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PROSPECTUS 

In late spring of 2007, I was given permission by Lindenwood University's Theatre 

Department to do the lighting design and master electrician work on a show for my thesis. The 

show that was assigned to me was Noel Coward' s play Blithe Spirit, which was directed by 

Professor Larry Quiggins. In June of 2007, I started reading the script during my lunch breaks 

while working for the state of Missouri at the August A. Busch Memorial Conservation Area 

Range and Outdoor Education Center as a Range Aid for the Archery and Shooting Range. As I 

read the play I enjoyed the story and I began brain storming ideas. 

I enjoyed being able to research into Noel Coward's background to discover that he 

comes from a wide array of talent, that he did go to theatre as a child, enjoyed acting, and that he 

cared about what was going on in the world. He cared enough in all of the tragedy of WWII that 

he wrote a play for his fellow patrons of the theatre to enjoy themselves without worries about 

the outside world. 

Through all of the trials and tribulations of this entire process having to collaborate, I 

enjoyed working with Larry Quiggins, the director, and Donnell Walsh, with his scenic design. 

When it was necessary, Donnell and I agreed on things that pertained both to lighting and scenic 

aspects, such as the wall sconces and chandelier. Donnell decided to have beams sitting on top 

of the set that act as the rafter beams that one can see in an old English country side house. I 

knew roughly where the beams were to be placed and that I only had so much clearance to work 

with, around where the beams were placed in order to get the right angle for these certain areas. 

There was a setback of my first concept of my light plot idea with the denial of renting 

equipment, although through my years here at Lindenwood Marsha Parker, the dean, has always 

said it would be alright to rent equipment for my thesis show, but of course, when it came time 
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for it she said no, all because of the new building being put up, she doesn't want students 

learning in the old theatre with new equipment. 

Having Larry as my thesis director was great. His attitude from the beginning when I 

told him of my first idea was that he did not put me down and he liked the idea of the moving 

lights, color scrollers, and the auto pilots. Larry trusted me to do my job as Lighting Designer 

and also he wanted me to tell him what I and the equipment were capable to do when it came 

time for Technical Rehearsals. 

My thesis paper is divided into six chapters; the life of Noel Coward, the aspects of 

lighting equipment in the 1940' s and current modem day equipment, the script analysis of a 

lighting designer, the light plot, and finally, my reflections and the input from others throughout 

the process. Following the chapters, there are appendix pages of all the paperwork for Blithe 

Spirit followed by the show pictures. 
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CHAPTER ONE 

ONE OF THE TWENTIETH CENTURIES GREATEST PLAYWRIGHTS 

During the twentieth century, many playwrights emerged such as Eugene O'Neil, 

Tennessee Williams, Arthur Miller, Samuel Beckett, Joseph Kesselring, and Noel Coward. All 

of these playwrights were great for the theatre in their own unique way. One of these 

playwrights, Noel Coward, was born into a family that can be traced back to the late seventeenth 

century. The family lineage was full of talent, carried down through out the years, from which 

Coward received his talent for the theatre. A very mischievous boy growing up, Coward was 

first introduced to the theatre by his mother. Coward first displayed his talents for the stage 

when he was a child, and it led to his becoming a playwright in his early years. He evolved into 

one of the twentieth century's greatest playwrights and that brings us to one of his well known 

plays, Blithe Spirit. 

The Veitches, on Noel's mothers side, and Cowards, on Noel's fathers side, were two 

families tied together with the trait of seemingly unending talent. A brilliant and talented actor, 

playwright, and director, Noel Peirce Coward was the second son of Arthur and Violet Coward. 

Coward's mother, Violet Agnes Veitch, was born into a noble and military family. Her father, 

Henry Gordon Veitch, a lieutenant in the military for twenty years, had attended the Royal Navel 

College at Dartmouth. Henry was talented in architecture and as an amateur architect he 

"designed and built the English Churchi ... " (Hoare 3). Noel Coward's grandfather on his 

father's side, James Coward, sang in the choir at Westminster Abby. James was an organist for 

Lambeth, a church; St. George's Church, Bloomsbury; the Sacred Harmonic Society; the Grand 

Lodge of Freemasons2
; and for the Crystal Palace as the resident organist (Hoare 7). He also 

worked as the conductor for the Westminster Abby's glee club (Hoare 7). Both Henry and 
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James passed away leaving their large families behind. Henry Veitch passed away in 1863 

suffering from bronchitis caused by his asthma (Hoare 4). James Coward died from tuberculosis 

but left his family with a will, resulting in some money left to the family (Hoare 7). The 

Veitches struggled with finances as a result of Henry's passing, for he did not leave them with a 

will resulting in the family always having to move. Due to financial difficulties, Violet would 

sing and play the piano for the family and for any guest that would visit. She would only charge 

them a penny a song, making sure she received her payment in advance (Hoare 5). 

