
A Ct"-~ATI VE :ROJEGT REPORT 3UBM1TTED Tu 

THE r'AGtJL'I'Y OF THE .DIV H.:ION 01• THEATRI£ ARTS 

S )UTHWEST TEXAS 0TATE UNIVERSITY 

IN CANDIDACY FOR THE DEGREE OF 

MASTER OF ARTS 

B'{ 

ALLEN R. PARTRID]E 

SAN MARCOS, TX. 

MARCH 1989 



List of l li 1 st.rations. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . iv 

Intr(,duction. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1 

Chapter I Analysis and Summary ... . ................ 4 

Chapter II The Design Process ..................... . g 

Chapter III 

Chapter IV 

The Technical Proc ~ss .................. 46 

Evaluations ............................ 64 

Bibliography ............................... . ......... · 68 

iij 



LI ET CF ILLfK'TRATI C N;-_; 

Figure Page 

1 The Mu5ic Party. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2 

2 Tapestries. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 9 

3 The Study o f Galileo in Florence ....................... 10 

4 Plan of Rake ........................................... 12 

5 Ramp ................... . ..................... 13 Sketch 1 ' 

Sketch 

Sketch 

Sketch 

Sketch 

Sketch 

2, 

3, 

4, 

5, 

6, 

Drapel"'Y. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 13 

Col umr1s. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 14 

Molding Detail. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 14 

Floor. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 15 

Composition. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 16 

11 Sketch 7, Color Composition ............................ 17 

12 Map of Coaching Roads ................ ••••••••••········ 19 

13 The Old George, Tower Hill ........................ . .... 20 

14 The Bull, Aldersgate ................................... 21 

15 The Crown at Chiddingfold, Surrey .................. . . . . 21 

16 Th~ Whit,e Lion at Ponder ' s End, Middlesex .............. 22 

17 The Wapping Landlady ................................... 22 

18 The Inn Yard During A Fire ............................. 23 

19 The Country Alehouse ................................... 24 

20 Burton Agnes Estate, The Long Gallery .................. 25 

21 Corsham C•..> •.trt. , Wilshire ................................ 25 

22 Great (~amber at Longford Castle, Wilshire ............. 26 

23 Stone Staircase at Wolfenton Manor, Dorset ............. 27 

24 Drawir1g Roc,m. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 28 

iv 



Figu r ,~ 

25 Woot~n L1odge. f taff o rd~ h irc .. . .. . ... . . ... ..... . . . ... ... .. 30 

Sketc h 8, Ladders. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 31 

Sketc h 9, St.airs. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 32 

Sketch 10, Arch Detai 1. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 33 

Sketch 11, 

Sketch 12, 

Peric•d. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 34 

30 Fantasy. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 35 

31 Relativity. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 36 

32 Carcere With A Circular Tower ............................ 37 

33 Carcere, With Numberous Wood Galleries and a Drawbridge ... 38 

34 Sk~tch 13, Adaptation. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 39 

35 Plat.~ 1, Groundplan. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 40 

36 Sketch 14, Model Drawing ................ ................... 41 

37 Sketch 15, 8ti l t.s. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 43 

38 Fini shed Model . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 44 

39 Plate lb, Groundplan ..................................... • 47 

40 Plate 2, Side Section on CL ............................... 48 

41 Plate 3, Typical Stair Plan/Oblique ....................... 49 

42 Plate 4, Plan/Elevation Unit A ........................... so 
43 Plate 5, P lan/raevation Unit P .......... . . . . . . . . . . . . . . . .. 51 

44 Plate 6, Plan/Elevation Unit B ........................... S2· 

45 Plat.e 1, Plan/Elevati()n llnit E .. . . . . . . . . . . . . . ... . . . . ....... S3 

46 Plate 8, P 1 an/Elev at.ion Unit H ................. .......... 54 

47 Plate 9, Plar1/Elevaticln Arched Stair ..................... ss 
48 Plate 10, Elevation of 12 ' Level .......................... 56 

49 Plate 11, Elevation Units I and Q ...•.....•.........•..... S7 

50 Production. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 63 
V 



INTRODUCTION 

Imagine the simple, quiet elegance of a Watteau country­

side exploding into chaos and confusion. This amusing allusion 

is a fitting dramatic metaphor for George Farquhar's The 

Beaux' Stratagem. 

