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Charlotte B.  Chorpenning's Jack and the Beanstalk was chosen for 

this M.F.A.  thesis production because it offered the opportunity to 

design a production to challenge the audience and expose children to 

new forms of expression. 

Part One of this thesis is the pre-production analysis and is 

divided into four topics.    The first topic discusses the historical and 

stylistic background as related to the production.    The second topic 

concerns the analysis of the setting for function and mood as required 

by this production.    The third topic evaluates the costumes and how 

each character relates to his costume.    The fourth topic is a justifica- 

tion of the scenery form and setting style as relevant to the director's 

needs and this production. 

Part Two is in the form of a production record which Illustrates 

and delineates all the technical aspects of the production.    Included 

in this part is the set ground plan,  set renderings,  photographs of the 

set, rear elevations, front elevations,  construction drawings,  scene 

shift plot and special effects plot.    Also included is a costume plot 

and renderings of the costumes, a light plot, an instrument schedule, 

a switchboard set-up chart and a sound plot. 

Part Three is the designer's post-production analysis.    This 

is a critical evaluation of the set,  costumes, and lighting with regard 

to their relevancy to the play,  the director's needs, and the overall 

production concept and goals. 
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PAET I 

THE PLAY BACKGROUND AND DESIGN APPROACH 



PART I 

THE PLAY BACKGROUND AND DESIGN APPROACH 

It is my conviction that the children's theatre is one of the 
very,  very great inventions of the 20th century—and that its 
vast educational value—now but dimly perceived and vaguely 
understood—will presently come to be recognized.* 

These are the words of Mark Twain and with them,  he makes a 

very positive statement about children's theatre, a statement with which 

this writer agrees.    But why agree?    Why is children's theatre  "a great 

invention?"    There is one very important reason.    In theatre,  children 

are confronted with art.    They are exposed to new forms of expression. 

Old friends from familiar stories come to life and new characters are 

presented to them.    Through the designer's media,  the director's mani- 

pulations and the actor's skills,  they see characters and places of 

literature.    In the dramatic arts,  the oral tradition of storytelling 

becomes fused with the visual arts of drama.    Theatre provides fuel for 

children's imaginations and in so doing helps expand their scope of 

experience. 

The intrinsic value of the experience children gain through 

theatre has a positive educational value.    Through theatre,  children 

are led to the arts.    "A child is not born knowing art exists.    He 
m 

cannot seek it out unaided.        Through theatre,  art is presented in 

Mark Twain, a personal letter to a teacher published in a Chi- 
spai 
irer 

2Gec 

cago newspaper, quoted in Winifred Ward, Theatre for Children (Anchorage i 
The Children's Press,  1958),  p. 76. 

George T. Latshaw,  AJIA Children's Theatre Manual   (New Yorki 
The Association of Junior Leagues of America,  Inc.,  1966),  p. 7. 



such a way that the children can be exposed to literature,  art,  music, 

and dance.    Confrontation Is the key word in defining the positive es- 

sence in children's theatre.    Children are confronted with new ideas, 

new experiences, and new forms of expression. 

It is the successfulness of this confrontation that will deter- 

mine how vital the theatre will become to the child. 

It has been stated that a purpose of children's theatre is to 
build the audience of tomorrow.    The future audience will exist 
only as a by-product if the child has a meaningful and satisfy- 
ing encounter with the theatre today.' 

The challenge to the designer,  the actors,  and the director Is to see 

that this confrontation is an experience through which the child will 

grow in scope and Interest.    With this thesis production of Charlotte 

Chorpenning's Jack and the Beanstalk,  this designer    wishes to chal- 

lenge his audience with the art of the theatre.    New experiences are to 

be offered and,  hopefully,  this production will stimulate these children's 

imaginations and in doing so broaden their appreciation of art. 

The Historical Background 

The historical background to a fairy tale that has been passed 

on by word of mouth for as much as several hundred years before it was 

written down is brief and sketchy at best.    However, a few facts can be 

pieced together.    In the preface to his anthology of folk and fairy tales, 

Fairy Tales Every Child Should Know.  Hamilton Mabie states that the story 

of Jack and the Beanstalk might stem from the Teutonic folk tale Al-fader.^ 

-Tbld. 

Hamilton Mabie, Fairy Tales Every Child Should Know (New Jerseyi 
Doubleday, Page and Company,  1915).  P. v. 



Joseph Jacobs, an authority on English folk and fairy tales,  corrobor- 

ates his theory by stating that many purely English fairy tales date 

from as far back as the sixteenth century.      He places Jack and the 

Beanstalk in this early time period.    Mr. Jacobs also states in his 

book that he believes that 

the international nucleus of the European folk tales is India. 
But for each country there remains a residuum peculiar to that 
country—e.g. for England, Jack and the Beanstalk or Child Ro- 
land—and there is no reason to doubt that these are artistic 
products of the folk fancy of some Englishman.6 

Jack and the Beanstalk is included in most anthologies of Eng- 

lish folk and fairy tales and is considered by most authorities to be 

an English product.    Since most of these fairy tales were passed on 

orally for so many years,  it is virtually impossible to trace a specific 

story to its original form.    Most all stories underwent a certain amount 

of metamorphosis In the retelling.    The only aspect of these stories 

that remained more or less intact is their pattern. 

It is the understanding of the Inherent pattern of these folk 

and fairy tales that offers more illumination in the historical back- 

ground of Jack and the Beanstalk.    These fairy tales have a very simple 

pattern. 

Since most of the tellers of these folk and fairy tales and their 
listeners had few possessions of their own or what they did have 
had either been given to them or they had made themselves, they 
valued thingsj  visible,  tangible and usable.' 

Joseph Jacobs,  English Fairy Tales  (New Yorki    G. P. Putnam's 
Sons,  1953),  P. 241. 

Ibid., p. 242. 

Grimm,  Grimm 
garet Hunt (New Yorki    Pantheon Books,   19*44)7 p 

s Fairy Tales,  translated by Mar- 



Around these  "things" the stories were built and thus the pattern.    In 

Jack and the Beanstalk,  the things around which the story revolves are 

Jack's cow,  the Giant's golden-egg-laying hen and the harp,  to name a 

few.     "Good traditional story tellers had a sense of pattern and in the 
Q 

retelling made the pattern evident."      "It is the achievement of this 

pattern so much more fundamental than that achieved by the conscious 

writer that makes the best of these  stories so memorable. „9 

Along with the pattern,  it is important to understand some of 

the basic wishes and beliefs of the people of the time when these stories 

originated.    In the case of Jack and the Beanstalk,   the time period is 

the early Medieval era.     "These traditional stories projected the deep- 

est wishes of the folk."        This was a very difficult period for the 

folk.    If they were not being overworked and underfed by the feudal lords 

or decimated by the plague,  they were  being told by the Church that they 

would burn in hell.    These stories reflect their desires to be free  of 

their hard and stark existence.    The fanciful nature  of their folk and 

fairy tales with the  "deus ex machina" of elves,  good fairies and magic 

exhibits the escapist tendencies of their imaginations.    "The monstrous, 

irrational and unnatural motifs of folk tales  .   .  . are derived from 

reservoirs of dream and vision."        For example,  in Jack and the Bean- 

stalk.,  Jack and his mother are starving.    A magic man trades Jack some 

magic beans for his cow.    A beanstalk grows from the beans,  up which 

p 
Ibid.,  p. ix. 

9 
Ibid..  p. x. 

10, 

11 

Ibid.,  p. xi. 

