining Room Sets,
Desks - Steins - Dolls - Old Toys

1904 World's Fair Items
Blue & White China
Crystal ‘Stemware
House Calls - Estate Appraisals
Open: 9:30 AM-5:00 PM Mon,-Sat.

15124 Cherokee —-=---n--- 776-4267
Evenings Call ====ceueaoaun 822-3117

House Of Yesterday
519 S Main St Charles-724-3886

INGLIS-PURSLEY
SPECIALIZING IN ANTIQUE AMERICAN &
ENGLISH FURNITURE & ACCESSORIES
1 BLOCK EAST OF KINGSHIGHWAY AT
13 Maryland Plaza ------- 361-8303

Inglis-Pursley 13 Maryland Plaza--361-8303
Interiors By Edwin Pepper -
444 S Brentwood Blvd-B62-6330
J & J Antigques And Collectables
504 Marshall Av-961-1955
Jim's Furniture Senru:e
880 Twin Ridge Tr-375-5462
JOHN'S FURNI TURE AND ANTIQUES
344 S Grand-664-8911
Junk-Tiques Etc

21 Village Square Shopping Ctr-731-2308
Karens’ Antiques
5500 S Kingshighway-351-2802
Kincaid's Antiques & Furniture
3810 Watson Rd -752-2637
KING’S ROW ANTIQUE GALLERY
Importers Of Antiques-Accessories
Gifts-We Buy And Appraise

13472 Clayton Rd---=n---- 434-7510
K‘rl:wuod Florist Inc

10515 Manchester-821-2215
KOHN MARIE ANTIQUES LT

Specializing in 1Bth - 19th Century
English Furniture » Porcelain » Clocks
Copper & Brass Accessories

8135 Maryland T27-4716

Laclede s Landing Flea Market
4206 Manchester-436-1055
Lafayette Square Antique
1801 Lafayette Av-771-5304
La Maison Blanchette 906 S Main--946-3343
Lamplighter Antiques
875 Newport Av-968-1542

People who are “ready to buy”
reach for the YELLOW PAGES
Will they find your business
represented here?

Lavender & Lace 724 S Main----- 946-6899
LuMar Resale Shop
1359 Manchester Rd-527-3313
Maida Village Antiques
Chesterfield Airport Rd-532-4270
Margo Antique Shop 4615 Lindell--367-1177
Marni’s 7718 Big Bend Blvd------ 644-1427
Maruyama Inc 100 N 18--------- 421-4966
MAR‘!’S RHTIIIUES & USED FURNITURE
| Specializing in Antique Wicker
Iron Beds - Jewelry - Furniture - Misc
Buy - Sell - Consignments . Estate Sales
9615 Manchester —------- 962-3734

MayBee Shop The 8029 Broadway--389-3252
McGUIRE MOVING & STORAGE CO
Buyers & Sellers of Estates - Antiques

Office & Household Goods
Estimates Given
3635 S Broadway--------- 771-4617
MECCA ORIENTAL RUG CO
We Buy 0ld Oriental Rugs
8029 Forsyth Blvd---=—==- 862-4410

Midtown Resellit Shop
6361 Clayton Rd-721-3120

Miles Hye Associates
702 DeMun Av-721-6711
MIRIAM SWITCHING POST
Consignment-Non Profit-Donations
Accepted
7742 Forsyth —=--=--————- T25-7T730
MUELLER CHAS D
7729 Clayton Rd-727-1159
NEAL ANTIQUES

ART DECO - ART NOUVEAU - ORIENTAL
WE BUY AND SELL

395 N Euclid AV-——=m=omm- 367-4990

Neal's Antiques & Used Fumniture
2723 Sutton-645-2184
NICHOLS ANTIQUES INC—— )

OUR 45th YEAR
SERVING METROPOLITAN AREA
FOR INFORMATION CALL

5 Antique Court --------- 296-5561
Now And Then 9218 Midiand Blvd-427-1297

0’CONNELL’S ANTIQUES
ABOVE 0'CONN ELL'S PUB

WEBUY &S
A GENERAL LINE OF ANTIQUES
4652 Shaw T73-3320

Odd Shop The 2101 Cherokee----- 773-8566
OLD SOUTH ANTIQUES
Buying-Selling-Antiques-Used
Furmture
609 Manchester
Olde Tyme Clock Shoppe
10055 Manchester-821-0129
Opel Catherine

Buyer & Collector Of Antiques

9201 Big Bend Blvd-------- 961-5337
Paradise Lost 2711 Macklind----- 781-5076

Past & Present Collectibles
Manchester Rd-273-5198

PATCHWORK SAMPLER
9735 Clayton Rd 997 6116

* FOR MORE INFORM
See Advertisement Precedmg Paqe

Here’s a hot tip from the phone

company: Use One-Plus Dialing
when vou call Long Distance and
save on most out-of-state calls.

LINDBERGH AT CONWAY
741 Old Frontenac Square -997-000C

Perrine=Noll Interiors Inc
13404 Clayton Rd 434-3¢
Petaler Florist The
See Advertisement At Florist-Retail
507 S Hanley -1
Pie Safe The 219 S Central-------938-5
Plaza 50 Antiques 50 Maryland Plz-454-1
PLAZA GALLERIES
Fine Palnhngs Sculpture
Antiques, Furniture, Oriental Rugs
Buyers, & Sellers . We Appraise

5 Maryland Plaza =======- 454-18¢
PLAZA LOANLTD
CHASE PARK

PLAZA HOTEL

MONEY LOANED ON YOUR
ANTIQUES - DIAMONDS
JEWELRY - GOLD - SILVER
WE ALSO BUY FOR CASH

220 N Kingshighway ----- 331.125_ 2
Polishing Shop & Antiques The
2220 Cherokee-776-8"
Posy Shoppe Ye 9719 Manchester--961-E¢
Quality Art & Antique Imports
2315 S Brentwood Bivd-968-2
R & G Antiques 608 S Main------- 946-4¢