Several months ago I agreed to design and supervise 

the execution of scenery for a production of The Beaux' 

Stratagem to be produced on the main stage of the Speech 

and Drama Center at Southwest Texas State University, as 

a non-thesis creative project. I comitted to design the 

scenery in mid-May of 1988 for it's production October eighteenth 

through the twenty-third. 

Dennis Maganza directed the production and Bill Peeler 

served as the Technical Director. Kelly Draper designed 

the costumes and Billy Bolin designed the properties. Scott 

Roberts designed the lighting and Norma Garza was the Master 

Carpenter. 

Daniel Hannon has served as the chair of the committee 

to review my work. Dennis Maganza, of the theatre department, 

and Carol Greer, of the art department have also served 

on this committee. 

Like the Watteau painting shown in fig. 1, the project 

began with a simple quiet elegance. Weekly conferences, 

long days of peaceful research in the library, and melancholy 

afternoons of painting and drawing explorations filled the 

early days of the process. Then suddenly, and without warning 
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Fig. 1. The Music Party, Antoinne Watteau, c. 1716 



the tranquility exploded into chaos. The resulting havoc 

still leaves me half stunned and bewildered and half alive 

and renewed by the ideas and realizations spawned by the 

experience. 

This report details and illustrates my adventure in 

design. It includes a brief summary and analysis of the 

play, a record and detailed explanation of the application 

of research, a summary and explanation of the production 

concepts, my evaluation of the production and the process, 

and evaluations from my collaborators. 

3 



<_, HAPTE!~ ONE 

AN ALY:~ I ,:· A 1 !: 'IM!-lt\f". 

In The B~ctux' S r at~g~m 3 - rge Farythar ~1ev~rly llends 

the t c:•ry ,- f t wo e nt erprising y :,ung gentl e men abusi ng the nr ive 

country f o lk, with a sat ire o f misplaced moralities within the 

social c lassPs of England~s early eighteenth century. On the 

surface. Farquhar's play tells the story of Archer and Aimwell, 

two men looking for love and money. 

On a deeper level, however, The Beaux ' Stratagem is the 

sternest kind of social satire. It deals a sharp blow to a 

society which confuses soc ial acceptability with morality. 

In order to appear noble to prospective victims Aimwell has 

taken the tit.le of his br~, ther, a lord, while Arc her poses a s hi s 

servant. As the play begins, the two travellArs arrive at the 

inn of the s c he ming Bonniface. His beautiful daughter Cherry 

catches Archer's e ye as Bonniface pries Aimwe.11 for informat. h,1t. 

Aimwell. however, is the one wh• m~ke s discoveries . Bonnifa~e 

tells him about the wealthy squire Sullen and his family, whu 

live in the nearby manor. Sullen is a drunken old fcol. He is 

interested exclusively in smoking his pipe and in drinking ale. 

These vices are the chief aggravations of Sullen's mischevivus 

wife Mistress Sullen. In an attempt to win Sullen ' s att~ntion 

and courtesy she has been soliciting the affections of Count 

4 
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0 tru _tural analysis o f the pl-y had r9v aled hat fo u r 

basic ar - as p _rhaps even three, could fulfill the scenic needs 

of the play. I began to explore methods of combining the three 

basic areas of the University Theatre stage with hanging and 

draping scenery and a floor design as the predominant elements 

o f the design (fig. 2-3). 

Fig. 2. Tapestries (Color Treasury of Rugs and Tapestries p.48.) 



Fig 3. The Study of Galileo in Florence. (Color treasury of Rugs and 
Tapestries, p.41.) 

C 



in figure 4 . 