Ibid.,  p. x. 



Jack climbs and finds his fortune by defeating the Giant.    Oppression 

is relieved by magic. 

Not only did the wishes of these folk influence their story, 

but also their beliefs affected the substance of their literature.     "The 

listeners believed in magic, witchcraft,  transformation and had no doubt 

12 about the efficacy of spells,  charms, and incantations."        So,  it is 

only natural that these folk and fairy tales involve a great deal of 

magic. 

Another belief of these folk as relevant to Jack and the Bean- 

stalk is the belief in parallel worlds. 

The notion that above or else below our world,  there are parallel 
magic worlds is wide spread.    In fact,  our world is often called 
"Middle Earth."    The regions above or below did not,  by any means, 
always correspond to heaven or hell,  but often served the imagina- 
tion as do our present day science fiction adventures on other 
planets.13 

In Jack and the Beanstalk.  Jack climbs from his home on "Middle Earth" 

to the parallel world above earth where he  finds the Giant's Castle. 

Jack,  in essence,  is a sixteenth century Buck Rogers. 

The Stylistic Approach 

The evolution of a design for a set is a very complex and com- 

plicated process.    The designer,  on one hand,  is pragmatic and deals ob- 

jectively with the myriad of practical requirements of a stage setting. 

On the other hand,  he is very subjective and lets his imagination and 

intuition conjure up the images that reflect the mood or atmosphere 

12 Ibid.,  p. xl. 
13 

Annabel Williams Ellis, Fairy Tales from the British Isles 
IMW Yorki    Fredrick Warne and Company,   1964),  p.  337. 



inherent in the play.    The designer must conceive how this picturization 

can best be accomplished.    In some plays the outlines—that is,  the en- 

trances,  exits,  open areas,  interior,  or any functionally designated re- 

quirements of the setting—are emphasized while the mood is created more 

by the literature of the play.    In other plays, the setting must create 

a mood or atmosphere which is Important to the meaning of the play.    The 

designer must decide where the fulcrum sits and balance the practical 

and the artistic.    He must be a visionary and a realist at the same time. 

In conceiving the design for a play,  the designer must apply the 

practical and artistic approaches to the many different facets of a pro- 

duction.    In considering this production of Jack and the Beanstalk,  this 

designer has arrived at six basic facets to be evaluated and applied to 

the two approaches.    Concerning the play directly, the period of the 

play,  place of the action,  the style of design most suitable for this 

play, and the mood must be evaluated by the designer.    The two remain- 

ing facets of production which must be taken into account are the stage 

limitations and the director's needs.    The set,  costumes,  lighting and 

sound will be discussed separately as they apply to these six facets of 

the production. 

The Set 

There are three locales necessary in staging Charlotte Chorpen- 

nlng's Jack and the Beanstalk.    These locales are  (l) the house and gar- 

den of Jack and his mother,   (2) the Giant's kitchen at the top of the 

beanstalk,  and (3) the beanstalk halfway between earth and the Giant's 

castle.    Both the director and the designer agreed that the time period 



8 

for setting this play Is Medieval.    Since this traditional fairy tale 

probably originated In the fifteenth century,  It would be historically 

accurate to set this play In the Medieval period.    Also,  children would 

most likely associate a fairy tale with this era.    Although children may 

not be conscious of the particulars of the Medieval span of history,  set- 

ting Jack and the Beanstalk during that period would give the children 

a more solid reference point to what they might expect from exposure to 

traditional children's literature.    "What children expect in settings 

Ik is largely influenced by illustrations In books." 

Since this play is an adaptation of an English fairy tale,  it is 

only natural to set the play In the English countryside.    The place of 

action is only important for this play in that it is a reference point for 

the design motifs used by the designer.    Of the three set locales,  only 

the widow's cottage and the Giant's kitchen are designed to catch the 

flavor of English architecture.    The widow's cottage and garden were de- 

signed so that "the general outline would produce a picturesque effect." ^ 

The script calls for the home to be a pleasant cottage and the 

feeling this designer wanted was a cozy little nook tucked away in the 

country. The set should emanate warmth and goodness. The colors used 

in this setting will tend toward the earth tones but slightly warmer. 

The cottage will be in tones of yellow to typify the yellow brick used 

in many English cottages.        The roof will be a stylized variation on a 

14, Ward, Theatre for Children, p. 253. 
l*a filliam Atkinson,  Views of Picturesque  Cottage    (Londoni 

Gregg International Publishers,  1971), p.  8. 
16 

Ibid. 



thatch roof which is so typical of English cottages.    Highlights of 

brighter tones will be picked up in the  stones of the wall by the cot- 

tage and in the moss and lichen on the cottage exterior. 

For the Giant's house,  the same flavor of England will be main- 

tained,  but more stylization and "fancy" will be used.    The script des- 

cribes the kitchen as a typical country kitchen,  but to give this set a 

feeling of "other-worldliness," this designer has stylized this set to 

be more dramatic in color and line.    The style of the set will reflect 

the English motif in that the traditional half-timbering will delineate 

the set.    Against this motif,  the colors will act to give the setting 

a more fairy-tale-like   atmosphere.    All the furniture and accoutrements 

will follow the English motif yet will be exaggerated in color and size 

to augment the whimsical atmosphere. 

The style of the design approach used for this set is the next 

area of consideration.    The form this designer believes most appropriate 

for Jack and the Beanstalk is stylization. 

Basically it can be described as the amusing telling of a story 
by graphic means.    It invariably employs an exaggeration of color, 
line, and mass in the treatment of objects taken from life.    The 
designer has adapted and arranged his source material to conform 
to a particular style of expression rather than to a faithful re- 
cording of its appearance in nature.™ 

By stylizing the set,  the designer can employ colorful and fanciful 

motifs while using "artistic license" in the inclusion or omission of 

details.    In the widow's cottage,  the colors, as mentioned previously, 

will be brighter and more lively than if the cottage setting were treated 

17 
A. S. Gillette,  Introduction to Scenic Design (New Yorki 

Harper and Row,   1967),  p.  159. 
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realistically.    The same approach will be applied to the Giant's kitchen 

with the exaggeration heading more towards the fanciful. 

In the third locale,  halfway between heaven and earth,  Jack has 

an encounter with the Man in the Moon.    The stylization of this set will 

be more pronounced than in the other two sets.    This setting is so to- 

tally unrealistic that it affords the designer as much leeway as his 

imagination will contain. 

The mood of the play is the fourth facet of the production that 

this designer must consider.    Probably the most obvious facet,  the mood 

is certainly bright and frivolous.    The plot makes no pretentions to 

realism.    After all, Jack and the Beanstalk is a fairy tale and the mood 

is certainly light and gay.     "The sets and costumes should be as cheer- 

18 ful as the mood and the period of the play will permit."        Keeping in 

mind the period of  che play,  this designer has kept the color and style 

of the production as  "cheerful" as possible. 

Since the theatre in which this play was designed to be pro- 

duced presents no outstanding staging limitations to this designer,  the 

next facet to be discussed is the director's wishes for the production. 

Most directors have certain definite ideas as to how their production 

can most effectively be presented.    They may want a door here or a 

window there or they want something totally different from the design- 

er's concept.    The director's concept takes precedence and Is a primary 

consideration in designing the set. 

The director of Jack and the Beanstalk had four basic desires for 

this production. First,  he wished for the overall design to emulate 

18W, ard,  Theatre for Children,  p. 251. 
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the casual and sophisticated feeling of the illustrations found in some 

of the  better children's book3.    This concept gave this designer a great 

deal of freedom in which to operate.    The other three desires of the 

director were more practical in nature. 