REGENT PARADE CONSIGNMENT
SHOP

Selling Your Antiques-Crystal-
Porcelain-Sterling-Furniture~
Jewelry-Closed Mondays
7731 Clayton Rd---------- T27-4¢
Robertson Jones Antiques .
10310 German Blvd- 997 1
Rockwood Antique Fair Pond 273-8¢

ROSE'S ANTIU.UES & NOSTALGIA
BOUTIQUE

Top Prices Paid

For the “New" Antiques
Collectables * Toys * Magazines
Furniture » China » Anything Paper
WE BUY
2847 Cherokee

ROTHSCHILD ANTIQUES ]
398 N Euclid Av-361-4E
“* FOR MORE INFORMATION
See Advertisement Page 49
Sally Ann’s 19th Century Ltd
2014 Cherokee -776-6"

SAMBEAU’S ARCHITECTURAL UNIQUES
EVELED & STAINED ART GLASS

Enti indows
EXPERT REMUV’:L & RE?LACEM ENT
4724 McPherson Ay =----- 361-463¢

Saturday Bazaar 6420 Southwest--647-8¢
Selkirk 4166 Olive--=--===-oouuv 533-17
% FOR MORE INFORMATION
See Advertisement Preceding Page
Sheffield's Antiques
810 Manchester-391-6%
% FOR MORE INFORMATION
See Advertisement Preceding Page
Shop Next Door The
9609 Manchester-961-1¢
Silent Women 113 W Lockwd----- 962-17
Staircase Antiques 4 S Central Av-725-64
Sturmwheeler Antiques 724 N 1---621-2¢
Ten Eyck Antique Auctions Ltd
Specializing-Antiques- Estatas App_;%f{»aé=

7438 Leadale ----wc-eceeo 2
TIN LIZZIE ANTIQUES &
COUNTRY STORE
1304 W Manchester-391-87
% FOR MORE INFORMATION
See Advertisement Preceding Page
(Continued Next Page)

Telephone calls used o be a
scream. But today, a normal voi
will do. The difference is improv:

transmission.



{

JARTMENT

e

SEE INDEX FOR COMPLETE LIST OF HEADINGS

41714 ® Southwestern Bell Telephone Company lﬂ'

s~ ---631-1823
; Av-645-9495

aster Charge
e 152-0330

-----535-1460
FORMATION
it Page 49

Rd-536-2000

¢ Rock Rd-389-8144

§ OF HIGH
OF M -3429

way Blvd-752-5363

.. - e-
----- 961-4470

Mtenac Sq-993-1111
{FORMATION

- 351-8047
RATION

e 822-9481
OMPANY INC

Virginia Av-352-5278
Ivo 638-8749
URATIONS

ladyers-Antiques

le 11--618 664-2288

Manchester-962-1172

iishing Shop

t Manchester-535-5842

Dr----296-2727
----776-6900

- tripping-

. 781-7140

I 6 Ivanhoe-645-3854

00 Mattis R4-487-1630
PPly Co Inc

481-0700
4-725-8902
-721-0078

Iting & Refinishing
' 62-8337

E Milton-423-1061
8in St Charles-724-7982
SERVICE

Furnityure

Miterior Decorating

Paeeeme 375-5462

 Blvd

863-8066

Anfiques—Repairing & Restoring- Anfiques—Repairing & Resforing-
(Cont'd) (Cont'd)

Louis IX Associates Inc
See Ad-Organs Tuning & Repa?ring
4210 Olive ==emeccccmacaan 35
Martin Upholstery
4026 N Kingshighway-385-7865
Mithra Glass Works Inc
1304 Sidney-865-3877
Mueller-Kaiser Plating Co
See Our Advertisement-Plating
Classification
5815 Hampton =e=ceecamaae 832-3553
NOR-MAY SHOPPE

RAUCH CABINET SHOP
4226 Manchester-533-1980
Tanko Karlo Master Watchmaker
812 Olive-241-4892
THEISS PLATING CORP

9314 Manchester-961-0600
Welch Ken Furniture Service

616 Blow-352-9004
WOODEN ELEPHANT THE
11204 Natural Bridge-731-0221
WOODPECKER CABINET SHOP LTD
Restores Fine Antiques & Furniture

Repairing-Refinishing-Caning Wright A £ Old Watson-=-=ue=- 962-2968
s S 773-2389 4583 Martin Luther King-535-1769
OLDE WORLD CUSTOM CABINETS | TOCEIREENR FERQ{TFURE'cn 832-1555
Spe:ializig in Argiaal;e Restoration g bt 3
Fine Fur:i‘fuTe Eea::lfmlnns AIW&}'S Ideﬂﬁf}’ }OI.IISCIf
0ld Hwy 30---==-===--=-- 677-4789 when calling.
r
| |

csea” Your Key fo Rental Homef
RENTALS, LEASES, AND PURCHASE OPTI@NS

FARMS—HOUSES—TRAILERS
- DUPLEXES—APARTMENTS—TOWNHOUSES
. NEED A RENTAL HOME OR APARJMENT???

WE CAN FIND IT'FOR YOU, AND SAVE YOU MONEY AND
A LOT OF UNNECESSARY LEG WORK......

ALL AREAS - - ALL PRICES
HOW DO WE WORK?

Since our goal is to find what you are looking foy, we will supply you with listings
of Properties that fit your particular needs and preferences. We don’t stop with just
one selection, we will supply you with new properfies on a daily basis until you have
occupied the particular property that you like beést,

When are we open? :
SEVEN days a week - 8:00 A.M. to 9:00 P.M.