·- k ed stage su rfac~ as sho wn 

H·nging scene ry o r d r ·ped tapestri es we r · t o b -

fl wn in a n<l cut t o suggest chan ges in h e e nv i r o nmen ( f i 

5 --9) . This a pproach w-s aband o ned whe n a sight line study _f the 

theatre revealed h o w limited the use of the theatre' s s ide stcg~s 

must be. 

The direc tor did n o t encourage the idea of hanging sceuery 

for subtle tra n s itions. He preferr~d a multi - l e vel , n ~n - raked 

single setting. Ma ganza decided t0 a dopt what he des c ri bed as -

re -~li t y o f mul tiph.~ f cus withi n simultaneous staging. This ~on --

cept all o wed scenes representing separate locales and composed of 

different c h a r acte r s t o be performed in exa~tly the same space at 

precisely the s ame t ime. It soon became evide nt that, because of 

this technique, several characters would need to b e o n stage at 

the same time witho ut necessarily drawing f o~us. At (,ne p(•int 

Maganza d~s~ribed this world as a place where characters could 

come and g o from all direc tions at once. 

These alterations qui c kly set my mind spinning in new direc-

tions. Explorations became much more active and spontaneous. 

The fantasy world we had been searching for was beginning to 

unveil itself (fig. 10, 11). These explorations of random line 

and s hape sent the design tumbling into the world of fantasy f o r 

which we had been searching. As shown in figure 11, my explora-



F" lg. 4. Plan 
c,f raJc.e. 
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Fig. 5. Sketch 1, Ramps. (The theatre with three separate 
raked surfaces was the basis of the early work.) 

Fig. 6. Sketch 2, Drapery. (Study of hanging gauze.) 
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I 
Fig. 7. Sketch 3, Columns. (Composition study with drapery 
and colums.) 

j; 
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; .- ; 
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Fig. 8. Sketch 4, Molding Detail. (Study of large Unit 
to be flown.) 
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Fig. 9. Sketch 5, Floor. (Study of the Raked stage floor 
and hanging unit with columns.) 



Fig. 10 . Sketch 
of space.) 

6, Compos1· t. 10n. 

-....,_.,,.;. __ _ 

(Potential 

---· ., . 
·;,. 

.... 

manipulat· 10n 
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ti o n s w~re no lon g er g r o und~· in the l c g i ~al uni v e r se wi th 

wh i r h we n o rmally d~al . I was b_ginning t l ook f o r something 

much m re xciting than I coul d have f o und in reality. We 

were n o longer searshing f o r a mere setting, but f o r a fantasti c 

new world with more dimension than our own. We hoped to find 

a place whe re illusion was cleanly integrated with reality. 

Fig. 11. Sketch 7, Color Composition. 
of the space.) 

(Study of potential use 
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Fig. 12. Map ot Coachin~ Roads. 
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abundan,_:e c•f inf _,rmat · ,:., t ab ., u Engl l :3 h inns and a l~h US':!S 

of t h e ~im~ . Sever3l drawings, paintings and photographs 

helped m~ to understand both the a r chi te,~tural features and the 

interior decor (f ig. 13 -1 6). They were also useful in under ­

standing the decorum of the visitors (fig. 17 - 19). 

The country houses of the time were a great deal more 

elegant than the inns {fig. 20 - 23). There was a distinctive 

focus on moldings, and a very formal air to almost all el~ments 

of decor (fig. 24). The exteriors held an elegant, but colder 

feeling (fig. 25). 

Fig. 13. The Old George, Tower Hill. 
The English Inn Past and Present. 

(Artist unknown, from 



2 ) 

Fig. 14. The Bull, Aldersgate. (T.H. Shepard.) 

Fig. 15. The Crown at Chiddingfold, Surry. (From Burke's 
The English Inn.) 
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Fig. 16. The White Lion at Ponders End, Middlesex. (Rovlandson.) 

• f 

/ · . . • I 

Fig. 17. The Wapping Landlady. (Artist unknown, from Clarke's 
The English Alehouse.) 
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Fig. 18. The Inn Yard During A fire. (Rowlandson and Malton.) 