He wanted the scene changes made as quickly and as smoothly as 

possible since children tend to get restless.    To accomplish this,  the 

mechanics of the set will be kept as simple as possible.    Each locale 

will be mounted on its own platform on casters.    A false proscenium 

will be erected through which the platform containing the widow's cot- 

tage and the platform containing the Giant's kitchen will be rolled as 

each scene is played.    Set changes will be a matter of pulling one plat- 

form up stage through the proscenium and rolling the other platform in 

place.    To cover this change,  there will be a show drop which will be 

flown in just behind the false proscenium and cover the opening.    It 

will be lowered as the first wagon is pulled up stage and will remain 

down until the second wagon is in place and starts to be rolled into 

its down stage playing position.    As the second wagon moves down stage, 

the show drop will be flown out.    The locale on the beanstalk between 

the Giant's castle and earth will be played on the wing stage left. 

Changes into and out of that scene will mean only a change in the grand 

drape and lights. 

The third requirement of the director was to make all changes 

without a blackout.    To make this possible,  the grand drape will be used 

with curtain warmers that will be brought up during the changes. 

The last requirement of the director was to bring the set as far 

down stage as possible.    This will be done easily.    The only requirement 
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of the design affected by moving the set down stage is the use of a 

show drop.    This means the  proscenium must be far enough up stage for 

the use of the fly gallery. 

This concludes the discussion of the set.    The next area of 

discussion will be the costumes. 

The Costumes 

In designing the costumes for Jack and the Beanstalk,  this de- 

signer divided his approach into three basic considerations.    These 

werei    (l) the style of design for the costumes as related to the set- 

ting,   (2) the historical place and period from which the costume designs 

were to be drawn, and (3) the illumination or illustration of the char- 

acter as reflected in his costume.    Each of these considerations will 

be discussed in general and as they specifically apply to each costume. 

As in the set,  the style of design used for these costumes is 

styllzation.    The designs reflect the use of exaggerated color and,  in 

some cases,  line.    The silhouettes from the historical context have 

been adapted to express the illustrative,  if almost cartoon,  charac- 

teristics of the set.    Color,  line, and texture have been interpreted 

in a stylized manner to retain the flavor of the historical place and 

period in which the play has been set while augmenting the storybook 

feel of the production concept. 

In the production of Jack and the Beanstalk,  the place and 

period in which the designer and the director decided to set the action 

of the play is in the English countryside in the fifteenth century.    The 

costumes were designed to reflect the Medieval period of the play.    The 
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general line of the Medieval dress is a very soft flowing one.    In 

women's dress,  the girdle was worn high with the drape of the skirt 

19 accenting the hips.    "The houppelande sleeve was popular."        Headdress 

for women ranged between the hoods or capuchons for country folk and 

peasants to the elaborate heart-shaped hats for ladies of wealth and 

fashion.    Women also wore hats consisting of a  "padded roll with a 

20 false cockscombe or llripipe."        This style of headdress was also popu- 

lar with the men.    The hoods worn by the peasant men and women were of 

a coarser cloth.    Monk's cloth will be used to simulate this texture. 

For the men,  the general line of the costumes will follow a basic tunic 

or jerkin worn over tights. 

The illustration of the character is very important to costume 

design.    The costume should reflect the character who wears it.    In 

children's theatre this is even more important in order to aid the child- 

ren in identifying the character.    Symbolic use of color can be illus- 

trative of character traits and characters can be color-linked.    Both 

symbolic color and color linking have been used in these designs. 

The fourteen costumes to be designed for Jack and the Beanstalk 

were conceived following the guidelines of the aforementioned considera- 

tions.    Each costume will be described as designed in the context of 

the considerations. 

Widow Bess, Jack's mother,  has two costumes.    The first is her 

peasant garb and will be a simple floor-length tunic of coarse material 

19 
'Beter D. Buchnell and Margaret H. Hill, The Evolution of 

Fashion (Londoni    B. D. Batsford,  Ltd.,   1968),  p.  159. 

20 
Iris Brooke,  Medieval Theatre Costume (New Yorki    Theatre 

Arts Books,  196?),  p.  16 
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dark orange in color.    Over this will be a shift on monk's cloth of 

pale green which will be loosely tied at the waist and hiked up in 

front to reveal the tunic.    The shift sleeves will be full with a large 

strip of orange at the cuff.    Her head will be covered with an off-white 

capuchon.    This tunic and over-shift arrangement was common among the 

Medieval peasantry.    The generally soft,  flowing lines of the costume 

will give the Widow a correspondingly soft,  motherly quality.    The 

Widow's second costume is described in the script as  "a gown like a 

21 piece of the sky."        This costume will be designed after the fashion 

of the ladles of court in the fifteenth century.    It will consist of 

a modified jumper top with an empire waist and a full floor-length skirt. 

The fabric will be a blue-green brocade which should appear predominantly 

blue on stage.    This will be worn over a high-necked blouse with full 

houppeland sleeves.    The blouse will be made of white fabric and the 

sleeves will be lined with a blue satin that matches the blue of the 

brocade.    The bodice will be trimmed with a metallic rick-rack.    Her 

headdress will be the heart-shaped padded roll that was popular in fif- 

teenth century England.    Fabric used in the gown will also be used in 

the headdress.    As in the peasant costume,  the soft flowing lines will 

conform to the line of the period and the feel of the character.    The 

color is accurate within the context of the script and the overall ef- 

fect is the richness desired. 

Jack's costume will be that of a peasant.    This costume will 

consist of a short tunic over which will be laid a cowl with a notched 

21 Charlotte B.  Ghorpenning,  Jack and the Beanstalk (Anchorage, 
Kentuckyi    The Children's Theatre Press,   1935),  P-  32. 
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edge.    The tunic will be worn over tights and simple soft shoes,  tied 

at the waist and spotted with patches.    The tunic will be dark orange 

in color to pick up the tone of the Widow's tunic.    The patches will 

be multicolored with the green monk's cloth of the Widow's shift pre- 

dominating.    The use of color will color-link the Widow and Jack.    The 

outline of Jack's costume will also be historically accurate. 

Frihol,  the Magic Maker,   being a more fanciful character,  will 

have a more stylized costume.    The costume will consist of a tunic with 

an A-line skirt that falls just below the knee.    The tunic will have 

the houppeland sleeve.    The tunic will have a background of white de- 

corated with a gceen bean leaf motif.    The sleeves will be covered with 

a large bean leaf design.    The design in the tunic and the sleeves are 

to be illustrative of Frihol's magic beans.    The tunic will be worn over 

tights and simple shoes.    His hat will be a padded roll with a cocks- 

comb drape that carries out the bean leaf design.    The outline of this 

costume will be basically historically accuratej  however,  the bean leaf 

design will give a very stylized fanciful flavor to the costume.    The 

heavy use of green in this costume will help tie Frihol with the bean- 

stalk. 

Rafe Heywood is a villain and his costume will be designed ac- 

cordingly.    His costume will consist of a floor-length black tunic tied 

at the waist with a belt of red fabric.    His hat will be a padded roll of 

black with a drape of red to match his belt.    In this case,  black will be 

used to color code him as evil and the red will denote his richness. 

Nicholas is a peasant and his costume will be designed to re- 

flect that.    It will consist of a short tunic of green tied at the waist. 
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The sleeves will be yellow.    He will wear a hood of yellow monk's cloth, 

yellow tights and soft shoes.    Historically the outline will be accurate} 

the use of brighter colors will make the costume more stylized. 