62-5400

LOCATORS OF ST. LOUIS

UNIVERSITY CITY—616 NORTH & SOUTH RD.
CRESTWOOD—8984 WATSON RD. 5\

FLORISSANT—1121 N HIGHWAY &7 \

Antiques—Reproductions

A A Importing Company Inc
4244 Olive-533-3477
Brilliant Antiques & Accessories
8600 Delmar-997-3272

Anfiques-Wholesale

A AIMPORTING COMPANY INF o ]
WHOLESALE TO THE TRADE
FAMOUS FOR ANTIQUE REPRODUCTIONS |
AND CLOCKS  EUROPEAN ANTIQUES

4244 Olive - —-====cmucmu- 533-3477

Clare’s Second Third & Fourth Hand

919 S Skinker-725-4377
Eads Bridge Flea Market 619 N 1--231-737%
Finer Things The 15 Lucas Ay====~ 421-550¢

GARY'S ANTIQUES & IMPORTS
WHOLESALE TO THE TRADE

40,000 SQUARE FEET OF ANTIQUES

AND DECORATIVE ACCESSORIES

4733 McPherson AV ------ 367-9268

HAENNI ANTIQUE IMPORTS '
Pond-227-1477
Neal Antiques 395 N Euclid Av----367-4990
0'Connell’s Antiques 4652 Shaw---773-3320
0dd Three Antiques & Furniture

4535 Olive-367-5011
Rothschild Antiques

398 N Euclid Av-361-4870

P E ORIES—See
Apartment Rental Agencies
PARTMENT HOTELS—See

Hotels—Apartment /

APARTMENT MAINTENANCE—See /
uilding Maintenance; Also Janitor
ervice

Apariment Rental Agencies
Adolph Investment Co
\ 8444 Florissant-524-7500
APARTMENT CINEMA
Free Apartment Finder Service et
6609 Clayton Rd--===-=-an ‘683

* 'FOR MORE INFORMATIL e
See Advertisement Following Page

APARTMENT DIRECTORY TH

FREE COMPREHENSIVE GUIDE
St Loais Area Apartment Communities
Call The Home Bullders Assoc.
10104 OId, Olive Street Rd--994-T700 |

Black Forest Estates i
2744 Westphalia Ct-846-9900
Brown & Silvey | f
453 N Lindbergh Blvd-994-0022
* FOR MORE INFORMATION
See Advertisement Following Page
Embassy Apartments /
530 Union Bivd-361-1388
Evergreen Manor Apts
3476-A Evergreen Ln-894-0536
Hazelwood Forest Apartments
240 Chape| Ridge-731-1878
HOME RENTALS BY RELAX INC—
See Ad Real Estate Rentals
Home Rentals i .
7580 flive Street Rd-721-4433
Immanuel’s Resideptial Placement Service
" 4378 Lindell-533-6740
Jeff-Vander-Lou-Inc— 1

Leasing Office 2754 Bacon----- 534-5000
Keyfinders Of St Louis 10220 Page-429-4080
% FOR MORE INFORMATION
See Advertisement Following. Page

LOCATORS OF ST LouIs .
616 North & South Rd-862-5400
% FOR MORE INFORMATION
See Advertisement This Page
Lucas Heights Village
613 N Garrison A ‘-534-1361

When you need a telephone num-
ber in another city, 58521 je
magic number. Just dial oﬁe.‘:-}:.wlru:
the distant Area Code (if different
from your own), plus 555-1212.

You'll have your number in a jiffy.
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L\ "WHERE TO BUY IT" FURNITURE
Fukpiture Dealers-Refail-{Cont'd) Furniture Dealers-Used—{Cont'd)
icker Unlimited— B& LFURH STORE

--------- 423-9510)

ms
Millpark-423-9510)

pinke Co
520 N Hwy 67-839-2000

NITURE
. Decoratd With Quality & Economy in
' Solid Vfoods Fur More nformamm

uth County Store
4429 Lemay Farry Rd-487\4870)
z D CLOTHING &IFU ?NITI.IHE co

Don’t Scll Til You Call B&L”
We Will Talk to You About Any Call
Large or Small. Free Estimates on
Estates
Buyers & Sellers of
Used F urniture - Antiques - Dishes
ric-A-Brac
Used Office Furniture & Equip
Open Mon Through Sat
“'Call Anytime"
1960 Arsenal =~---- -=--=T71-5043

BARGAIN STORE
WE BUY & SELL

ONE PIECE OR A HOUSEHOLD

ANTIQUES AND APPLIANCES

| 8589 5¢-Gharies Reck Rd-~~426-1352

BARIS FURNITURE RENTAL CO
Opposite McDonnell-Douglas
5902 N Lindbergh Blvd----~ 731-1213
% FOR MORE INFORMATION
See Advertisement This Page
Bellevue Shop The 2507 Bellevue--644-1744
Bert Dunn Furn & Piano Co
45 Otive-371-2394

Bethlehem Resellit Shop

EA 6931 SEBmadway -481-7505
BUJﬁY'S TR SUR-CH
DRAWERS 4129 Manchester} -533-3373
Brawn Tun: Antiques
19089 W Florissant-522-0591
Carol’s Furniture 4246 Manchester-535-3860
Council Shop 6172 Detmar--—o—-- 726-0152
Crawley's Used Bargain Corner@@®
4484 Martin Luther King-533-1325
Cut-Rate Furn Co
Used Furniture Bought-Sold=
Exchanged
3729 S Bway-------------- 776-7377-
{Continued Nest Page)

4821 Fairview-832-15
# FOR MORE INFORMATION

wtiurniture Deglersllsed
" A Country Place“
0 Lemay Ferry Rd-892-6677
A COUNTRY STGR
Dishes-Furniture-Bric-A-Bracs &
Jewelry
3756 S Broadgay--------- 3-2099
. A-1 Furniture Sale 900 Withnell-771-1211

A A THOMAS FURNITURE EXCHANGE™
| WE BUY & SELL
USED FURNITURE-APPLIANCES-ANTIQUES
4106 Martin Luther King--652-1850
| Nites Sundays & Holidays--434-3910

AAA Furniture Mart 3901 Russeil--772-B484
ABC FURNITURE CO
Quality Furniture Reasonable Prices
3016 S Jefferson------ ----865-2221
A & R USED FURNITURE STORE
Used Furniture Bought And Sold
| 4337 Manchstr: T71-6842
Ablh Furniture Company
1227 5t Louis-621-6856

Sometimes it's the folks back home

who are homesick. Call Long Dis-

tance ond share a bit of happiness.
(Dicl the One-Plus way and save.)