James Coward's talents as an organist were carried down through the family since 

Coward's father also sang and played the piano. The Coward family and the Veitch family were 

known for moving their families around and both ended up in Teddington, England, at the same 

time. Both families attended St. Albans Church where Violet and Arthur met singing in the 

church choir and were married on October 8, 1890 (Hoare 8-9). They had their fust son on 

August 1, 1891 , Russell Arthur Blackmore Coward. Russell was named after his godfather, R.D. 

Blackmore, the author of Loma Doone. He developed the talent for music very early in his life. 

However, at the "age of six and a half, Russell developed [ spinal] meningitis. It killed him 

within days" (Hoare 10). 

In the morning at 2:30 on December 16, 1899, Violet gave birth in Teddington, England, 

to her second son, Noel Peirce Coward (Hoare 10). His parents gave him the name ofNoel 

because he was born "so close to the Christmas season" (Hoare 11). Noel ' s middle name, 

Peirce, came from a close friend of the Veitches who lived in Harlesden. "Jessie ('Flower' ) 

Peirce was his godmother and the cause of a second name which apparently Coward dismissed 

as soon as he could pronounce it" (Hoare 11 ). 
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Coward's first real taste of the theatre was in 1904 at Brighton, England. Violet allowed 

him to see matinee shows such as revues and musicals that were suitable for children (Hoare 12). 

On December 26, Boxing Day, Arthur's mother Janet passed away from cancer (Hoare 11). 

Violet and Arthur had their third son on July 12, 1905, Eric Vidal Coward. Arthur began a new 

job working for Payne's, a piano firm (Hoare 13). 

Noel spent his childhood playing with friends in the neighborhood where he would be the 

sort of ring leader who would cause trouble such as pestering the park keepers by roller skating 

on the park pavement (Hoare 15). Coward did have a favorite toy as a child: a miniature 

auditorium in which he would recreate Cinderella and Black-eyed Susan. The miniature was 

made of cardboard cut-outs; his father helped him to paint the scenery (Hoare 15). 

In 1905, Coward began to attend school in Sutton, England. However, his mother 

removed him from school when the teacher refused to tie his shoes, because she had no success 

on teaching her son how to do it. At the age of six he began attending St. Margaret's, a girl's day 

school. He would often sneak out of school to go home. Miss Willington, the headmistress, 

caught him one day; in order for Coward to escape, he bit her "arm down to the bone" (Hoare 

13). Coward states in later years that it was "an action ... which I have never for an instant 

regretted" (Hoare 13 ). 

Despite this action, Miss Willington had Noel sing at a school concert to which she 

invited a few artists from London (Hoare 13). She did this so the young Coward would have an 

incentive to perform. Gwen Kelly, a school friend of Coward's mother, introduced him to music 

by way of singing and playing the piano (Hoare 14 ). 

Arthur, Noel's father, lost his job with Payne's. As a result, the Coward household 

became a place cramped full of people with sounds of bickering. Due to the fact that money was 
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tight, Violet rented out rooms to have some income for the family. Yet another tragedy struck 

the family on November 27, 1908, when Violet's mother Mary Veitch died. Unlike her husband 

Henry, Mary left a will with the sum of £1,519 19s 8d, about $3,064.67 today, that was to be 

divided among her four children. The money allowed Violet to send her second born son in 

1909 to the Chapel Royal School located in England. Coward was also starting to perform at St. 

Albans in Teddington and attended a six-week course at Miss Janet Thomas's Dancing Academy 

in Hanover Square located in present day Westminster, England (Hoare 19). 

On July 23, 1907, Coward's first public appearance was at the end of a school term when 

he sang "Coo" from Lionel Monckton's A Country Girl (Hoare 13). At the age of three, Coward 

saw theatre for the first time at the Kingston's production of Aladdin (Hoare 12). His mother 

continued to take him to shows. His first paid acting job was in The Goldfish playing the role of 

Prince Mussel, where he received the "sum of one guinea" which equaled twenty-one shillings 

(Hoare 21-22). Following that last performance, the young Coward received an audition 

invitation for the Prince of Wales Theatre's production of The Great Name, in which he received 

the pay of two pounds a week for one spoken line (Hoare 22). "As a child actor under the age of 

fourteen, Noel had to acquire a license to perform" (Hoare 23). This was made possible by his 

mother's persistence and her eagerness for her son to be allowed to excel in something he was 

good at, even at his young age (Hoare 23 ). 