Nicholas's female counterpart is Joan.    She will be costumed 

in an A-line ankle-length dress of a coarse brown material.    The sleeves 

will be full to the elbow,  then narrow to the wrist.    The center panel 

of her dress will be of a bright yellow material.    Her head will be 

covered with an off-white capuchon.    Her dress will be loosely belted 

with a suede strap.    The strap will hold some sort of small purse.    The 

line of the costume will be authentic with the yellow panel being styl- 

ized and color-linked to Nicholas. 

Another peasant is Old Tyb and her costume will resemble the 

Widow 3ess's in line.    Old Tyb's costume will consist of a dark red- 

brown floor length tunic which will be worn under a shift of purple 

fabric.    As in Widow Bess's costume,  the shift will be tied in the mid- 

dle and hiked up in the front to reveal the tunic.    Her head will be 

covered with an off-white capuchon.    Also,  she will have a cape of pink 

material lined with lavender.    This pink-purple color combination will 

be repeated in the Giant's Wife's costume to color-link her with Old 

Tyb,  her grandmother. 

The last two peasants are Gavin and Annot.    Gavin will be cos- 

tumed in a brown tunic and scarf of yellow monk's cloth.    The tunic 

will be tied in the center and worn over brown tights.    He will wear 

high soft boots.    Annot will wear a green waist-to-floor full skirt. 

Over this she will wear a form fitting top with scoop neck and long 

sleeves.    The bodice will flow into a knee-length skirt that will be 
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split at each side and laced to the waist.    On her head she will wear 

a capuchon.    Both of these costumes will conform to the line of fif- 

teenth century peasants with the deviation being in brighter,  more 

stylized colors. 

Now,  moving from the  "real" world of Jack into the  "parallel" 

kingdom of the Giant,  the costumes will become more stylized and fanci- 

ful.    Color and line will become more indicative of characters who are 

really larger than life.    The Giant's Wife's costume will consist of 

a full,  floor-length skirt of purple fabric that will be striped with 

bands of blue material.    She will have a loosely cut pink blouse with 

full-blown long sleeves.    An apron of the same material as the blouse 

will belt the skirt.    Her head will be covered with a white capuchon. 

The colors and some of the fabrics will link her to Old Tyb,  her grand- 

mother.    The pink rosy tones have been chosen to augment her warm,  sym- 

pathetic,  soft-hearted character. 

The Giant,  on the other hand,  will be a stark contrast in tones 

of black.    He will wear a short tunic of grey with a square notched hem. 

The tunic will be sleeveless and worn over black tights and turtleneck. 

Around the neck and over the shoulders will be hanging large,  irregu- 

larly cut pieces of fake fur.    His wrists and top of his high black 

boots will be ringed in fake fur.    His hat will be a tall cone made of 

four panels of different fake furs which will be sewn to a band of the 

same material as the tunic.    The effect desired is to make the Giant 

appear "more grotesque than terrible."22    The high hat will give him 

height and at the same time will make him appear funny.    The fur at 

22 'Ibid. 
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the shoulders will broaden their appearance and will flop around as he 

moves,  adding to his ludicrous appearance. 

Probably the most stylized costume in this production is that 

of the Harp.    With this costume,  an inanimate object must be interpreted 

and pictured as a character.    A great deal of flexibility is needed for 

the Harp,  since the character must be able to get in and out of a small 

cabinet and do some simple dance steps.    To accomplish this,  the Harp's 

costume will be a painted leotard.    The right half will be painted gold 

to resemble the  column of a harp? also,  the right half will be covered 

with gold glitter to catch the light.    Strings of sequins will run from 

the right arm to points along the torso to simulate strings.    Her hat 

will be a padded roll with gold decoration and a white drape. 

The final costume to be described is that of the Kan in the 

Moon.    This costume will also be very stylized,  but as in Frihol, the 

flavor of the English garb will be retained.    His costume will consist 

of a short tunic,  half black,  half white,  with long sleeves.    This will 

be worn over half black,  half white tights and boots.    The right half 

of the costume will be black and the left will be white.    Over this 

will be a silver ankle-length cape that will be lined with a blue-green 

fabric.    His hat will be a padded roll with a silver drape.    The black 

and white colors represent night and day,  while the silvery cape re- 

presents the luminescence of the moon. 

This concludes the discussion of the costumes.    The last two 

areas of discussion concern the lights and the sound. 
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The Lights 

The lighting for Jack and the Beanstalk will reflect the light, 

fanciful mood of the play.    To light the Giant's kitchen and the Widow's 

house and garden, the cool colors will be in the green range and will be 

crossed with warm colors of pink tones.    The scene midway between earth 

and the Giant's castle will be lighted to accent the silver of the set 

and the Man in the Noon's cape.    Darker blues and greens will be used 

to light this scene. 

The Sound 

The sound used in this play,  aside from specific sound effects, 

is the opening music,  music to cover scene changes,  a dance,  and cur- 

tain music.    Music chosen for these needs will be sixteenth century 

English country dances.    The instruments used in these dances are oboe, 

recorder,  harpsichord and tabor drum.    The bright lively music conveys 

the mood and flavor desired for this play. 

Summary 

With the sets,  costumes,  lights and sound for Charlotte Chor- 

penning's Jack and the Beanstalk,  this designer wishes to translate from 

the play onto the stage a feeling of the fanciful and whimsical that is 

so inherent in fairy tales.    By using the dramatic arts,  it is hoped 

that this production will challenge and confront its audiences with the 

arts. 
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PART II 

THE TECHNICAL PRODUCTION 
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SCENE SHIFT PLOT 
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TABLE 1 

PROPERTIES PLOT 

ACT Ii 

Offstage Hand Propsi 

Widow Bessi    basket 
cookie 
candlestick 
money bag 

Frlholi 

Nicholasi 

magic beans 
pouch 

cudgel 

ACT II.  Scene li 

Onstage Pre-seti 

sache1 
golden hen 
knife 
tray 
mug 
onion 
bowl 
whetstone 
money box (window seat) 
8 bags of money 
golden eggs 

Offstage Hand Props I 

Gianti cudgel 
stack of wood 

AST II.   Scene  ?i 

Onstage Pre-set 

bags of money In Jack's sachel 



TABLE 1—Continued 

ACT II. Scene 3i 

Offstage Hand Propsi 

Gianti      cudgel 
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ACT IIIi 

Offstage Hand Propsi 

Jacki coins 
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THE COSTUMES 
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Figure Ik 
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Figure 15 
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Figure 1? 
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Figure 18 
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Figure 19 
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Figure 20 



Figure 21 
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Figure 22 
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Ftgure 23 
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Figure 2k ; 
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Figure 25 
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Figure 26 
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TABLE 2 

COSTUME PLOT 

CHARACTER ACTOR COSTUME 
SPECIAL 

INSTRUCTIONS 

Jack Michael Allen Orange tunic and 
Brown tights 
Soft shoes 

cowl Cover with 
patches 

Widow Bess 3etsy Silverman White capuchon 
Green shift 
Orange tunic 
Slippers 

Act I 4 II 

Blue gown 
White long sleeve 
Heart-shaped hat 

blouse 
Act II 4 III 

Frlhol Frank Bradley 

Rafe Heywood Andy Morgan 

Nicholas Ken Campbell 

Joan Lou Ann Nelson 

Old Tyb Toni Hoffman 

Rolled hat 4 cockscomb 
Bean leaf tunic 
White tights 
Soft shoes 

Long black tunic 
Red belt 
Black gloves 
Rolled black hat with 

red cockscomb 

Yellow hood 
Green tunic 
Yellow long sleeve shirt 
Yellow tights 
Soft shoes 
Suede belt 4 pouch 