) 

v.> 
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Fig. 19. The Country Alehouse. (Robert Robinson.) 
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Fig. 20. Burton Agnes Estate, The Long Gallery. (From 
Girourd's Robert Smythson and the Elizabethan Country House.) 

~ .. , '• • • , -. • • -•A,.• , . 

Fig. 21. Coraham Court, Wilshire. (From Girourd's Robert 
Smythson and the Elizabethan Country House.) 



Fig. 22. Great Chamber at Longford Castle, Wilshire. (From 
Girourd's Robert Smythson and the Elizabethan Country House.) 
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Fig. 23. Stone Staircase at Wolfenton Manor, Dorset. (From 
Girourd's Robert Smythson and the Elizabethan Country House.) 



□ DD □ 

f , f r r f 1! :t! f :f ::f' :T. .,.5 

Fig. 24. Drawing Room. (#26 Hatton Garden, City of London. Drawing 
by J.M.W. Hadley.) 

N 
CX) 



B · r: .. • • l -~ _ ven th - m st limi t ed appl icatL.,n ( f t h res':!_ r c h 

c r eated v ery s .r < ng impress i c,ns, it was clea r that I wo uld need 

to alt r features in the design to avo id indicating a spec ifi c 

hist-ric al time and place . Those specifics could provide roots 

for the t-wrld of fantasy , but they should not be too obvious in 

the final design. 

With the evolving produ _tion concept, another kind of re­

search became useful. Two artist's explorations into an illogi ­

cal universe helped me to focus my attention upon this fantasy 

world. Several drawings by Giovani Piranisi and Relativity by 

M. C. Escher became the primary sources from which to develo p 

the basi c compo s itio n and form of the design. These sources 

seemed to contain a link with the greater sense of depth and 

perspective ne~essary to grant our fantasy world the added 

dimension we wer~ looking for. 

Several rough sketches, (fig . 26 - 30) show clearly the pr0 -

ce~s of exploration based on Escher's woodcut, (fig. 31) and the 

drawings of Piranisi (fig. 32, 33). The r ough sket ches trace the 

development and integration of the works of Piranisl and Escher 

with my own. This process climaxes in figure 30 when historical 

elements are integrat~d into the design. 

The study which most resembles the Escher woodcut includes 

a rough groundplan, (fig. 34) which has many similarities to the 



30 

.w.1· 
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. _. . . , .... nnn nnnnnnnn 1 · 

-Jl 
-.-i. 

.,:..,.,,,,,,----------

Fig. 25. Wooten Lodge, Staffordshire. (From Girourd's Robert 
Smythson and the Elizabethan Country House.) 
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Fig.~•. Sketch 8, Ladders. (Simple study which integrates the 
basic style and composition ideas presented in the Escher and 
Piranesi drawings.) 



Fig. 27. Sketch 9, Stairs. 
of the two artist's style~ 

3 ·) ·-

(Study which explores -the 
f1:1rther.) 

integration 
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Fig. 28. Sketch 10, Arch Detail. (Study which begins to 
focus on a central idea.) 



. .-, · --~ .. 
· ' ..• 

Fig. 29. Sketch 11, Period. (Study which introduces architectural features 
typical of the period into the free form sketching. 



Fig. 30. Sketch 12, Fantasy. (A color Study Which attempts to capture the 
fantasy and mysticism within this architectural realm.) 
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Fig. 31. Relativity. (M.C. Escher.) 
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Fig. 32. Carcere, With A Circular Tower. (Giovanni Battiste 
Piranesi.) 
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Fig. 33. Carcere, With Numberous Wooden Galleries and a 
Drawbridge. (Giovanni Battiste Piranesi.) 
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gr -, undplan of th~ finish~d design (fig. 35) . Part of the rough 

gr0undplan was d~veloped into a model and then into a sketch 

(fig. 36) . The sketc h and the model were very useful. They 

demonstrated clearly the excess mass which was beginning to 

develop. 