USED FURNITURE

MODERN UP TO DATE
USED FURNITURE FROM
QUR RENTAL RETURNS
EVERY DAY LOW PRICES

FURNITURE RENTAL CO.
731-1213

5902 N. LINDBERGH
AT BROWN RD.

ADRENT INC
COMPLETE LINE OF
QUALITY FURNITURE
WAREHOUSE - SHOWROOM

1| 2647-toeust —--mmmmmmman 533-5800 |

Al Brock Air Conditioning & Appliance
Servic
Buy Sell Used Window Units
4440 Chiprewa
ALAMO FURNITURE EXCHANGE
4191 Martin Luther King Or-535-0467
ALEXANDER W G
House Calls-Frea Estimates

115 N Euciid Av===-wom==- 535-8890

) APPLIANCE CITY & FURNITURECO — —
Used & New Furniture Baught &

). Sold. High Prices Paid. Easy Terms |
4425 Martin Luther King---652-0986 |
| 4017 W Florissant -------385-7077

i AUNT MARY'S @
See Ad Under Furniture Buyers
1925 Cherokee

OMEOWNERS:
ok before you dig.

of phone
in locating




see INDEX FOR COMF

mﬁﬂmvméS?S

5 Broadway-481-734
5 “.m-nec St-481-5337

ﬁ 429-435'
A Lark ln 343-1720 'R
g E——

NITUR

2E . & MISCELLANEOUS
VE BUY AND SELL

i OR A HOUSEHOLD

oemm-====T73-0191

Sold & Exchanged

76-7820

LL
APPLIANCES
EST PRICES

jues 20 N Gore,-961-7696
5098 Ruskin----383-8451
jes 2223 Cheruieee-776-7475

U

URNITURE

gisals o Free Delivery

King---261

Furniture
58 Natural Bridge-423-9587
& Appliances

-3093 ‘

u

#in Luther King Dr-535-9649 Wald's Circus

% Applian
AWIZZ?' St Louis-421-625

Furniture
RN 776-8675

: Iigrﬂ S Grand-664-8911
Edwardsville Rd-452-7153

M 3240 S Grand----776-6733
bn's Antiques

RUSSELL MOVING STORAGE&— |
FURNITURE CO

3908 S Broadway -------- 771-3111
[ —— -3072
SANTEE MUVING & EX
- SELL - TRADE

Sheffield's Antiques 4526 Ofive----361-2121

2124 Crerakee- -T76-42674, .4 l-*urnﬂ-?Jre &

-" Btei tnge 1 USED FURN & CLOTHG

Furniture Dealers-Used—{Cont'd)

New Hope Thrift Center—

Store 227 Lemay Ferry Rd
Id South Anthue;
%09 Manchesterr%l 1657

910 Madison Av-452-T197

Perdue Furniture

<1357 Peterson's Pre-Ownzd Palace

{ 7186 Manchester-647-7975
esale Store The' 2837 Cherokee---776-9621
abinson Chip & Sons

3518 N Grand-535-0542

BUY - SELL - TRADE - SINCE 1918

H[GHEST PRICES PAID
FREE PICK-UP & DELIVERY

4101 Martin Luther King --535-0467

NIDER JOE USED FURNITURE
BOUGHT = SOLD
EXCHANGE

5242 N Broadway

-421-0597

Specialty Furniture Co

5917 Martin Luther King br—383-7400

Thomas Furniture Exchange

4106 Martin Luther King Dr-652- 1850
NIQUE ANTIQUES & FURNITURE CO
Furniture Wanted-Estates-Pianos-

Antiques
------------- 752-5601
Antique
1769 N-SaralySt-652 7824

MPLETE STOCK OF USED FURNITURE
REFRIGERA‘I‘ORS RANGES & STOVES
BOUGHT AND SOLD

5619 Martin Luther King---261-9351

sed Shop 2019 N 14-----==---- 421-0857
Fantasy

$344 S Roseblry-721-8480

as-Nu Shop The 21 N Gore------961-2535

WEBER FURNITURE c

TOP CASH PRICES FOR
Furniture - Antigues - Pianos - Etc.
Evening Call 994-1056 or 965-4127

4151 Olive: 535-1460 |
est’s Resale Shop 4663 Delmar--367-7323

_____ 961-2670 Wright's Usegurniture Store

Martin Luther King-652-9921

2714 Sutton-647-4732
E:Wuodsun Rd-991-2210
.' 1[»%44 Woodson Rd-994-0738
Urniture Bought-Sold

64-4878
lu. Used Furniture
(9615 Manchesterf%z 3734

& STORAGE CO

| Sclllrs of Estates - Antigues
& Household Goods

D

rican Consumers Service
400 Brookes-731-5

Opek Only To The Trade
Ms SNarron Belson Sales Rep
61AN

1900
uke Clothg
5565 Mart!