White capuchon 
Brown dress with yellow 

front panel 
Belt 4 pouch 
Soft shoes 

White capuchon 
Purple shift 
Red tunic 
Pink cape 
Soft shoes 



TABLE 2—Continued 
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CHARACTER 

Gavin 

Annot 

Giant's Wife 

Giant 

Harp 

ACTOR 

Michael Driscoll 

Ruth Campbell 

Ann Lyon 

John Fahnestock 

Debbie Martin 

NM in the Moon   Lamont Wade 

COSTUME 

Brown tunic 
Tan scarf 
Brown tights 
Soft high boots 

White capuchon 
Brown knee-length shift 
Green skirt 
Soft shoes 
White apron 

White capuchon 
Pink blouse 
Pink apron 
Striped skirt 

Grey tunic with fur at 
neck 

Black turtleneck 
Black tights 
High boots with fur trim 
Fur at wrist 
Leather belt 
Fur hat 

White painted leotard 
and tights 

Rolled hat and cockscomb 

3Lack & white tunic 
Black & white tights 
Black & white boots 
Silver cape 
Rolled hat & cockscomb 

SPECIAL 
INSTRUCTIONS 



LIGHTING AND SOUND 
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LIGHT PLAN 
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INSTRUMENT SCHEDULE 



NO. INSTRUMENT TYPE 

1 8" Ellipsoidal 

2 8" Ellipsoidal 

3 6" Ellipsoidal 

k 6" Fresnel 

5 6" Ellipsoidal 

6 6" Ellipsoidal 

7 6" Ellipsoidal 

8 6" Ellipsoidal 

9 6" Ellipsoidal 

10 6" Ellipsoidal 

11 6" Ellipsoidal 

12 6" Ellipsoidal 

13 6" Ellipsoidal 

14 6H Ellipsoidal 

15 6" Ellipsoidal 

TABLE 3 

INSTRUMENT SCHEDULE 

WATTAGE FOCUS DIMMER CIRCUIT GEL NO. FUNCTION 

500 Flood 21 13 871 Area 5 

500 Flood 22 1 859 Area 5 

500 Flood 23 121 859 Area 5 

500 Flood 19 125 &U-3 Area 5 

500 Flood k 45 811 Area 3 

500 Flood 1 39 811 Area 1 

500 Flood 6 37 None Proscenlua 

500 Flood 3 33 811 Area 4 

500 Flood 4 31 826 Area 3 

500 Flood 11 27 None Proscenium 

500 Flood 1 36 859 Area 1 

500 Flood 12 25 826 Fill 

500 Flood 12 28 826 Fill 

500 Flood 2 29 811 Area 3 

500 Flood 11 26 None Proscenium 

REMARKS 

ON 
CO 



TABLE 3~Gontinued 

NO.     INSTRUMENT TYPE    WATTAGE    FOCUS    DIMMER    CIRCUIT    GBL NO.     FUNCTION 

16 6" Ellipsoidal 500 Flood 1 38 826 Area 3 

17 6" Ellipsoidal 500 Flood 4 32 854 Area 3 

18 6" Ellipsoidal 500 Flood 6 30 None Proscenium 

19 6" Ellipsoidal 500 Flood 2 48 859 Area 2 

20 6" Ellipsoidal 500 Flood 3 46 843 Area 4 

20-A 6" Ellipsoidal 500 Flood 24 24 826 Special 

21 6" Fresnel 500 Flood 13 77 805 Area 4 

22 6" Fresnel 500 Flood 14 79 805 Area 4 

23 6" Fresnel 500 Flood 13 80 805 Area 4 

24 6" Fresnel 500 Flood 14 78 805 Area 4 

25 Striplight 4500   Davis 
1 & 2 

103 
158 

Blue Cyc 

26 Striplight 4500   Davis 
3 & 4 

160 
105 

Red Cyc 

27 Striplight 1+500   Davis 
5*6 

107 
156 

Green Cyc 

28 6" Ellipsoidal 500 Flood 8 41 823 Special 

REMARKS 

Pixie Special 
for Introduc- 
tion. 

Backlight 

Backlight 

Backlight 

Backlight 

Frihol's 
Spell 

ON \o 



TABLE 3--Continued 

NO.     INSTRUMENT TYPE    WATTAGE    FOCUS    DIMMER    CIRCUIT    GEL NO.     FUNCTION 

29      6" Ellipsoidal 500        Flood 9 47 87** Special 

30      6" Ellipsoidal 500        Flood        10 

31      Follow Spot 2000        Soft 

43 866 Special 

D None Special 

REMARKS 

Frihol's 
Spell 

Frlhol's 
Spell 

Beanstalk, 
Act IV 

o 



SWITCHBOARD SET-UP CHART 
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SWITCHBOARD SET-UP CHART 
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BANK DIMMER INSTRUMENT CIRCUIT 

16 
6 

11 

38 
39 
36 

19 
14 

48 
29 

20 46 
33 

17 
31 
32 
45 

18 
37 
30 

31 

28 41 

29 47 

10 

11 

30 

15 
10 

43 

26 
27 

12 12 
13 

25 
28 

13 21 
23 

77 
80 

14 22 
24 

79 
78 



TABLE 4—-Continued 
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3ANK DIMMER INSTRUMENT CIRCUIT 

k 19 k 125 

21 1 13 

22 2 1 

23 3 121 

24 20A 24 

Davis-Ariel 1 25 103 

2 25 158 

3 26 160 

4 26 105 

5 27 107 

6 27 156 

Tour Trunk A 31 D 
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LIGHT PLOT 



SCRIPT 
PAGE      CUE #    CUE DESCRIPTION 

1        Pre-show set-up 

Cue from stage manager 

TABLE 5 

LIGHT PLOT 

SWITCHBOARD FROM TO    COUNT 

Grand Master 
Bank Master 
House Lights 

0 
0 
0 

10 
6 
7 

Master 1 
Dimmer 1 
Dimmer 2 
Dimmer 3 
Dimmer k 
Dimmer 6 

0 10 

Master 2 
Dimmer 11 
Dimmer 12 

0 10 

Master 3 
Dimmer 16 
Dimmer 17 

0 10 

Master k 
Dimmer 21 
Dimmer 22 

0 10 

Davis 1 
Davis 2 
Davis 5 
Davis 6 

0 
0 
0 
0 

10 
10 
10 
10 

House Lights 
Dimmer 2k 

7 
0 

5       3 
10       3 

SPECIAL INSTRUCTIONS 

One-half hour before every 
performance, turn on the 
Systems Master and set the 
auditorium transfer switch 
from "direct" to "Dim" and 
execute the pre-show set- 
up 

Dimmer 2k, Pixie Special, goes 
up with curtain ^3 



TABLE 5—Continued 

SCRIPT 
PAGE 

10 

10 

10 

10 

Ik 

CUE #    CUE DESCRIPTION 

3        Cue from stage manager 

k 

5 

6 

7 

8 

Friholi "for a boy to 
give his mother." 

Friholi 
a king. 

"may eat like 

Friholi "and grapes." 