-------------- - - -----------------------------
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Fig. 35. Plate 1, Groundplan. 
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Ma g a n za and I both wanted this wo rl d to remain light and 

e l e gan t , not bec o me bu lky and c umbers o me . The s c enic units we r e 

also b e ginning to create pictures which featured a stark und e ·· 

sirable spli t between positive and negative space. The s o lutio ns 

to these problems were attained by combining them. The answer t o 

each was to remove the facings from the structures. In doing so, 

I could grant an illusion of interplay between positive and 

n~gative space, and an illusion of relative weightlessness. As a 

bonus, this alteration solved the problem of actors c oming and 

going from all direc tions at once. The removal of platfo rm 

facings made accesses almost unlimited. 

To my delight, the finished design was waiting patiently be ­

hind those facings. That final design was explored first in 

rendering form as shown in figure 37. The model of the final 

desjgn shown in figure 38 was then developed based upon th_ 

rendering. 

All of the levels and stair placements provided visual 

balance and structural support. The stairs were positioned to 

promote a circular blocking pattern (see groundplan, fig. 35). 

I hoped to create a sort of centrifugal force which would be 

capable of assisting, rather than inhibiting the flow of actio n 

in the play. 

In the end the goals of the design were all met by these 

solutions. They gave the setting a lyric sense of elegance, 



Fig. 37. Sketch 15, Stilts. (The finished model was based upon discoveries 
made through this exploration.) 



Fig. 38. Finished Model. 



int - g r- ~d pos i .i Vt -nd n e gative s ctnd regu· red n 

s hifting . The a c t r s were free to c rawl o r walk am~ng the 

~tructural suppo rts, and were therefore able to enter from 

almost everywhere -t once. The placement of platforms and 

stairs contributed to a s0rt of slingshot effect which helped 

to keep the action flowing. 

All of these factt:,rs combined with the fantastical air 

of the basic silho ~tte to create a d~sign which ~ould 

su cessfully compliment the play. 



_, f-IA1 T~R. 'ifo:E 

On e - t h .; d - i g n h :.. d 1: 8-::- n d - v } _p ~d - nd a p p r c v _d by a l 

con -Arne~. t h e f~rmi da · l ~ t a s k s of pre paring de s ign8 r' s plan 

a nd s u pe rvi s:ng t h e _xec ti on J f t he s c enery r e mained. 

Th~ gro undplan was the first o f these drawings to be pre­

pared (fig. 39) . The plan and all o f the elevations which 

followed , were taken directly from the model (fig. 40-49). 

Because nearly all of the support for the scenery was exposed, 

there were few techni~a l drawings required be yond the designer's 

drawings. 

A copy of the section shown in figure 40 was given t o the 

l ighting designer. Th is drawing was also impo rtant in verifying 

the fea sabili ty of the main wall. In order to be possible, the 

wall n~eded to pass beneath the procenium a rch. Alt.hough this 

had been checked on the model, the section insure d the acc uracy 

of the model. The section waz als0 useful in determining the 

best heights for masking. 

Figure 41 features a cabinet o blique drawing of a typic al 

stair unit. This drawing was used to demonstrate the dimensions 

of the stalrs. 

The lattice wall and window are the focus of figure 42. 

Based on the model, this drawing gave the information necessary 

t o bui l d the unit and the platform which it was intended to sit 
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lp ) n. The w311 w s r~moved fr om the pl tf 0 rm, h 0w~ver. 

T~chnl c a l Direc o r Bill Peelers gges t ~d that it w0ll d e 

mo r e sta i if i wer no _; nne c: ted t o the set. 

Figures 43 - 47 demonstrate the basic plan. elevatiJn 

technique used to illustrate th suppo rt and bra~e positions, 

the platform breakdowns, and stair placements o n each of the 

levels. 
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Fig. 39. Plate lb, The Groundplan. 
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Fig. 41. Plate 3, Typical Stair, Plan/Oblique. 
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Plate 4, Elevation/Plan Unit A. 
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F· g~ r ~s 48 : nd 4 giv 3 detai l ed el e vat i o n i nt 0 rmat i 0 n J 

a ss i st the c o n s t r uction 0 f he a r ~h ~ s . 