"Violet and Arthur watched (their son] from the stalls until four in the morning at the last 

dress rehearsal" of Where the Rainbow Ends (Hoare 23). The play was being performed "just 

before Christmas of 1911 at the Savoy Theatre" (Hoare 23). Where the Rainbow Ends was 

being financed massively to rival Peter Pan. This was due to the fact that the Savoy Theatre was 

the first theatre to be electrically lit (Hoare 23). "In 1881 the Savoy Theatre in London opened 
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with an electric lighting installation. It used 1158 incandescent lamps, of which 824 were on the 

stage, controlled by six dimmers" (Pilbrow 1027). 

As one can see, Coward' s acting career started at a young age where he was influenced 

by the stage and his mother more so than his father. Coward suffered several accidents 

throughout his life; in Teddington a horse came at him hitting his head; a terrier bit him in 

Sutton, resulting in a permanent scar on his leg; and a horse bit his ear in Bognor. Yet, in Meon, 

he suffered his most serious accident when out in the sea he stepped on a bottle that "severed the 

artery between his toes" (Hoare 19). This led him to reading and writing which he was able to 

do while he was healing at Hampshire orchard. This is where he wrote the first plays of his 

career (Hoare 18-19). 

Noel Coward wrote many plays throughout his life. "Post-Mortem, in which a dying 

soldier at the front returns to visit the London he died to save, went unperformed until 1968 -

though it had been written in 1930 by ... Coward ... " (Trussler 280). The time of its completion 

was too close to the post-war of WWI and close to the beginning of WWII, and the play would 

have been difficult for the theatre patron to deal with because its contents were so close to home. 

Coward turned from actor to writer to director very quickly. Basil Dean directed Coward' s plays 

Easy Virtue (1924) and Home Chat (1927), even though Coward really preferred to direct his 

own plays (Trussler 286). 

Three of Coward' s plays that he is most known for are Hay Fever (1924), Private Lives 

(1929), and Blithe Spirit (1941 ). Coward wrote Hay Fever and Private Lives during the postwar­

era of WWI. The third play that he is most known for, Blithe Spirit, was written in 1941. 1n the 

introduction to Coward' s Three Plays: "Blithe Spirit," "Hay Fever," "Private Lives," Robert 

Hoare states that Coward wrote: 
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In his diary for April 22, [1941, Coward] noted that he had spent the morning 

"discussing financial troubles, which are considerable. Also discussed play as 

possible solution. Title: Blithe Spirit. Very gay, superficial comedy about a ghost. 

Feel it may be good." Ensconced in a bungalow, Coward promptly wrote the 

comedy in seven days (6). 

Coward wrote, Blithe Spirit during the beginning stages of WWII. The play has a light and 

spirited atmosphere that touches on death but not in a manner that would prevent people from 

wanting to see the show. Since England's citizenry had been going about their daily business 

while bombs where going off around them, Coward decided not to talk about the war in his 

script. Blithe Spirit along with Arsenic and Old Lace by Joseph Kesselring both dealt with 

death when the world was at war. These two playwrights accomplished dealing with the topic of 

death by keeping the humor throughout the text and without mentioning the war, as if the 

characters of these two stories were not experiencing a world war. These two plays continued 

their runs in England regardless of the bombing that made many theatre companies disband. The 

theatre companies and the audiences ignored the fact of the war and still performed and attended 

great theatre (Trussler 301). 

Blithe Spirit: An Improbable Farce in Three Acts is true to the definition of farce3 which 

is clearly seen throughout the play. The play takes place in England's countryside in Kent at the 

home of Charles Condomine's in his living room. As the play begins, the audience discovers 

that Charles and Ruth are having guests over for dinner. Following dinner there will be a seance 

conducted by one of the guests, Madame Arcati. Charles writes novels and wants to research 

what happens during a seance and how the medium works with connecting to the other side. 

Along for the entertainment and comfort for Madame Arcati, Charles invites his friend Dr. 
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Bradman and his wife for the evening. By the end of act I scene 1, everyone has met one 

another and dinner is over. 

The beginning of act 1 scene 2 is when the first seance happens, and following that the 

Condomine' s household is turned upside down when they have to deal with Elvira, Charles' first 

wife, who comes back as a spirit to visit. The top of the second act is the following morning 

after the dinner party. Ruth still does not know about Elvira as Charles makes several attempts 

to convince her but she believes he has an alternative motive even when Elvira carries flowers 

across the room and closes the doors right in front of her face. In the next scene, Ruth invites 

Madame Arcati over to speak with her about the seance. Ruth ends up offending Arcati and she 

refuses to help. Charles, Ruth, and Elvira end up having an argument but Charles gets stuck in 

the middle since Ruth cannot distinguish between when Charles is talking to her and when he' s 

talking to Elvira, and she cannot hear what Elvira says to her. At the end of the scene, Edith, the 

maid, experiences seeing Elvira' s presence for the first time when she walks in the room and a 

record begins playing with no one around. 