Music cue 

On rising of show drop 

23 As Grand Drape rises for 
Man in the Moon 

SWITCHBOARD FROM TO COUNT SPECIAL INSTRUCTIONS 

Dimner 2k 
House Lights 
Master 1 

10 

5 
6 

0 
0 

10 

5 
5 
5 

Cross fade House Lights 
and Dimmer Zk with Bank 
Master 

Master 1 
Dimmer 8 

10 
0 

5 
10 

3 
3 

Cross-fade 

Dinner 8 
Dimmer 9 

10 
0 

0 
10 

3 
3 

Cross-fade 

Dimner 9 
Dimmer 10 

10 
0 

0 
10 

3 
3 

Cross-fade 

Dimner 10 
Master 1 

10 
5 

0 
10 

3 
3 

Cross-fade 

Dimmer 11 
Dinner 6 
Davis 1 
Davis 2 
Davis 5 
Davis 6 
Davis 3 
Davis k 

10 
10 
10 
10 
10 
10 
0 
0 

0 
0 
7 
7 
7 
7 

10 
10 

5 
5 
3 
3 
3 
3 
3 
3 

Cyclorama changes during 
scene change while show 
drop is down 

Bank Master 
Dimmer 21 
Dimmer 23 
Dimmer 19 
Dimmer 22 

10 
0 
0 
0 
0 

0 
10 
7 
7 

10 

5 
5 
5 
5 
5 

Cross-fade 

^3 
ON 



TABLE 5—Continued 

SCRIPT 
PACK      CUE #    CUB DESCRIPTION 

27 10       As Grand Drape lowers 

SWITCHBOARD FROM   TO    COUNT    SPECIAL INSTRUCTIONS 

32 11        Show drop rises 

38 12       Blackout as Jack cuts 
Beanstalk 

38 13        Lights up,  full cue 
from Stage Manager 

39 1*        Cue from Stage Manager 

Bank Master 0 10 5 Cross-fade 
Dimmer 21 10 0 5 
Dimmer 23 7 0 5 
Dimmer 19 7 0 5 
Dimmer 22 10 0 5 

Dimmer 6 0 10 5 Cyclorama changes during 
Dimmer 11 0 10 5 scene change 
Davis 1 7 10 5 
Davis 2 7 10 5 
Davis 5 7 10 5 
Davis 6 7 10 5 
Davis 3 10 0 5 
Davis 4 10 0 5 
Dimmer A 0 10 5 

Bank Master 1 10 0 2 
Davis 1 10 0 2 
Davis 2 10 0 2 
Davis 5 10 0 2 
Davis 6 10 0 2 

Bank Master 1 0 10 2 
Davis 1 0 10 2 
Davis 2 0 10 2 
Davis 5 0 10 2 
Davis 6 0 10 2 

Bank Master 1 10 0 10 Cross-fade 
House lights 0 10 5 
Grand Master 10 0 10 

^3 
->3 



TABLE 5--Continued 

SCRIPT 
PAGE      CUE #    CUE DESCRIPTION 

14 continued 

SWITCHBOARD FROM TO COUNT 

Davis  1 
Davis 2 
Davis 5 
Davis 6 

10 
10 
10 
10 

0 
0 
0 
0 

10 
10 
10 
10 

SPECIAL INSTRUCTIONS 

3 
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SOUND PLOT 



TABLE 6 

SOUND PLOT 

80 

PAGE    CUE j    CUE DESCRIPTION 

1 5 

6 

17 4 

23 5 

26 6 

27 7 

27 8 

28 9 

29 10 

30 11 

31 12 

Music begins as house starts 
out. 

Harp music up after Jack and 
Widow exit; for Frihol's 
entrance. 

Music fades in as beanstalk 
appears. 

Harp music on Gianti 
dance her down." 

Harp music on Gianti 
dance her to death." 

Friholi     "... voice of 
his mother." 

Friholi     "... voice of 
the Giant." 

Music to cover scene change, 
go with Jack starting up the 
beanstalk. 

Jacki     "Harp,  stop play," 
music out. 

Harp music up when Harp sees 
Giant. 

Harp music stops on Jacki 
"Let us go,  Harp!" 

Music fade up for scene change 
on Wifei     "Goodbye." 

SPECIAL INSTRUCTIONS 

Fades as Jack's house rolls 
into playing position. 

Warn lights before begin- 
ning music to go with flash 
pot. 

Music under dialogue,  then 
up to full for scene change. 
Fade out beginning Act II. 

Music out on Gianti 
".   .   . go in." 

Continues over scene change 
and fades out as Man in the 
Mooni    "Hello." 

Widow/Rafe dialogue,  out 
on widow's weeping. 

Giant/Wife dialogue,  out 
on "Crash!" 

Music fades up to full and 
then to i under dialogue. 

Watch Harp for visual cue. 

Music fades out as Jack's 
house rolls into playing 
position. 
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TABLE 6--Continued 

PAGE    CUE j    CUE DESCRIPTION 

34        13        Harp music on Jacki     ". 
make everybody happy." 

36        14        Harp music on Jacki     "Harp, 
play us deep asleep." 

SPECIAL INSTRUCTIONS 

Fade out on end of dance on 
Old Tybi     "... shining 
eyes, pretty one?" 

Harp music continues until 
Jacki    "There,  Rafe Hey- 
wood." 

38 15        Crashes on visual cue from 
Jack cutting the beanstalk. 

39 16        Music up for curtain call. 

Go with the blackout. 

Music fade as house lights 
come up. 
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TABLE 7 

SPECIAL EFFECTS PLOT 

PAGE CUE 

6 1 

22 2 

29 3 

CUE DESCRIPTION 

Flash pot on music cue for 
Frihoi's entrance. 

Smoke from fireplace as wife 
fans fire. 

Steam from pot lid when the 
Giant lifts lid. 

SPECIAL INSTRUCTIONS 

Harp music cue. 

,','OTEi    One-half hour before each performance, add flash powder to the 
flash pot and re-set wiring. 



PROGRAM DESIGN 
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PART III 

CRITICAL EVALUATION 
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PART III 

CRITICAL EVALUATION 

The purpose of this chapter is to break down the technical pro- 

duction of Jack and the Beanstalk into its component parts and evaluate 

these parts as to their strengths and weaknesses.    These parts shall 

consist of (1) the sets,  (2) the costumes, and (3) the lights. 

The design concept for Jack and the Beanstalk involved the sat- 

isfying of certain basic needs of the play and the wishes of the direc- 

tor.    These requirements were divided into six facets (as mentioned in 

Part I).    They were as followsi    (l) the period of the play,  (2) the 

place of action,  (3) the style of design most suitable for the play, 

(4) the mood,   (5) the stage limitations, and (6) the director's needs. 

As the design concept evolved from these six facets, the production will 

be evaluated using these facets as criteria.    The production will be 

measured against what was planned and what resulted.    The areas of 

(1) the set,   (2) the costumes, and (3) the lighting will be evaluated 

separately by the six facets as they apply. 

The Set 

There were three locales necessary in staging Jack and the Bean- 

stalk.    They are (l) the house and garden of Jack and his mother,  (2) the 

Giant's kitchen at the top of the beanstalk, and (3) a spot on the bean- 

stalk half way between earth and the Giant's castle. 
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The director and the designer decided that to best facilitate 

the quick scene changes necessary,  the locales of the Giant's kitchen 

and of Jack's house should be put on separate mobile units.    The bean- 

stalk scene would be played on one of the wing stages.    To accomplish 

this,  the Giant's kitchen and Jack's house were designed to fit on their 

own wagons.    These wagons were 20 feet by 8 feet.    Originally,  a false 

proscenium was conceived with individual openings and show drops for 

each wagon unit.    However,  it was discovered that the sight lines in 

Taylor Theatre for such a set-up would have been poor,  so the proscenium 

was cut to one opening and show drop.    Both units would use this opening. 