0 inc e he d es igne r 's d r a wings were completed, my c hief 

remaining respo n s ibi l ity lay in supervising the exec ution o f the 

scenery. This included devel oping painting techniques, and pro ­

viding the techni c al director with lists of the basic materi a ls 

required to complete the s c enery. I provided Technical Directo r 

Bill Pe el~r with lis t s o f platfo rm requirements, estimates o f 

plywood need:-j, p ,1int estimat e s and ..:o lor requests, mu slin ~st i ­

ma V=· s , linear lumbe r reques ts, and a netting and Phlex Gl u 1:! 

estimate. Peele~ handled all pricing and purchasing, and made 

all of the estimates for linear lumber required t o build the main 

wall. Peeler also made the estimates f o r the lumber required fr r 

platform supports. He was responsible for structural analysis 

and made every possible attempt to assure strength without damag-

ing the appearance c f the design. In addition to his formal 

duties Pe~ler provided both late night man - power, and a keen in ­

stinct for problem solving to the production. Several scenic 

elements needed this sort of problem solving in order t o guaran ­

tee the safety of lengthy unsupported spans. Ur,o n fir s t analysis 

of the design, Peeler requested that an additional diagonal brace 

be attached t o the twelve foot platform to give it support from 

off stage left. This was done by bolting a steel brace t o the 

side of the twe lve foot platform which stabilized the unit. 



On :e c:i in · b .l c k, th brace was ba r ely visibl . Peeler a1so 

s up~rvis d h J stair construction closely . Because the stairs 

were basically unsupported from beneath, he worke d to assure 

the strength of he carriages. 

Norm Garza was th m ster carpenter for the pr ject. 

rz w k l d nd h r1 :> 0 r n h 

dr win n np · bor would sp nt. A h h 

h w r1 w th ..,h ui .. kly f ':) n h . n r.: h n 

m n r I rl m, 

I t,y w V n h . ,-

K lly Dr . rd n c a m f ~r h show. Dr pr n 

w· rk 0 h i· t r ct. W h t 

hi v ad ·tin t ,i i 1 f s n ry, o um ra l i }, -

ing. Dr &per and Id veloped the initial color sch m- . W als 

deci ded to i ntegr ate the stri pes in the costumes with furnitur~ 

and hand pr opert ies. The color ·hoic s were then test · d b y 

li1htin1 designer Scot . Rob rts nd Mas n"a. Rb r u · d ·m 1 

t ungsten lamps to light t he model and all of the fabric swatches . 

Roberts, Maga nza, Drape r and I observed the e f fec t s of the 

va rious gel s use d in combination with the lights t o dete rmine t he 

fi na l gel c hoices. Robe rts also assisted me with t he decision to 

use white s cenic netting rather than black, to create the tree 

illusion. 



.-o 

ls wo rked v e ry 10 s~ly 

with mA. A. l c f his ·h Ji-e~ we re subject to approval b y Maganza 

and me. 

The sceni c construct i on process was, at least initially, 

very unpleasant. The design was not very complex, but little 

shop assistance was given to the project until more than two 

weeks into the construction process. During the early weeks 

construction was handled by Garza, Peeler and me. Several unre -~ 

lated projec ts were under construc tio n in the University Theatre 

shop simultaneously. This factor severely limited the availabl~ 

work force during the early days of construction. It was during 

these first few weeks t hat we attached supports, braced the plat­

forms and built the many stair units. During the following week 

we began construction of th~ two walls and the various arches and 

rails. By October 8, all major construction was complete and 

painting began. 

The painting techniques were varied. Perhaps the most 

unusual of these was the painting of the tree onto scenic net­

ting. To achieve the tree effect, latex paint was mixed with 

Phlex-Glue and poured onto scenic netting which had been stretch­

ed over plastic. An Ivory soap bottle was used to pour the mix­

ture into t.he shapes defined by a charcoal drawing still visible 

beneath the clear plastic tarp. The glue was allowed to dry, and 
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len the ~ - mple ed t r ee was peeled away from the p last ic . Th e 

e ff ect was v e ry successf u l. Lighting designer Scott Roberts 

man~ge d to l i mi t front light and encour~ge back- light enough that 

t he netting was invisible. The tangled and dangling bits of 

Phlex - Glue which had n o t bonded completely to the netting cooper­

ated with gravity to bring an unexpected aire of realism t o the 

artificial tree. 