BLIC MOVERS

Sfl.i' for Less Because

Wf Sell for Cash”

GE SELECTION OF

. & CHOICE USED

Biture & Appliances

ill Exchange for Furniture

Uy Anything of Value

535-0050
381-9857

#9453 Lackland

] 429-2522
urniture

245 St Catherine-831-0505
ELLIT SHOP

6361 Clayton Rd-721-3120
urniture |
b Martin Luther King-535-8561
P 623 N Skinker---B63-2376

lng Post
7742 Forsyth-725-7730

ision Sales
336 Collinsville Av-271-8715

T71-4817 |

]
',
'r

WAREHOUSED Louis
IMMEDIATE DELIV OR WILL CALL
® FURNITURE @ CARPETS
® ACCESSORI LINOLEUM
| KERR - BAN Bedfgoms - Tobles

DERATELY #RICED |
ONE LOZATION ONLY | [

THOMASVILLE FURNITURE
HALLMARK CARPETS AND\BEDDING |
FLEXSTEEL LIVING ROQMS .

JASPER NOVELTY - De
OTHER POPULAR L

Fres Parking

04 N. BROADWA

621-4646
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£ e C nduct
“We Make Hnuse Calls

Rd ----892-6677

nces - Antiques

el
f King-- -
 Holidays----434-3910

; 35-146(
__,. INFORMATION

A
-dm‘.b\s— Used

Skieus
41714 © Scuthwestern Bell Telephone Cumplu@

THE YELLOW PAGES TELL "WHERE TO BUY IT*

Furniture Buyers—{Coni'd)
ABLE FURNITURE COMPANY ——

“We Buy Anything
of Value”
Furniture & Appliances

Furnifure Buyers—{Cont'd) Furniture Buyers—{Coni'd)
L & RAppince

Sales & Serv +
i 6773 St Chas Rk Rd-382-7796 e No;:’t;:g'?:hemkee-'l?B-
Lange Amtigues i;i;ja Gravois----- 771-4987 Russell Moving Storage & Furniture Co

2017
12939 Olive Street Rd-434-6044 SANTEE MOVING & EXP il

Furniture Bought-Sold-Exchanged
MERRELL Puatl,c 'E‘LOLVEExR(:ﬁANEE 4101 Martin Luther King Dr-535-C

1227 St LOUIS ===mmmmmmmm 621-6856 MOVING IN EXCHANGE FOR FURNITURE | SELKIRK BEN1&S ) )
___________ 2 3519 Page----======----535-00 4166 Olive-533-
4287 5 Lo 421-6251 | | 1f no answer call-———---ov 5513857 | THOMAS FURNITURE EXCHANGE
ACTIVE USED-FURN BUYERS PLAZAGALLERIES ING Top Prices Paid Furniture-

- We Buy Furniture, Pianos
Antiques - Office Equipment
WE ALSO BUY SURPLUS
& DISCONTINUED STOCK
5152 Easton » Office & Warchouse
CALL ANY TIME
7016 Etze] AV =m=mmmmeees 725-1604

AL-THOMAS FURNITURE EXCHANGE

4425 Martin Luther King-652-0936
ALAMO FURNITURE EXCHANGE
4101 Martin Luther King Dr-535-0467
Alexander WG 115 N Euclid Av---535-8890
% FOR MORE INFORMATION
See Advertisement This.Page

ART DIREO'TIOHS ANTIQUES e
l QUES - OLD STORE & %A&FEXTURES

S FOR TOP
SEE OUR AD ANTIQUE DEALERS
! 354 N Skinker —----=----- 863-1895
Aunt Mary's 1925 Cherokee~-=--- 773-0338

% FOR MORE INFORMATION
See Advertisement This Page
B&L FIgRH STORE
uyers of Used Furniture & Antiques
Free Estimates on Old Estates
We Buy Dishes - Call Anytime
1960 Arsenal

Bette Starr-Antiques
13379 Manchester-966-0244
BOJAY'S TREASUR-CHEST OF
DRAWERS

Bob-Good Used Antiques-Estates

4129 Manchester --------- 33-3373
Brasch Moving & Furniture Co
2618 Martin Luther King Dr-531-3314
CALICO CUPBOARD ANTIQUES
One Piece Or A Household
8212 N Broadway----=---- 381-2900
Chasles-E-Henry Furniture And Resale
Shop 1511 Arlington---=------ 385-6735
borne Johnnie 5601 Labadie---261-3093

Cut-Rate Furn Co 3729 S Bway----776-7377
Cyrit's Antigues 730 Manchstr Rd--227-7617
Evan's-Furn-Exchg 1227 St Louis--621-6856
GIBSON USED FUHNITUR
Buyers & Sellers of
Furniture - Estates « Antiques
Call Anytime Open 10-7 Mon-Sat

3129 Chippewa =======u= -T73-0191
Gravois Furn Co 2301 Gravois----- 776-7820
H & K Furniture 2618 S Jefferson-772-4844

* FOR MORE INFORMATION
See Advertisement This Page
HOMEM&KE!SQ FURNITURE &

Antique & Semi-Antique Furniture
2124 Cherokee 776-4267
Evenings Call ==-me=ccnmmaaan 822-3117

Iron Gate Antiques
29 St Louis Av Pacific
Manchester No-227-1213

JIM'S FURNITURE & APPLIANC

“We Buy Anything
of Value”
Furniture & Appliances

1227 St Louis===mmmmmmmmm 421-6251 !
1227 St Louis===mmmmmmmmm 621-6856

L

LEPMHITUR co

SPOT CASH - HIGH DOLLAR
FOR ALL TYPES USED

FURNITURE & APPLIANCES

1644 S Jefferson

One-Plus Dialing is the
fastest, easiest way to call
Long Distance.

& M USED FURN 3240 S Grand-T76-6733 |

Appliances
4106 Martin Luther King Dr-852-1
UNIQUE ANTIQUES & FURNITURE CO
Buying-Salling-Furniture-Cut Glass

FINE PAINTINGS, SCULPTURE
ANTIQUES, FURNITU'Ré ORIENTAL RUGS
BUYERS & SELLERS - WE APPRAISE

5 Maryland Plaza =—-----454-1881 Anthues
River-City Furniture Stripping Co 1 S BWay==mm-r= — [ B
3567 Lindell-535-7204 Used Furn & Clothg
5619 Martin Luther King-261-¢
Always identify yourself Vivrett € A Ferm Buyer

3501a Grace-776-1

when cang Weaver Jack 4198 Manchester----535-

BEFORE YOU SELL «+ GET OUR BID <=

)

SINCE 1892

FURNITURE CO.