This set-up worked well.    While one unit was on stage in playing posi- 

tion,  the other was off stage in the wings.    The substitution was made 

by first pulling one unit up stage and lowering the show drop.    Then 

the unit was rolled further up stage and then off stage to the wings. 

The second unit was then rolled in from off stage into place as the show 

drop went up.    The units were somewhat bulky and it took the cast several 

rehearsals to learn to shift them easily. 

The next problem to be solved by the designer was that of the 

mechanics of the beanstalk.    The script calls for the  beanstalk to sprout 

and wind its way upward,  carrying Jack out of sight.    This trick was ac- 

complished with the use of scaffolding.    Behind the false proscenium were 

erected two 12-foot towers.    These were connected by two 22-foot putt 

logs.    This arrangement of scaffolding made a square arch 12 feet high 

by 22 feet wide by 7 feet deep through which the wagon units would pass 

to their down stage playing position.    A rope was run through a pulley 

in the fly gallery with a hook on one end hanging   approximately 15 feet 
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off the floor directly above where the beanstalk would make Its ascent. 

The other end of the rope hung off stage right.    The beanstalk, a rope 

covered with leaves,  was coiled out of sight behind the wall on the set 

for Jack's house.    A wire was attached to the top end of the beanstalk 

and when the beanstalk reached the level of the top of the scaffolding, 

it was connected to the rope and pulley.    Then Jack stepped into a loop 

in the beanstalk and was raised off stage by men in the cast pulling on 

the other end of the rope off stage.    When Jack was pulled up to the 

level of the scaffolding,  he stepped off onto the scaffolding and out 

of sight of the audience.    This arrangement worked very well when it 

finally did work.    Unfortunately, the beanstalk was not rigged and work- 

ing until the show opened.    This was a source of consternation to the 

cast,  crew,  and the director.    It should have been worked out earlier 

so the cast could have had more time to rehearse with it.    Also, the 

actual design of the beanstalk was less effective than it should have 

been.    The growing of the beanstalk is essential to the story.    The pic- 

turization could have been more dramatic and appealing to the children. 

As executed,  it looked not unlike a green rope with leaves and tendrils. 

As far as capturing the desired atmosphere of rural sixteenth 

century England, this designer was very pleased with the setting of 

Jack's house.    The bright, warm colors of the house and wall were ap- 

pealing and cozy looking.    It was a warm friendly setting.    The detail 

used in the cottage,  even though limited, was authentic in appearance 

in the stylized genre.    Framing this set with the stylized trees painted 

on the proscenium augmented the friendly, bucolic atmosphere.    Another 

problem with this set was the gate which was located in the center of 
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the platform in a stone wall.    This gate was not masked and the actors 

had to be very careful entering and exiting through it so as not to re- 

veal the coiled beanstalk.    The major problem with this set,  other than 

the gate and the  beanstalk, was that it was not constructed soon enough 

for the cast to have sufficient time to rehearse on it to feel at ease. 

This was largely a fault of the designer's inadequate planning.    How- 

ever, when completed and in production, this set was effective and met 

the requirements of the play and the director. 

Like the set for Jack's house, the set for the Giant's kitchen 

was not completed soon enough.    However, when completed,  it generally 

was effective.    Where the set had problems was in the overall effective- 

ness.    It did not have as strong an "other world" quality as was ori- 

ginally planned.    The set was cute and colorful.    It met all the 

physical requirements of the script,  but it could have gone further in 

the fanciful realm.    It was too much the English country kitchen and not 

enough the kitchen of a Giant. 

The last set was that of the Man in the Moon.    This set had 

special problems in that Jack had to descend to this set from the bean- 

stalk and then ascend at the end of the scene.    Since the set was to be 

placed on the left wing stage, the setting had to be kept small.    To 

work the beanstalk trick, a beanstalk was hung from a pipe in the light 

tiers.    This beanstalk hung to the floor and Jack would climb onto the 

beanstalk from the top of a 10-foot section of scaffolding.    Jack could 

climb down to the level of a platform where the short scene could be 

Played.    The scaffolding was masked by black flats and cut-out clouds. 

The problem with the set as executed was like the Giant's kitchen, it 
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was not "big" enough.    The styrofoam crescent used for the moon was too 

small to be effective and the playing area was not large enough so block- 

ing was very tight and limited. 

Another part of the set this designer would have changed was 

the show drop.    As designed, the drop would have had the title of the 

play lettered across it.    Because of a lack of time, this was never ac- 

complished.    In addition,  the drop was improperly constructed and did 

not hang completely straight.    This caused wrinkles in the upper stage 

left corner. These wrinkles were caused by improper tacking down of the 

drop when it was sized. 

Generally speaking,  the sets for Jack and the Beanstalk were 

executed as planned.    They reflected the mood and style the designer 

wished and satisfied the physical requirements of the play and the 

wishes of the director.    If this production were to be redone by this 

designer,  more preproductlon planning would eliminate most of the prob- 

lems this show encountered with the settings. 

The Costumes 

In planning the costumes for .Tnrlr and the Beanstalk,  this de- 

signer had three major concerns.    These were (l) capturing the flavor 

of the period,  (2) making the costumes as bright as possible while stay- 

ing within the basic primary color range, and (3) keeping the overall 

designs in the stylized,  simplified genre of the setting.    These three 

guidelines were followed with general success.    The construction of the 

costumes was ably managed so that they were completed in ample time to 

make necessary changes after they were seen on stage.    However,  there 
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were some design problems in the costumes that this designer would change 

if the production were done again. 

The costume for Jack was effective?  however, two changes were 

made from the original design.    For Jack to do all the physical move- 

ment,  such as climbing the beanstalk,  it was necessary to split the cowl 

at    each shoulder.    This made it possible for Jack to move his arms 

freely.    The second change concerned the shoes.    Since all shoes were 

pulled from stock,  the low shoes designed for Jack were replaced with 

high soft boots.    In the final analysis, they looked better than the 

shoes designed for him. 

The Widow Bess had two costumes.    The first, a peasant outfit, 

was executed essentially as designed.    The only change this designer 

would make would be to Intensify the colors.    The green was not as green 

and the orange not as orange as designed.    The costume would have been 

more effective perhaps if it had not been so drab.    The Widow's second 

costume was quite effective.    The color was right and the line beautiful. 

Some liberty was taken in making this costume more elegant than called 

for in the script. 

The costume of Rafe Heywood underwent minor changes from the 

drawing board to reality.    His purple scarf was eliminated and his gloves 

changed from purple to black.    The hat received the major criticism.    It 

was more grand than originally designed and was too big. 

In the opinion of this designer, the most effective costume in 

the show was that of Frihol, the magic maker.    His "bean leaf" costume 

was executed and designed with minor changes.    His shoes were not white, 

but brown, and his tights were white instead of blue and white.    The 
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painted sleeves were right and the whole costume fit the character. 

There was a nice blend of line from the period and fancy from the char- 

acter. 

The peasants Nicholas, Joan, Gavin and Annot had costumes pulled 

from stock.    It was possible to put together costumes that were almost 

identical to the original designs except in the case of Joan and Annot. 

