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I. Thesis Statement/Introduction 

To a chieve the physi cal environment of a dramatic 
production a comprehensi ve, lengthy process of artisti c , 
collaborati ·1e, and practi cal proceedures is a requis1 te 
framework f or the goals and occupation of s cenic design. 
It is criti cal at the outset of each production to 
recognize immediately the initial positi ve and negati ve 
inf luences, or "gi vens" whi ch a f fect the s cenic designer 
as artist and technician. Onc e these givens are clearly 
established, proceedures, unique to each production, may 
than ad·,ance artisti cally and techni cally toward the 
objecti ve of the speci f i c initial performance. 

II. Scenic realism: Org ins and notes on the modern realtionship 
to essential principles. 

III .Gi ·, ens 

A. The Production, The Ef fects of Gamma Rays on Man-in-
t he - Hoon MarigoI'ds by Paul Zindel to openMarch 7, 1978. 

B. 

1. The Play 

a. Characters 
b. Story line 
c . Set de s cription 
d. Script - ground -plan and blocking 

2. Author 

The 
The 

1. 
2. 
J. 
4. 
5. 

6. 

7. 
8. 
9. 

a. Biographical background 
b. Awards 

Theatre - Ross A. Jelkyl Perf orming Arts Center at 
L1ndenwood Colleges., St. Charles, Missouri. 

No fly space, all s cenery dead hung or suspended 
No wings, f ixed asymmetri cal walls 
A symmetri cal stage floor 
Opening, up stage center small eye possible 
Stage c,lube J4'-0 x J0'-0 approximately with adjustment, 
18'-0 max height. 
All s cenery must fit through opening 7'-0 x 6•8 11 and 
must be trucked from shop to theatre. 
Stage too high for comfortable orchestra viewing 
Stage too low for comfortable balcony viewing 
Poor sightlines left and right forcing special extra 
masking for all areas 



10. Construc tion shop small but with adequate tools 

C. Staf f 

1. 
2. 
J. 

D. Time 

1. 
2. 

One carpenter• exc ellent artist/techni c ian 
Prop person - exc ellent artist/techni c ian 
Student help inadequate number for the work nec essary 
(add carpenter) 

Adequate time for discussion and design 
Inadequate construction period f or this speci f i c 
c omplex project 

E. Budg et 

1. $3500 f or sets and props 
2. To build a realisti c set for this type theatre -

at least $ 3000 

F . Produc er 

1. Preconcei ved notions from past productions and possible 
design limitations due to potential artistic control 

2 . Final appro ·1al contingent upon budetary and artisti c 
a c c eptability 

G. Director 

1. Preconcei 7 ed notions f rom past produc tion 
2 . Direc tor's role to have ulti mat e artisti c control 

o f tota l produc tion 

H. Designer 

1. Resume 
2. Spe~ialty - this style of set and play 
3. Had not done, or read, or seen the play before 
4. Declaration o f artistic intent 

I . Proc eedures - ( Begun Dec ember 1, 1977) 

1. Literary influenc e and general impressions 
2. Inf ormation 

a. History (action bef ore the play) 
b. ~urr ent environment 
c. Spac e Requirements 
d. Style· and mood 

3. Subtext 
4. Movement/blocking 
5. Peripheral theatrical influences of lighting, 

costuming and sound 

B. Re search 



1. Trip f or Florida (1978) 
2 . Memory 

a. Father's tennants 
b. Father's old place of' business 
c . Industrial realesta te in Pittsburgh 

J. Pictorial Research 

~ . Conf erenc es Designer/Director 

D. Initial Design 

1. cumulative inf ormation combining gi vens, reading , 
resea r ch, conf erences, design instinct, and 
engineering learned and practi ced into intia l 
ground plan 

2 . Drawings a nd lists 

a . Prop list including dressing and f urniture 
b . Sket ch 
c.. Moulding 

E. Design Presenta tion to Produ cer and Direc to r 

1. Artisti c 
2 . Budgeta r y 
3. Practi cal 

F·. ~ng ineering a nd -::ost Clarif i cations 

1. Eng ineering ele':a.tions and deta il drawing s 
2. ~ost Additions and clarif i cations 

a . Stock 
b . 1~1aterials to purchase 
c . Items to potentially borrow 

G. Cons truction and P.ehearsal Period 

1. Staff operations 

a . Ca r pentry 
b. Prop 
c . Lights and costumes collaborations 

2 . Rehea rsal input/changes 

H . . r,ombining of artistic elements including set, props, 
lights, sound, costumes and a ctors. 