In the next scene, a few days later, Dr. Bradman comes over to check on Charles because 

Charles hurt his arm. Ruth becomes suspicious of Elvira trying to hurt Charles and suspects she 

wants to kill him so she can be alone with him. Charles does not believe Ruth for he believes 

that Elvira would not do such a thing. The plot continues to increase when Elvira ends up killing 

Ruth in a car accident, though she meant to kill Charles so they could be together. As Charles is 

trying to confront Elvira about it, she runs off to the garden but Ruth is there waiting, and the 

two spirits fight. 

The third act begins a few days later; Madame Arcati comes unannounced to speak with 

Charles because she has felt some sort of trouble, so she rushed over, and now she can sense 
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Elvira. Elvira's affairs from when she was living and married with Charles are brought out in the 

open. Madame Arcati decides to exorcise Elvira and Ruth from the house and send them back to 

the other world. In the final scene of the play, Madame Arcati is still performing the seance and 

cannot exorcise them away. So the simple suggestion Madame Arcati makes to Charles is to 

leave Ruth and Elvira to haunt the house. 

Yet, the big question throughout the entire play is who wanted Elvira to come back. Ruth 

and Elvira do not believe that Charles did not want to see Elvira again. They find out, in fact, it 

was Edith, the maid, who actually is the one who thought of Elvira during the first seance after 

she overheard Charles and Ruth talking about her. 

Through the excitement of it all, the truths are discovered about when Elvira was alive 

and unfaithful. Elvira now tells Charles that she had affairs. I believe Coward had used this as a 

reflection of his mother. Coward's mother had many suitors growing up "a figure as strong and 

as close to him as she was would naturally emerge in his work" (Hoare 5). Violet, a very 

determined mother, who wanted the best for Coward, seemed to be a strong headed and a laid 

back woman at times. This is a sure reflection as one can see in Blithe Spirit and his other two 

works mentioned earlier Hay Fever and Private Lives. In Hay Fever, I can see Violet in the 

character of Judith. Judith is the mother and she gets carried away a lot and is a very-over-the 

top and eccentric woman. Similarly, in Private Lives, the characters of Amanda and Sibyl during 

the play appear to be completely opposites. Amanda is high strung, and Sibyl is quiet and 

feminine. Yet they both end up having the same personality in the end. 

Coward was also influenced by Hector Hugh Munro, writer of the short story "Beasts and 

Super-Beasts." Hoare says of Munro that: 
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The writer's elegantly tailored short stories, sometimes just a page in length, were 

society-set vignettes or more sinister tales, but usually featuring brilliant, cynical 

and well-dressed young men, a world already threatened by the changes of the 

war. Coward later wrote in appreciation of his literary hero: 'His articulate 

duchesses sipping China tea on their impeccable lawns, his witty, effete young 

heroes Reginald, Clovis Sangrail, Camus Bassington, with their gaily irreverent 

persiflage and their preoccupation with oyster, caviar and personal adornment, 

finally disappeared in the gunsmoke of 1914' (Hoare 41 ). 

Munro says that "there is one thing I care for, and that is youth" (Hoare 41 ). "Such themes - the 

predominance, almost arrogance of youth - would inform Coward's dramas, and [Munro's] style 

permeated his comic work, in short stories, verse, and plays from I'll Leave It to You ... " (Hoare 

41). 

In 1973, Coward was to dine with Geoffrey Johnson, Graham Payn, and Cole Lesley that 

evening but did not. Apparently he came down and said "Goodnight, my darlings" and dined 

alone and went to bed (Hoare 517). Around 6:00 am on Monday, March 26, 1973, Coward was 

found lying on the bathroom floor rubbing his chest, moments later he passed away (Hoare 517). 

Noel Coward, one of twentieth centuries greatest playwright has works that still today show a 

lifetime of achievement: from a boy who grew up involved in the theatre, to a brilliant man who 

lived through two world wars, and who continued his family heritage. Noel Coward, left us with 

a look into his world through his great works such as Blithe Spirit. 
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CHAPTER TWO 

1940 VS. CURRENT LIGHTS 

In an e-mail that I sent the European branch of Strand Lighting, I asked Bill 

Richards of Products and Marketing what lighting equipment Strand Lighting would have 

supplied in 1941. Bill Richards responded saying that, "the mass produced lanterns that 

we commonly know of these days, only appeared in the 1950's so it would have been 

fairly old stuff' that was used in 1941, when Blithe Spirit was first produced at the 

Piccadilly Theatre in London (Richards). 