Nicholas* and Gavin's costumes were fine and with some boots added here 

and a hood there, it was possible to copy the original designs.    Joan's 

costume was a different matter.    A dress was pulled that conformed very 

closely to the design for her costume.    However, the capuchon that was 

designed was very complicated and was replaced by a simple hood.    Also, 

because of a lack of time,  the yellow panel designed in the original 

costume was eliminated in the actual costume.    The costume designed for 

Annot was very nice,  but nothing could be found in stock to simulate it, 

so a totally different costume was pulled.    The original design was nicer 

than the actual costume Annot wore.    It would have added a nice touch of 

variation. 

This designer had originally decided to pull Old Tyb's costume, 

but since nothing of the appropriate color could be found,  the costume 

was built.    In line and color this costume was appropriate,  but some 

criticism was leveled at the material used for the shift.    The shift 

was designed as being purple.    This was desired to color-link Old Tyb 

with the Giant's wife who also wore purple.    A purple crepe of the right 

shade was found in stock.    This designer realized that crepe was too 

rich a fabric for a peasant to be wearing, but in the interest of time 

and money,  it was used anyway.    This purple crepe looked so good on 
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stage that this designer decided that the  "wrongness" of the fabric was 

secondary to the 'Tightness" of the color. 

The major costume disaster of the show was the Giant's Wife. 

The character was originally conceived as a plump, rosy little mother 

type.    She was to be all pink and pretty.    To augment this feeling,  a 

skirt of horizontal stripes was designed to make her appear more rotund. 

If indeed the actress who played the character had been short,  fat and 

round,  the costume would have worked better.    However,  this was not the 

case.    The actress was short but far from fat.    Also, the capuchon made 

for her did not fit correctly and caused her much trouble.    Consequently, 

she did not wear it.    The whole costume was not thought through and 

should have been redesigned. 

One of the most successful costumes was that of the Giant.    His 

costume was executed exactly as designed.    His boots could have been 

bigger.    Cothurni were originally planned but they were not made because 

of a lack of time. 

The costume that was most popular with the children was that of 

the Harp.    The painted half covered with glitter was very effective on 

stage.    The costume    was executed as designed.    The only change this de- 

signer would make would be to stylize the makeup more than was done in 

this production. 

The last costume was that of the Man in the Moon.    As designed, 

this was a nice costume.    Unfortunately the set was so small that the 

beautiful cape could not be used effectively.   Also the hat did not get 

made,  but it probably would not have shown up in any case.    Furthermore, 

the wig and beard used for him were too full.    They needed to be trimmed. 

This was a case of the set designer failing the costume designer. 
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In the final analysis of the costumes, they were executed as 

designed except for the cases of Joan and Annot.    The stylized approach 

to the settings was interpreted effectively in the costumes with the 

exception of the Giant's Wife's costume.    These costumes looked good 

together with their bright primary colors and in most cases,  helped 

characterize those who wore them. 

The Lighting 

In designing the lights for Jack and the Beanstalk,  the keynote 

was bright and warm.    A theatricalistic approach was used in the light- 

ing.    First,  the three locales in the play were divided into five act- 

ing areas.    Areas One through Four were contained within the confines 

of the two wagon units.    Area Five was the Man in the Moon set.    It 

was decided to use the three-light McCandless system to light Areas 

One through Four and a modified McCandless system for Area Five. 

To light the wagon containing Jack's house, each area was 

lighted by three lights.    A warm was focused from the right and, at a 

corresponding opposite angle, a cool was cross spotted.    The third 

instrument was aimed straight into each area to tone the other two 

colors.    The warm used was Roscolene 811, Flame.    This color was chosen 

to pick up the warm red-orange tones in the sets and costumes.    The 

cool used was Roscolene Q&, Steel Blue.    This color was used because 

it is a medium cool color and would add enough contrast to the warm with- 

out overpowering it.    The toner color used was Roscolene 826, Flesh Pink. 

This color is very flattering to skin tones and gave a desired rosy tone 

to the lighting.    In addition,  the area directly behind the wagon while 
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it was in playing position was lighted with four instruments on the first 

electric.    These instruments were used to backlight that area which was 

used only for entrances and exits.    Spill from the areas on the wagon il- 

luminated this area sufficiently.    The color used in these instruments 

was Roscolene 805»  Light Straw.    The proscenium was lighted with four 

ungelatined Instruments and the cyclorama was lighted with the blue in 

the strips.    It was found that the lip of the stage was dark and three 

additional instruments were added.    The color used in these instruments 

was Roscolene 8231 Primary Redj Roscolene 8?k,  Medium Greenj and Rosco- 

lene 866, Dark Blue.    In Act III, the giant base of the beanstalk is 

added to this set.    Originally it had been planned to light the beanstalk 

with instruments hung on the scaffolding.    However, the need for a sky 

cloth to mask the putt logs eliminated the usefulness of these instruments. 

To light the beanstalk, a follow spot was added to hit the top of it. 

The lighting used for this set achieved the desired effect.    The colors 

in the sets and costumes were effectively toned and highlighted.    The only 

difficulty was in the lighting for the giant beanstalk in Act III.    The 

follow spot was only minimally effective because the illumination was not 

sufficient and the resulting spill on the cyclorama was distracting. 

The lighting used for the wagon containing Jack's house was also 

essentially the same for the Giant's kitchen.    For the Giant's kitchen, 

the cyclorama changed from blue to purple and the proscenium lights were 

not used.    Also,  the instruments used as backlighting for Jack's house 

were not used.    In the original concept of lighting for Jack's house 

and the Giant's kitchen, this designer did not feel that it would be 

necessary to change lighting for the two sets.    The lighting for the four 
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areas which remained the same on each wagon could stay the same.    The 

idea was bright,  warm lighting.    However, in retrospect, this designer 

feels different colors in the instruments for the lighting of the Giant's 

kitchen could have more effectively augmented the scene.    A more eerie, 

"other world" quality could have been created with the lighting. 

To light the Man in the Moon set,  four instruments were used. 

Two instruments were hung in the second light balcony.    The angle of 

these instruments was not correct as described in the McCandless system, 

but it is virtually impossible to achieve correct angles while lighting 

a wing stage in Taylor Theatre.    The color used in these instruments was 

Roscolene 859,  Green Blue.    This color was used to simulate the coolness 

of night light and to pick up the blue-green tones in the costumes of 

the Man in the Moon and Frihol.    In addition, two instruments were mount- 

ed,  one on the floor and one on the scaffolding, at angles to each other 

to shoot up the beanstalk and catch Jack as he climbed down.    The color 

used in these two instruments was Roscolene 871, Light Green.    This color 

was used to highlight the green in the beanstalk.    The lighting for this 

scene was as conceived and designed.    The major lighting problem with 

this set was involved with the limitations of the wing stages in Taylor 

Theatre and the faults of the set.    The angles were bad and the set ill- 

conceived so the lighting could only do so much. 

Cpncluslon 

In the opinion of this designer, the production concept used 

for frrt a,nH the Beanstalk was valid. The stylized execution of the 

sets and costumes augmented the story told in the play.    The sets for 
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Jack's house and the Giant's kitchen worked well with the false pros- 

cenium and with each other.    These two sets were consistent within them- 

selves and with the total production concept.    The set for the Man in 

the Moon was less effective but was hampered by script demands and 

limitations of the wing stage. 

This designer feels that the visual impact of these sets was 

both pleasing and exciting to the children in the audience.    Color and 

fancy were effectively combined in a stylized manner to make Jack and 

the 3eanstalk an effective visual production. 
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