Evaluation at performance level 

A. Artistic 
B. Engineering 
c. Visual (see pictures) 
o. Personal 
E. Professional 

VI. Appendices 

A. Picture and floor plan from the script 
B. Designer floor plan 
c. Production calender 
D. Rehearsal schedule 
E. Designer resume 
F. Prop List 

Major furniture list 
Dressing notes 
Antique and furniture source information 

G. Designer sketch 
H. Moulding detail and price sheets 
I. Working drawings 
J. Production reviews 
K. 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~ 

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 
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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 envi ronment and the 

environment totally affects the director, lights, costumes, 

and most important the actors forming the basis for the 

entire production. 
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CHAPTER II 

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 ... ! 
chose ridiculous and ordinary minor characters 
to show the banality of everyday life behind the 
grim anguish of my heroes. In staging the play 
(Therese Raquin) 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.2 

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, 

1John 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. 

2Ibid., p. 2. 

3rbid., p. 2. 
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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 t~e 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 

painte9 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 

en~ironment, nor is a scene an environment, in any true 

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 

successors only when the acting area is treated as both 

geographically and psychologically distinct from the area 

occupied by the audience. 
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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. 11 5 

Antoine also counted on ceilings in relief and 

visible 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 

4G ' • • M d Th 20 assner, Directions in o ern eatre, p. . 

5 . 
Ibid., p. 20. 

6 



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 

the 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. 116 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. qnly an actual gulf between the 

stage 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
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. 

Rober.t Edmond Jones wrote," 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 i ,magine 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. 
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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. 7 

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.9 

I believe realistic modern scenic design then to be 

the product of the evolution and compromise of opposites~ 

From the inte n se r e alism and naturalism of Antoine to the 

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

8Ibid, p. 76. 

9Ibid, p. 74. 
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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. 11 10 

lOJones, The Dramatic Imagination, p. 76. 
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CHAPTER III 

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 
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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 life) 

despite threats to her development. 

Without a detailed study of the text the numerous 

specific influences and indications in the script cannot 

come to light . But it is important to note here that each 

character's input--what she say s, what she doesn't say, and · 

what others say about her- -provide hundreds of specific 

notations guiding the scenic designer to specific literal 

choices. In section III some of the character notations 

will be discussed. 

Inherent in many scripts is a written indication 

by the author as to precise elements of the script. In 

Marigolds Mr. Zindel provides a rather clear and concise 

description of the environment. 
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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 
which 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. 
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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.11 

This information provided by Mr. Zindel is very 

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 

costume and lighting designers should be positive 

But whenthat influence becomes restrictive, 

11Paul Zindel, The Effect of Garrana Rays On Man-In-The 
!!9on Marigolds (New York: Dramatists Play Service, 1970), 
pp. 5-6. 
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the designer should 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 

between director and designer. They offer solutions -

that may not be aligned with the givens of tne 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 

works 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 

plays. But in this case Paul - Zindel has lived the circum­

stances in his play. To understand Marigolds therefore, 

it is helpful to be familiar with his biographical information. 

Paul Zindel was born, May 15, 1936 the only son of Paul 

and Betty Beatrice Mary (Frank) Zindel, on Staten 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 

assistant principal of a Staten Island public school. The 

boy never really knew ~is father, a New York City policeman 
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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 

his 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 

also 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 cha~acter 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 
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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. cegree 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 coliege 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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writer for a chemical company, commuting daily to 

hattan on the Staten Island ferry. The work was not 

specially challenging, and when he found he was spending 

at the movies than at the library, he resigned 

a teacher of chemistry and physics at Tottenville 

in a realtively rural area of Staten Island. 

he once said in a press interview that teaching 

appealed to 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 

on April 14, 1964, was a one-night flop. His next play, 

The 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-O'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 de signer whose task is to create a specific 

environment. 

The stage and auditorium combination is a compilation 

of theatrical forms: a proscenium and thrust or apron stage.· 

Ninety percent of the audie nce 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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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 

its partial thrust stage form requires more complex 

d difficult masking and that this requirement forces 

itional restriction on the production's budget. Or in 

words, more scenery is needed on the same budget. 

Another sight line difficulty is noted as the designer 

ntemplates using platforms or stairs to raise portions of 

e playing space either for the requirements of the play, 

in Marigolds or to create visual interest in the setting 

din the movement or blocking of the actors. The balcony 

erhang is the problem in this case. If the platforming 

s raised to a realistic second floor height of approximately 

three or four rows of orchestra seats are 

the actors above their knees. Conversely, if 

e director wishes to place the actor downstage on the thrust 

a kneeling or sitting position the audience in the balcony 

be unable to see them at all while creating uncomfortable 

for the front orchestra patrons who must look almost 

to see the action. In short the stage is too high 

viewing and too low for adequate 

sight lines. 