115 NORTH EUCLID

WE BUY & SELL FURNITURE & ANTIQUES

BEDROOM = LIVING ROOM - DINING ROOM - KITCHENS - SECRETARIES

ANTIQUES « CUT GLASS RUGS * DRAPES « POTS & PANS =
CHINA « ORIENTAL RUGS GLASSWARE » LINENS = PICTURES
PAINTINGS » OLD WALNUT ALSO HOUSEHOLD BRIC-A-BRAC

AND OAK FURNITURE 535_8890

Auto Calls To Your Mome ~ ESTIMATES CALL EVENINGS &

"FURNITURE WANTED
TOP.PRICES PAID!

EBER

CONTENTS OF HOMES & ESTATES
1 PIECE OR ENTIRE HOUSE
ORIENTAL RUGS &

PIANOS OF ANY KIND

CO.

4151 OLIVE

535.1460

EVENINGS & SUNDAYS CALL
994-1056 OR 965-4127

WE BUY & SELL

® FURNITURE

® APPLIANCES

® ANTIQUES

® COINS & JEWELRY

HIGH PRICES PAID

AUNT MARY’S
1925 CHEROKEE

773-0338

WE BUY &, SELL
NEW & USED
Good Used Furniture & Appliances
We Buy Estates ® Highest Prices

2618 5. Jefferson 7724844

At Gravois
If No Answer............296-2447




‘. Lodes

Salvage Merchandise

BOB McCORD SALVAGE BUYERS— |
We Buy & Sell Nationwide - Salvage
Insurance - Railroad - Truckline - Warehouse
 Job Lots - Close Quts - Bankrupts !
1305 W Malone Sikeston ---471-3588

'CHERRICK DISTRIBUTING CO
Anythmg & Everything-Wholesale Orly
N Fealp e S el 231-1607

Dan's Reasonab!e Auto Parts Inc
RR Sai 390‘1;."11 Bhr:ad“ray -241-7240

Friedman vage Warehouse
\ 5149 Martin Luther King Dr-367-5464
Gieck Appliance Co 2814 Chippewa -664-6084
~ Lee's Auto Parts 4200 Missouri---271-1030

" MF Bank & Co Inc
519-B Rudder Rd-343-4003

Salvage Merchandise—{Coni'd)
St Louis Farmers Market
3101 N Broadway-621-
Sabeace Outiot roadway-621-9770
All Types M:r:handme-Bought-Sold
Brennen Rd ---e-emmeeaaoo 77-3708
sou.-mnnsn SALYAGE |
RETAIL  WHOLESALE
61657 - E EEEEMES 241-7340
1206 N Kingshighway =---- 367-0400
SOLL'S SALVAGE
Groceries Wholesale & Reta:l
1206 N Kingshighway-==--- 367-0400

Underwriters Salvage nrrlpan -
1480 Page Industrial-427-
VIP Auto Parts e 3
5580 Dr Martin Luther King-367-6677

- Swplus Merchandise

~ CLARK SURPLUS SALESCO— |

A-D General Sales & Service
Co Of Houston Tx Inc
Send For Mailing List Application
Liquidating Appraising Surplus &
Salvage Division
723 Main Houston Tx----713 B68-6161
A& NSALES CO
Buy-Sell All Types Merchandise
1405 Washington Av------- 421-8772
ACE EQUIPMENT
“CASH FOR ANYTHING"
Inventory - Machinery - Entire Plants

3667 Olive =====o=uuu_vu- -421-0286
All Type Containers Inc v
Buy-Sell-Job Lots & Closeouts
1420 N Broadwe------===- 621-0222

Aunt Mary’s 1925 Cherokeg-w=-=- 773-0338

BELLEVILLE SURPLUS STORE |
Gov't. Surplus - Army - Navy - A.F, - USMC
.Clothing - Footwear . Misc, Gear
“CAN'T FIND IT CALL US"

825 W Main St -=---- 618 234-3118

BOB McCORD SALVAGE BUYERS )

We Buy & Sell Nationwide - Salvage
lm Railroad = Truckline - Warehouse
Job Lots « Close-Outs « Bankrupts
1305 W Malone Slkeston---47‘l-3588

SI
BOB'S GGVERHQAEE;I!IT SIISI.IEPLIl.-llS__

2525 Minnesota Av-======= 773-1358
Cherrick Distributing Co 802 N 1--231-1653

Plant Liquidations
BUYERS & SELLERS OF
Surplus Materjals & Equipment - Ete.
4049 Evans AV -=-=====-- 533-1225

Surplus Herchandls'e-{toni d)

Gateway Electronics Corp =

8123 Page-427-6116

Joyce Supply Inc 1428 N Broadway-231-3030

KIM INDUSTRIES INC
WE BUY & SELL

SURPLUS MATERIALS & EQUIPMENT

| 2807 Meramec St-------- 352-0440
Midwest Iron & Metal Co
: 1910 Delmar-421-1910
Rubin Iron & Metal
4027 N Broadway-261-9024

SERVICE METAL PRODUCTS CO— |
WE BUY ALL TYPES
OF VALVES & PIPE FITTINGS

1939 N Broadway ------- -421-1441
Surplus House 2117 Delmar------- 241-3082
Junk Dealers

A Alexander’s Auto Salvage

8016 Granherry -524-6174

Federal Salvage & Supply Co
3945 N Broadway-421-4860
Straight Way Metal Corp 1936 Cole-241-9035