As I mentioned in chapter 1, "In 1881 the Savoy Theatre in London opened with 

an electric lighting installation. It used 1158 incandescent lamps, of which 824 were on 

the stage, controlled by six dimmers" (Pilbrow 1027). According to London Theatre 

Direct Ltd., "This first theatre[, referring to the Savoy] is noted for being the first public 

building in the world to be lit entirely by electricity - which had the distinct advantage 

over gas lighting which was both oxygen burning and heat producing!" (History of the 

Savoy). 

Noel Coward's Blithe Spirit opened on July 2, 1941, at the Piccadilly Theatre. 

Coward states in his diary entry for July 12, 1941, that he "saw part of Blithe Spirit. Good 

house. Performance all right except for Margaret Rutherford" but mentions nothing 

about the technical aspect that the show had (Coward, The Noel 8). On October 20, 

1941, Coward went to the theatre to see the show again, but does not mention much about 

the performance. Yet he was able to speak with Churchill about the war (Coward, The 

Noel 11). 
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After the show ran at the Piccadilly Theatre, it transferred to the St. James Theatre 

and then settled in at the Duchess Theatre till its l ,997th performance, which was its last 

(History of the Duchess). In Noel Coward's diary (one can read an) entry for March 9, 

1946, (in which) he stated: 

Went to the last performance of Blithe Spirit. Packed house and gala 

atmosphere. I made a speech. It was a sad occasion, because it really 

could have gone on running for another year. However, four and a half 

years is a nice enough run. Binkie gave a party at the Savoy afterwards. 

Home much too late (Coward, The Noel 53). 

I believe that if Coward had an opinion on the technical aspects as much as on the 

directing side, he would have written about what he liked or disliked in his journal 

entries. Since he did not, I assume that as a brilliant man he would not be intimidated by 

the lighting that was available in 1941 because the lighting was so important for the 

show, Blithe Spirit. 

Before 1936, stage lighting in the theatre did not consist of the light fixtures we 

use today. The fixtures used contained an arc light, which was a form of limelight. In 

the theatre when the director tells the actor to find their limelight, that means the director 

want the actor to find the hot spot of the light on stage, which is the brightest part of the 

fixture's light beam. In 1807 the carbon arc lamp was introduced by Sir Humphry Davy. 

The carbon arc lamp began to replace the original arc lamp in the modem theatre during 

this period. At this time, the theatres in England and the United States would have been 

using the piano-convex spotlight (Wild 3 and Parker 470-472, 589-591). "It consisted of 

a simple metal housing containing a spherical reflector, a lamp, and a lens. The lamp and 
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reflector could be moved forward or back in order to increase or decrease the diameter of 

the beam oflight" (Parker 471-472). 

In 1911, Thomas Edison introduced a "concentrated filament lamp" (Wild 3 ). 

When theatrical lighting was first being developed in England, The Strand Electric and 

Engineering Company was founded in 1914. Since the beginning, this company had the 

experience and helped develop the way of lighting for the future. 

In 1929, the Kliegl Brothers introduced the Fresnel "Fre nel" lens spotlight which 

was invented by Augustin-Jean Fresnel. The Fresnel was much like a piano-convex lens 

that would crack under the heat of the lamp. The glass lens for the Fresnel was changed 

into a lens with ridges cut into the circle side of the lens like a step with the flat side of 

the lens facing in toward the lamp. The lamp and reflector could now move further away 

from the lens or closer to the lens without cracking. This gave the Fresnel fixture the 

capability to be focused as a flood with the lamp and reflector closest to the lens, or 

focused down to spot, with the lamp and reflector further away from the lens, both 

focuses with a fuzzy light beam outline. The field angle of the light is what determines if 

the focus is in a flood or a spot. An example of this would be a flashlight. If one shines 

the light on the wall one sees a circle of light, look across the diameter of the circle 

starting from the left edge. This starts the field angle, which is not the brightest part of 

the lamp. As you move across to the middle, the light becomes brighter and that is the 

start of the beam edge, which is the brightest part of the lamp called the hotspot, also 

known as the limelight. This applies to all stage lighting. When the Fresnel is in flood 

that means that the lamp is in its widest field angle. When the Fresnel is in spot that 

means the lamp is in its smallest field angle. 
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The P-C, a United States term for piano-convex, gave the founding stages for the 

light fixtures we use today. The ellipsoidal reflector spotlight (ERS or Leko) was 

introduced in 1933 by the Kliegl Brothers, with their light Klieglight, and Century's light 

called the Lekolight (Wild 3). For a time the ERS lens was the same as the Fresnel. Both 

use the step lenses but due to the fact that the ERS lamp would reflect the step pattern on 

to the stage, it wouldn't work because it created lines that would show up on everything, 

creating dark spots. The ERS was changed to have two piano-convex lenses; this was 

because under the heat of the lamp the lens is less likely to crack. The klieglight that was 

used in 1926 was eight inches and had a one thousand watt spotlight. 