Many of the painting techniques for the production a t t empt~d 

t c apply two dimensio nal illusionist methods to the three dimen ­

sional forms. The washes from purple to white on many o f the 

reveals are a g o od example of this. The wash was ~chieved by 

blending the purpl e and the white paints t o gether while both were 

we t. It faded gra dually from one color t o the other, therefore 

the white p a int was applied to one end and the purple to the 

other. Gradual l y t heir intensity decreased as the y worked t o ward 

the center. 

Initially th~ e ntire set was base painted white. The floor 

colors were then sprayed on with a garden sprayer. The floor was 

al s o painted with c ool c olors contrasting warm c o lors. Because 

the floor was sprayed with water while these colors were being 

applied, a charged wash of feathering occured. The stage was 

then divid~d into two-foot squares and the checked floor pattern 

was painted on in black. 
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The He tse Right ides 0 f the ~et's vert i al pieres were 

painted with~ ,o l colors and the Hus _ Left sides were paint ·d 

with warm colors. 

Mo st of the legs of the platforms were painted with a 

three -color-wet-scumble . Because the set was painted in c0n­

trasting colors on opposite axis, the scumble was orange, red 

and yellow on one plane and blue, green and yellow on the other. 

The legs were then texture painted with a sponge to create a 

highlight and shadow, and t o help blend the scumble together. 

These were the basic methods used to paint the scenery. 

They combined with the methods of construction outlined earlier 

to bring the design from its conceptual form to that of the 

realize I productio n, shown in figure 50. 



Fig. 50. Production. 



__, HAPT ,. , .F' I vE 

EV AL lAT _ ON[~ 

My primary g~ - i n p r _paring wh~ design f ) r The ~aux 

S r a ~ g~m w~ s t,:., c r -=ette a n envi r o nm nt which as s isted the fl ow 

o f - ct i o n within t h e pr J ducti o n. I provided an unintr~~ive 

space from whi c h the actors could tell the story. 

Maganza 's concept was to create a mysti c a l wo rld with great­

er dimension than our own. An illogical universe where perform­

ers ,::ould c ome and go without er1tering o r exiting . Be wanted 

this place t o be qui~t, simpl~ and elegant, but t o maintain an 

ever pressing potential for chaotic explo5ions ~f lust, greed , 

and ambition for power. 

I met Maganza 's requirement s and held f : rmly to hi~ con~ept 

through this design. In addition I fulfilled my own goal of 

assisting the flow c, f acti on in the play thro ugh the relative 

placements of platfc,rms and stairs in the design. 

In this way, the design was ess~ntially s uccessfu l. The only 

significant unsulved problem wa s the stark visual jump from the 

black masking to the white cyclorama. I simply should not have 

surrendered tc, pressure from my collaborators t o cut the silhou­

ette foillage which was originally designed to hang down around 

the entire set. It was an important element of the scenery even 

though its function was not immediately apparent. If I had per ·· 

sued possible av~nues for ~onstructing this s~~n~ry sooner, I 

would have discovered that the construction technique was neither 
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n:''.1•.::- .. -,. .. irr...:.n - i ,_,n _,f tl1 f,:, .. i _ ge 

w· - n 0 · nec essary. 

I als o r-=:gr~ t a d e ci.s i ,::,n ! made du rir1g the onversi 0 n f the 

desig from rendering to model form . In the rendering, s me o f 

the railings are sideways. There was a certain kind o f char m t o 

the confused railings. whi c h added t o the kinetic sense o f cha~ 

in t he piece. 

In the end, the d~ s ign res pected the director's concept, 

fulfilled my g oals, and provided a useful mechanism for telling 

the sto ry. Aside from the few choices mentioned above, I was 

very plea s0d with the pr)ject. 