U
Military Clothing & Accessories
2229 Vandalia
Collinsville 111-618 345-0890

U R PLUMBING AND

BOUGHT & SOLD HEATING SUPPLIES
© FACTORY CLOSE-OUTS
© DISCONTINUED MERCHANDISE

HENRY

PLUMBING SUPPLY
COMPANY

dal 773-3636

3124 CHOUTEAU AVE. - sT.Louls, MO. 63103

JUST EAST OF GRAND

. 4140 Lindeli Bivd --------------- 371-4980
St Vincent DePaul Society
i — o 5 ;:‘:5 Evans ----eseccemmeeaanes 534-3919
t ent DePaul Society
Second Hand Stores 15 SLARNONY L =rsemmmemenes 837-1110
Clayton Resellit Shop
9 Town & Country Mail -------- 423-2202 Collection Pickup
gnment Shop 3601 S Jefferson-773-2266 4140 FORat PRk Ay smsmemses 171-6822
COUNCIL SHOP Main Ofc 4140 Forest Park Av --- 371-6320
Fumiture-Appliances-Clothing-Etc Nore: Security Ofc 4140 Forest Park -- 371-4019
DEMPSEY'S CHARITIES RUMNAGE et
. - E 4140 Forest Park Ave St Louis
B e g b Wancheser Mo TelNo--527:7100
Father Jim’s Store 4217 N Grand--531-7527 213 N -;_'-_J,d 5‘2“1’;’;} ''''''''' - 724-9711
Hayes Variety Shop 6333 Natural Bri .- 383-8580
5806 Mamn Luther King Dr-389-6217 SR O, e - 776-9039
Like New Furniture 3319 Lemp----664-4878 1632 S Broadway -- 342-9546
'} Lillian Resale Shop 5420 Lillian---383-0014 3091 Woodson Rd -~ —eme 427-9567
- LOFT RESALE BOUTIQUE HE = ] - ei=33
: | WE SELL TO YOU & FOR YOU
milletict'o“g ﬁ! Et:s P::: w.: " Sabvaisenhrmy—
= Truck Pick-

, | 7527A Forsyth ---——----- 725-1950 gt R 535-0057
Miriam Shop 623 N Skinker------ 863-2376 Emergency Service 3744 Lindell - 534-1250
New Hope Thrift Center— Midland Divisional Headquarters

Pick Up Service 2827 Clark Ay ==--s=renemmenns 533-6861
119 Little Broadway-631-1100 Granite City Pick-Up Service
Store 227 Lemay Farry Rd-=---- 638-3220 JQOTE 235t ---m-emea-ssoess 451-7957
Oldies But Goodies Consignment Shop Adult Rehabilitation Center
8195 Big Bend Blvd-961-8366 3949 Forest Park Ay --------- 535-0057
Sdloll!ﬁlrﬂp 8719 Hoover-======== 725-3456 Stores—
Second Time Around Shoppe 4500 Delmar ---------=======-= 361-1261
9942 Diamond- 867- 2126 2510N 14 --cccecmmsemmmnncnas 231-1972
Things ‘N Things 1322 S Grand----773-2388 . 8913 Natural Bridge ~----====-=- 426-6410
Willie's Resale Shop 464 NHwy 67 ==-==-- e ramasaa 837-2707
gmﬁ;’:gh‘"e Family 3949 Forest Park -----=--=--~-- 535-0057
4159 Martin Luther King-----652-5274 c‘(’:’ff"m" . low:f"““’_ :
3601 Weber Rd ---==--====== 631-1133
Community Center
3601 WeberRd  ----------- 631-0727
Continued On Next Column
Army & Navy Goods :
Belleville Surplus Store
£25 W Main St Belleville 11-618 234-3118
Bob's Government Surplus e z
2525 Minnesota Av-/73- - 3
ROCKET SURPLUS : No =+ &, nomarions

= g



Appendix G

Designer Sketches

Original & Final Copy

(two pages)
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Appendix H

Moulding Detail and Price Sheets

(two pages)
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Appendix I
Working Drawings

(fif%een pages)
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Page 10 St. Charles Banner-News, Wednesday, March 8, 1978

Lindenwood’s "Mamgaldg

an Intense Experience

, By HOWARD BARNETT

Paul Zindel's play “‘The
‘Effect of Gamma Rays on
‘Man-in-the-Moon  Marigo-
‘|ds'* opened Tuesday
“morning at Jelkyl Theatre at
‘the Lindenwood Colleges.
‘Starring guest artist Helen
. Harrelson, fresh

. Broadway performances in :
“Romeo and Juliet” and version

durable existence of three
generations of women,
doomed by the mother’s
angry and inept effort to
provide for herself and her
two teen-age daughters by
boarding an elderly woman
who seems too senile to do
anything but sip honey and

from water and use her walker.,

Compard to the movie
which starred

* “Death-of a Salesman,” it Joanne Woodward, the
M portnyl the barely en- Lindenwood production is a

—_— —

I:perlem.c. and artistry. Kelly
Waldo reveals Ruth's

‘Vulnerability with quick and
‘convincing shifts of mood,
Freda Bea Cook with a
Subtle change in facial ex-
Ppression, shows that Annie,
Who never speaks a word, is
‘using senility as a barrier to
indifference and rejection.
~_But it is Ann Clayton as
Tillie who illuminates the
drama. She needs no anger
Or cruelty or silence for a
shield. Instead, there is the
xcitement of scientific

more intense experience.
There are no diversions

discovery which opens a
door to a dream of sunshine
and life — not just for her
marigolds, but, if she could
manage, for her mother, her
sister and Annie. She can
open the door only slightly —
but enough to let us know it
is a possibility, and to liftus
from the tragic to the lyrical
mood which takes the
audience with it as the house
lights come up.
Ms. Clayton gives a fine

performance. Often too
frightened or too shy tp

from the central theme and
— except for the classmate
*(played by Claudia Stedelin)
who skins a cat for her
science project — no local
color from the little town of
Stapleton. The production
presses hard against the

limits for “emotional in-

volvement. The cruelty of
the story is so strong the
play would be painful to
watch, were it not for per-
formers who can reveal,
quietly but certainly, what
lies behind this crueity.

speak, Tillie must reveal
most of her feelings and
thoughts without words. It is
a difficult part and Ms.
Clayton performs with a
skill that provides Ms.
Harrelson's powerful por-
trayal of Beatrice with the
kind of counter-force
needed.