From here on out, lighting development was on a holding pattern. This means 

that when Blithe Spirit was first performed in 1941, it used these lights. When Noel 

Coward's Blithe Spirit opened at the Piccadilly Theatre in London, the light plot 

consisted of flood lights like the Fresnels and spotlights, like the Klieglight. About 14 

spotlights were hung from battens; 6 spotlights on the FOH, 5 floodlights, and 6 

practicals were used (Coward, Blithe 90). The colors that were used in the fixtures were 

the colors of white, amber, pink, green (which was used for Elivra's special at the end of 

act 1 scene 2) and the show had a total of twenty-nine light cues. 

In the 1950's, the stage fixture development was on hold. However, the lamp 

development continued being stronger. The lamps created were the incandescent lamp; 

Edison developed a standard version in 1879. This lamp is the same that we use today, 

which would be a standard incandescent lamp or the tugsten-holgen lamp, with slight 

variation throughout the modem times to have the lamp base fit in the housing unit. 
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Lighting fixtures that we use today are all based on these early developments in the late 

nineteenth and the early twentieth centuries. 

Since the new invention of lamp quality and life, this is the approximated usage of 

lamp hours that they will last for, and the variety of fixture styles and the use of all 

different types have increased since the I 950's. The modem theatre equipment that we 

use today consists of a variety of fixtures, lamp wattage, and color usage. Today's 

lighting designers can choose from a Fresnel, spotlights, pars, border lights, follow spots, 

and moving lights. 



CHAPTER THREE 

LIGHTING DESIGNER SCRIPT ANALYSIS 

Blithe Spirit 
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(Note: All citations are from Noel Coward. Three Plays: "Blithe Spirit," "Hay Fever," "Private 

Lives." New York: Vintage Intl., 1999.) 

In order for a lighting designer to design the light plot for any given show one must read 

and analyze the script and look for the given circumstances. The given circumstances in a script 

are three major points that are researched by a director. "This material includes (1) 

environmental facts (the specific conditions, place, and time); (2) previous action (all that 

happened before the action begins); (3) polar attitudes (points of view toward their environment 

held by the principal characters)" (Hodge 18). However, the lighting designer only needs to 

analyze the first category. The reason for this is because the previous action and the polar 

attitudes are needed only for a director's script analysis, for these two categories relate to the 

actors and their actions, not the technical aspects of what is required for atmosphere or how to do 

a light plot. The environment facts of any given play are needed for the performers and artistic 

staff to understand what the playwright's original intent and the story of the play. 

GIVEN CIRCUMSTANCES 

I. GIVEN CIRCUMSTANCES 

A. ENVIORONMENTAL FACTS 

1. GEOGRAPHICAL LOCATION 

STAGE DIRECTIONS: "The scene is the living room of the Condomines' 

house in Kent. The room is light, attractive and comfortably furnished" 

(11 ). " The Condomines' live in Kent, England, in the country side. 
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MADAME ARCA TI: "That cuckoo is very angry" (27). The mention of a 

cuckoo gives information about the area on England. 

STAGE DIRECTIONS: "At this moment Elvira comes in from the 

garden, carrying an armful of roses. The roses are as grey as the rest of 

her" (54). This line gives information about the outside of the 

Condomine's house, that they have a garden, giving a bigger description 

of the landscape. 

CHARLES: "I shall most likely dress for dinner while I'm upstairs -you 

can read the Tat/er or something" (71). The key word in this line is that 

there is an upstairs to the house, giving a wider description of the house. 

STAGE DIRECTIONS: "Ruth is standing by the window drumming on 

the pane with her finger" (72). The important factor in this line is the 

window. 

CHARLES: "Hallo - hallo - yes, speaking- I see - the bridge at he 

bottom of the hill - thank you ... " (81 ). This line suggest that the area has 

hills. 
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2. DATE 

STAGE DIRECTIONS: "When the curtain rises it is about eight o'clock 

on a summer evening" (11 ). The time of year is important here, letting the 

reader know that the season is sµ.mmer, at the beginning of the play in act 

1 scene 1. 

STAGE DIRECTIONS: "There is a wood fire burning because it is an 

English summer evening" (11 ). At the top of act 1 scene 1, the time tells 

the reader that the play begins in the evening and the fire is going because 

in England the summer nights become cold. 

MRS. BRAD MAN: "You know I'm right, darling - it's past eleven" (38). 

The time suggest that since the beginning of the play, time has past to the 

late evening hours. 

STAGE DIRECTIONS: "It is about nine-thirty the next morning. The sun 

is pouring in through the open French windows" ( 46). This is noted at the 

top of act 2 scene 1, suggesting to the reader that it is about mid morning. 