Evaluative Comments Concerning 
Al Partridge's Scenic Design for the SWT 

Production of The Beaux' Stratagem. 

On entering into production meetings the spring prior to the fall 
opening of the production I really knew very little about Al Partridge 
as a designer. This proved to be quite understandable because this 
production would be his first design opportunity. Despite this 
inexperience in the development and actual execution of a design, Al's 
behaviour and ultimate product showed exceptional ability, creativity, 
and dedication. I look back upon the produciton process for The 
Beaux' Stratagen and feel pleased about its aspects as an educational 
vehicle for Al's initial work. 

I have only praise for Al's pre-production work. He was tireless 
in his research and pursued all design options with equal intensity. 
he accepted imaginative and practical suggestions with pleasure and 
ultimately showed a flare for mixing the practical with the 
unconventional. As with most young designers he fell into the trap of 
mass and magnitude, but to his credit he was capable of making major 
modifications to improve the ultimate design without compromising his 
personal conceptualization. In the end, I believe Al achieved his 
conceptual goal, an environment which was at once specific spaces, yet 
were capable of becoming general spaces. The design reflected an 
unconventional Georgian world where up is down, in is out and all is a 
collective absurdity. 

In terms of the execution of the design, let it suffice to say 
that the scale model came into being as a full scale scenic 
environment. Some modifications occured as we adjusted from the model 
to the reality, but these adjustments would prove to be improvements 
in the overall visual effects. I believe the experience proved to 
stimulate improvement in Al's painting, texturing, etc. After the 
project was completed I believe Al had a clear understanding of his 
technical strengths and abilities as well as areas that were lacking 
and in need of improvement. As a director I was pleased with the 
final product as it remained consistant from model to finished product 
in its structure and aesthetic effect. 

My singular disappointment in the overall project which I share 
in as well as Al, was the unnecessary mixture of overly complicated 
painting techniques. The result of two dimensional techniques on 
three dimensional objects only confused the overall impression and 
would be best described as one experiment too many. We should have 
allowed the set to stand as it was without distorting a distortion. 

The production process for The Beaux Stratagem was for me a 
learning experience with the final product reflecting the concepts of 
all those who collaborated on the production. Al's work on this 
production could in no way be considered the normal product of a first 
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effort, but displayed creativity and ability and complimented the work 
of the other members of this creative collaborati~- f{ ~ 

Dennis M. Maganza 

67 



Bibliography 

Amery, Colin. Period Houses and their Details. New York: 
Watson-Guptill Publications,1974. 

Atkinson, T.D. Local Style in-English Architecture. London: 
B.T. Batsford Ltd., 1947. 

Burke, John. The English Inn. New York: Holmes and Meier 
Publishers Inc., 1981. 

Clark, Peter. The English Alehouse: A Social History 1200-
1830. New York: Longman Inc., 1983. 

Cordon, Art. The M.C. Escher Adress Book. Corte Madera, 
California: Pomegranate Calendars and Books, 1986. 

Farquhar, George. The Complete Works. New York: Gardian 
Press, 1967. 

Ferrero, Mercedes Viale. Color Treasury of Rugs and Tapestries. 
Novara, Italy: Instituto Geografico De Agostini, L969. 

Girourd, Mark. Robert Smythson and the Elizabethan Country 
House. New Haven: Yale University Press, 1983. 

Myers, Bernard. Goya. Verona, Italy: Officine Graffiche 
Arnolde Mondadori, 1968. 

Piranesi, Giovani Battiste. Piranesi. New York: Dover 
Publications Inc., 1973. 

Richardson, A.E. and H.D. Eberlein. The English Inn Past 
and Present. New York: Benjamin Bloom Inc., 1968. 

Richardson A.E. The Old Inns of England. New York: Benjamin 
Bloom Inc., 1972. 

Schneider, Pierre. The World of Watteau: 1684-1721. New 
York: Time Inc., 1967. 

Yarwood, Doreen. The Architecture of England: From Prehistoric 
Times to the Present Day. New York: G.P. Putnam's 
Sons, 1963. 

68 