The solution seems simple: play the action in the 

of the stage without raised platforms. Unforunately 

e staging requirements of plays simply cannot allow this 

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 

pieces 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 

most 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 

areas, affording no wing space for scenic movement of 

expansion and forcing realistic environmental scenery into· 

Very 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 

Walls are too close for effective distance. 3) The asymmetrical 

quality of the floor, downstage, (see Appendix B) again restricts 
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Its shape is not universal and must be dealt 

production in this space. At the time when 

presented no standard adequate stage plugs 

additions existed and therefore they had to be 

for the piece; again, this meant adjusting 

the theatre space needs rather than necessarily 

the scenery. 4) By the time of the Marigolds 

scene shop, although small with no storage 

or paint space, had been adequately equipped with acceptable 

Of note however, is the fact that all items built 

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 

so that-scenery must be carried down a hallway and through 

the orchestra seating area 7 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 

a 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 p~rtion of the overall 

problem and act as guidelines toward the solution and final 

product. The space must not overpower the audience but 

be 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 

the 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 

given enough time. The costume and lighting ._designers, 

Sue Butcher and Michael Pule, with whom the scenic 

designer must communicate, were capable of total independence 

and needed no prompting from the designer. 

The student group, however, although willing and 

eager to work and learn were essentially unskilled and 

untrained and the level of competence which they were able 

to bring to the project began to affect the planning in 

terms of the staff being able to accomplish the building 

&nd setup within the time frame. A second carpenter was 

hired in tight of this situation to assist the T.D. The 
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udget, however, would not allow additions to staff to 

ssist the prop master/painter which would affect the total 

roduct during the put-in and setup. It would also adjust 

role during construction as the need for 

to assist in the prop area became clear. 

During the construction period the necessity for 

nstant adjustment is clear. To accomplish the goal of 

completing the scenery and props prior to first performance, 

be the most adjustable and malleable of the 

elements of production and are usually therefore, upon whom 

greatest burden is placed. The budget and calendar 

set and neither the theatre nor the play can be altered. 

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 

be 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 reality 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 

begun in December lending an adequate six week 

period to the director/designer process. This 

perhaps the most critical portion of the total 

because during this period most of the decisions 

rtinent to the production are made. This time period 

t be provided and protected at all costs or the production 

ould have a weak base which may mean weaknesses and 

congruities during the later production period. 

Second, the production portion of this calendar 

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 

this staff and for the given budget is approximately 

The production schedule was planned accordingly 

period, January 30 through February 25 was set aside 

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

ing t~e assumption that th~ scenery working drawings would 

ready, that the scenery could be built in the time 

rring difficulties with materials procurement, and that the 

projections were accurate and complete, every­

should proceed as planned. 

Third, the setup and rehearsal portion of this 

calendar should follow both the givens of first performance 

dlines and the average time needed for this theatre to 

The Jelkyl Theatre and its staff under 

current Producer (given the technical restrictions previously 
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require approximately ten days between put-in and 

performance. In this case the total possible time 

days and into that period the compilation of all 

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. In this case an interior 

realistic environment is the given element influencing all 

further components. Scenery of this type takes a given 

money based on the production department's 

philosophy concerning the quality of scenery 

and the inventory of stock, theatrical equipment and raw 

The basic philosophy of this -production group is 

construct the finest scenery possible based on their 

personal professional experience and a need in their personal 

development to reach for that sort of quality. Numerous 

Other college groups which are imbued with similar budgets 

are either not possessed with the need or zeal for quality 

or their professional orientation is not such as to require 

such perfectionism. This need for perfection is expensive. 

Adding to the meticulousness the givens of the production, 

budget for any realistic set including props would 

four thousand dollars. The size of the stage, 
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the scenery must be to be transported, the 

oscenium-thrust problems of masking and sightlines, 

there was no stock, helped force the 

to these proportions. 

The budget provided by management for this particular 

duction of Marigolds was $3500. It would be up to the 

and staff to carefully plan all the specific 

of the set and props to stay within the budget as 

still make possible the quality desired by all 

ticipants. 

The Producer 

In relating the givens the influence of the producer, 

• Wesley Van Tassel, over the total production must be 

It is he after all whose vision sets in motion 

overall production, provides its philosophical intent, 

its staff, and provides the budget break down from 

the director and designers work. It is also he who 

the power to execute final artistic decisions 

be. 

The question is to what degree should or must the 

ucer trust the persons that he has employed and at which 

he exercise his rights as employer . to sway decisions 

At this point Dr. Van Tassel enters the design 

ss as a given. Prior to January of 1977 he had 

uced Marigolds for another theatre company. A certain 

therefore, existed that certain preconcieved 

that past production could act upon the design 
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