RUTH: "It's clouding over" (52). The line informs the reader that the 

weather is changing. 



Robinson 18 

STAGE DIRECTIONS: "The time is late on the following afternoon. 

When the curtain rises Ruth is sitting alone at the tea table, which is set in 

front of the fire" (59). The line tells the reader that the play is moving on 

over a few days and that in the afternoons in the English country side that 

it begins to get cold, since the fire is going, at the beginning of act 2 scene 

2. 

STAGE DIRECTIONS: "The time is evening several days later" (72). 

This line tells the reader that the time of day is evening for act 2 scene 3. 

RUTH: "No, it's still pouring" (72). The line tells the reader that it is 

raining outside. 

STAGE DIRECTIONS: "The time is evening a few days later. Charles is 

standing before the fire drinking his after-dinner coffee." (83). This line 

tells the reader that at the beginning of act 3 scene 1, the time of day is 

evening, just after dinner. 

STAGE DIRECTIONS: "When the lights go up again several hours have 

elapsed" (97). ELVIRA: "It will be daylight soon" (97). CHARLES: 

"Ten past five!" (100). STAGE DIRECTIONS: "Charles pulls the 

curtains and daylight floods into the room" (106). At the beginning act 3 

scene 2, the last scene of the play, is a continuation of the time of day 
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mentioned in the previous stage directions. The scene begins hours later, 

but it would still be dark inside the house, it spite of Elvira mentioning 

daylight soon happening. The important fact is that they recognize it is 

truly morning when Charles pulls back the curtains. 

3. ECONOMIC ENVIROMENT 

STAGE DIRECTIONS: "On the right there are French windows opening 

on to the garden. On the left there is an open fireplace" (11). The 

reference to the furnishings and the French doors suggest that they have 

money, as does having a fireplace in their home. 

RUTH: "And when you' re serving dinner, Edith, try to remember to do it 

calmly and methodically" (12). The fact that the Condomine' s can afford 

a maid suggests that they are not poor. 

RUTH: "She' s probably on one knee in a pre-sprinting position waiting 

for cook to open the kitchen door" (18). The mentioning of having a cook, 

suggests that they can afford to have a cook as well as a maid. 

CHARLES: " ... I am planning for my book must be a complete imposter, 

that's one of the most important factors of the whole story" (19). Charles 

is not suffering from money because he works as a novelist. 
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MADAME ARCA TI: " ... I presume that that is the gramophone, Mr. 

Condonmine? CHARLES: "Yes - would you like me to start it? It's an 

electric one" (29). These lines tell the reader that instead of a hand crack 

gramophone, the Condomine' s own an electric gramophone therefore they 

have electricity in their house. This is also an indication that they have 

money since not many people have electricity in their homes at this time, 

especially in the countryside. 

RUTH: "Listen, Charles - you just sit down quietly by the fire and I'll mix 

you another drink" ( 40). This line tells the reader that there is fireplace in 

the Condomine' s house, showing that they do have money. 

CHARLES: "I had intended to drive into Folkestone this evening-" (75). 

The line tells the reader that Charles has enough finances to afford a car. 

STAGE DIRECTIONS: "At this moment the telephone rings" (81). He 

can afford a telephone out in the country. 

4. POLITICAL ENVIRONMENT 

5. SOCIAL ENVIRONMENT 

STAGE DIRECTIONS: "Mrs. Bradman comes to Ruth - shakes hands. 

Dr. Bradman shakes hands with Charles" (18). The polite courtesy of 
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shaking hands and greeting the hosts or guest suggest that they are all well 

brought up respectable people and have good manners. 

RUTH: "I'm so glad - will you have some tea?" (60). This line lets the 

reader know that the social customs in England is to offer tea when having 

a guest over in the afternoon. 

RUTH: "This is a small village you know and gossip would be most 

undesirable" (62). The line tells us that social reputation is an influence 

on how one is perceived. 

6. RELIGIOUS ENVIRONEMENT 

CHARLES: "Oh, no - when I was a little boy an aunt of mine used to 

come stay with us - she imagined that she was a medium and used to go 

off into the most elaborate trances after dinner. My mother was fascinated 

by it" (19). The fact the Charles grew up with other religious influences 

and his mother not afraid to have Charles around tells us that he is not 

bound by religious law. 

MADAME ARCA TI: "Certainly not. I disapprove of fortune-tellers most 

strongly" "Too much guesswork and fake mixed up with it ... " (25). 

These line shows that she has a moral conscience and does not like to lie 

to people. 
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CHARLES: "Are you a ghost?" (40). This line shows that Charles does 

not have a strong religious belief because he acknowledges that there are 

ghosts. 







Fig. 27. (Right) Madame Arcati 

in front of the seance table 

kneeling in area "A". 