“The. Effect of Gamma
Rays on Mag-in-the-Moon
Marigolds'' is produced by

ne - Wesley Van Tassel and is

directed by Yvonne
Ghareeb. This is the second

°IN °REVIEW

The women strive to
protect themselves from
circumstances which
threaten to destroy them —
Beatrice by her anger, Ruth
by her mood swings, Annie
by her senility. Each of these
roles is well played. Ms.
Harrelson, as Beatrice,
sustains the central role with
great power .and an
emotional range - which

--shows her extens_ive ex-

play of the season under Ms.!
Ghareeb’s direction and a
second instance of her skill
in balancing the work of
professional and student
performers.

(The opening public
perforimance is at 8 p.m.
today, Other performances
are at 8 p.m. Thursday,
Friday and Saturday and at
2:30 p.m. Sunday.)

(Barnett is. an English

professor at the Lindenwood

Colleges.) -




'On the night of Mar. 10, | .:,-"_‘ s E
Department’s production of The Effect Of Gamma
Rays On Man-In-The-Moon Marigolds achieved the
elfect of any successful theatre production, suspen-
ding the reality of the artificial world of theatre and
allowing the audience to share in its illusion.

It is tempting to say the outstanding feature was
the acting, technical lighting or sound, but what
" made this possible was the script. The script
presented the audience with ideas and emotions easi-
ly recognizable and allowed strong identification
with its characters. The audience's moans, taken

back breath, chuckles and laughter were outward .

signs of their energetic identification with the
tragicomic figures. . e
The script would not have made such an impact if
the stage props, acting, and the technical light and
sound crew had not been competent and convincing.
The set was used creatively. The stage props and

scenery creates an old fryit shop that is used as a
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ENTRANCED: Tillie (Ann Clayton) cradles her
pet rabbit in her arms and contemplates some
topic besides life with her mother and sister.
Tillie’s scientific experiment on the effect of

gamma rays on marigolds brings meaning fo
LMl bt his Chmisa Marentts)

Beatrice, the mother, and Ruth ana rune;
daughters. The use of abused, tattered furnishings
and out-of-date items portraysthe physical represen-
tation of the mood and temperamer ' of those living in
it. The competent lighting and sound stage craft stop-
ped, starled and highlighted the emotions .and dialog
of the actresses’ character representations. The
creative stage craft of set, acting. lighting, sound
made it easy for the audience to.suspend reality and
accept the world of Marigold.

The four actresses and their handling of the-
characters brought that essential human element
convincingly to script and the stage craft. The ac-
tresses Helen Harrelson, Ann Clayton, Kelly Waldo
and Claudia Stedelin all brought, in varied degrees,
that all important human ingredient.

Harrelson’s Beatrice, the mother and central
figure of the play is a sympathetic yet frightened
character. Beatrice's sensitive and anxious tempera-
ment is turned into angry helplessness. She feels as
though her life stagnated and sees no hope ol im-

Ann Clayton’s Tillie, the high school daughter of
Beatrice, is a timid and frightened character. She has
escaped the angry helplessness of her mother by im-
mersing herself in science. She is the one who grows
the atomicly exposed marigolds that directly and in-
directly create the main conflict between the two
daughters and the mother.

Kelly Waldo's Ruth, the other high school daughter,
the same age or one of two years apart from Tillie,
exhibits the traits of her mother without having been
softened by helplessness. Ruth is the most fearful and
kinetic of the characters. She is always in a state of
aggravation. Her feat and aggravation reaches its
climax when she lapses into epilepsy.

Freda Bea Cook’s Nanny, the only one of the elder-
ly boarders to be seen in the play, is nearly verbatim
the image of the decaying old woman. She must be
helped to do the simpliest activities. Her presence

Bl -

A SMALL WORLD: Beatrice (center, portrayed
by Helen Harrelsor and Ruth (right, portrayed
by Kelly Waldo) confront each other in the
Lindenwood Theatre production of “The Effect

of Gamma Rays On Man-In-The-Moon
marigolds,” the story of a mother and tweo
daughters caught in a depressing scheme of
life. Tillie (feft, portrayed by Ann Clayton)
wisely stavs out of the conversation.

Claudia Stedelin’s Janice Vickery, a science fair

“competitor competing with Tillie, is a recognizable

high school personality. The audience rapidly
recognized the conceited, awkward and high-strung
high school personality the role suggested. The role, a
comic one, created appreciative, knowing laughter in

The set, acting, lighting and sound make it easy for the au-
dience to ‘suspend reality and accept the world of marigold.”

gives Beatrice a chance-to expose her angry
helplessness in its purest form. Nanny is Beatrice's
“half corpse” that she is charged with taking the
responsibility for. - , ,
Marigold, though competent and convincing, is a
product of human effort and not consistent in quality.
The high-pitched emotion and tension waned in
selected spots. The over-all striking quality created a
flow of enjoyable action that made the audience

Bummloslos ablbo mallcablio siinmen ol mol el od o omes

the majoriy of the crows. It was a short play, only
three minues in length.

There was little fault to find with the set or the ex- -

ecution of ight and sound. Any technical difficulties
were neirly imperceptible, but to say that there were
no difficulties would be to endow the preduction with
perfection,a very hard goal to reach.

All in al, the production made it easy for the au-
dience to lorget their day and enjoy a night at the

thealra
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