Fig. 28. (Below, left) Madame 

Arcati in front of the seance table 

kneeling downstage, while Ruth 
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Fig. 26. (Sitting) Ruth and 

Madame Arcati (standing) is 

looking out the window. 

and Mrs. Bradman (right) are Fig. 29. (Below, right} Madame Arcati standing at the seance 

standing in area "F/O." table with others sitting a the table just before the seance 

happens 

in area ''D". 
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Fig. 30. The seance 

lights during act 1 

scene 2. Picture was 

taken on the main 

house floor. 

Fig. 31 and 32. (Right) The seance lights without actors. These two pictures are the same. The left 

is bow the camera picks up the lighting, showing more how the stage looked without the gobos on 

the set walls. Yet the picture to the right is bright, but in order to show the ijgbting of the bow 

scene this is how the camera picks up all the light. 

Fig. 33. 

(Right) 

Is a 

picture 

taken 

from the 

main house 

floor of the 

full stage 

during the 

seance 

scene. 
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Fig. 34. After the seance lights, the return on to the general evening light cue. 

Fig. 35. Charles sees Elvira for the 

first time. 

Fig. 36. Elvira standing by the piano with 

her top light special on. Giving her 

grey/silver costume a slight little extra glow. 
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Fig. 37. Elvira 

standing by the 

piano and Charles 

and Ruth are on the 

right. 

Fig. 38. Charles is sitting on 

the couch while Elvira stands 

behind him. 
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fig. 39. (Above, left) Ruth sits at the table and in the background CharJes looking out the 

window. To his left are the French doors, which are lit up for the daytime. 

Fig. 40. (Above, right) Charles and Ruth sitting at the table. 

Fig. 41. Charles and Ruth (standing) at the table. This is a full stage shot 

of the daylight general cue. 

Fig. 42. Picture 

of Charles and 

Ruth sitting at 

the table with 

Edith (standing) 

to serve 

breakfast. 



Fig. 44. The general 

daylight cue with Ruth 

(sitting) and Elvira 

(walking by). Behind 

Elvira the French doors are 

open to the garden in which 

one can see the brick wall 

lit up from the daylight by 

backlight and sidelight. 
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Fig. 43. Charles 

and Ruth at the 

table in the general 

daylight cue. 
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Fig. 45 through 48. 

These four pictures 

together is a sequence 

of shots taken when 

Elvira first teases 

Fig. 45. Ruth. 

Fig. 46. 

Fig. 47. (Left) 

Fig. 48. (Bottom right) 
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Fig. 49. (Above) Charles at the end of the play giving his last monolog. This light cue is one 

of the end Light effect cues, 50.7 in which the stage right and stage left walls are lit up. 

Fig. 50. (Middle) The last effect cue 

at the end of the show. The pictures 

shows the light cue 60.3 just after 

the plaster has hit the floor. 

Fig. 5 l. (Bottom) 

Curtain Call lights, 

showing here with 

the full cast. 
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Fig. 52. (Above) lntermission and Post-Show lights taken of the full stage. 

Fig. 53. Jntennission and Post-Show lights taken from underneath the house left twinkie 

showing the gobo pattern above on the ceiling and the pattern that is on the house right wall. 
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Fig. 56. 

Fig. 54. 

Fig. 54 through 56. These 

pictures are still shots of 

the actors in this scene 

taken from three different 

angles to show how the 

lights are even across the 

stage. 

Fig. 55. 
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Fig. 57. Still Shot of the actors during the first seance scene taken from the 

balcony. 

Fig. 58. A close up of the still shot above to see how the top light specials on 

the table and Madame Arcati look. 
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Fig. 60. (Below) A still shot of Madame 

Arcati just after she tu.ms the lights off, 

when she has began to conduct the seances. 

She is standing in the top light special for 

the gramophone. 

Fig. 59. Still shot of 

the actors during the 

first seance. The 

picture was taken in 

the balcony. This 

shot shows the French 

doors lit up, the 

specials on the 

gramophone, Madame 

Arcati, the seance 

table, and the ambient 

blue light and the 

Fig. 61. (Below) A still shot of Madame 

Arcati in her full costume under full stage 

lights. 



Fig. 64. (Bottom, l.eft) A Still Shot of 

Ruth coming through the French doors 

in the spirit light special . 

Fig. 65. (Bottom, middle) A close up 

still shot of Elvira coming through the 

French doors in the spirit light special. 
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Fig. 62. A Still Shot of Dr. and 

Mrs. Bradman in costume under 

fuJl stage lights. 

Fig. 63. (Below) A Still Shot of 

Ruth, Charles, and Elvira (right) 

in costume standing in full stage 

Fig. 66. (Bottom, right) A still shot of Elvira coming through the 

French doors in the spirit light. 


