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• ... I think people respond to a 

drawing in a way that they do 

not respond to a model." 

of Edward N, and Richard Ill, His Death, 
adapted by Charles Wood and directed by Adrian 
Noble, with lighting by Chris Parry, and sound 
by Paul Slocombe. 

"I didn't know the plays before I started 
work," Crowley says, ''I'd never seen them, and I 
assumed that the people out front haven't either. 
They're pretty involved. It would be nice to think 
that you didn't have to keep looking at your pro
gramme constantly thinking,'Oh, who's he?'" 

Helping to keep track of all the allegiances 
and realignments, Crowley employed an em
blematic approach-white and red roses, large 
colour-coded crosses-dearly displayed on 
tunics, flags, armour, and scenery, a device used 
by many designers before him. · 

"It was a very emblematic approach," he 
says, "but that was born out of the fact that you 
literally had to know who was on whose side. 
Obviously, if they're not wearing a white rose, 
then they're gonna get their head chopped off. 

"It was paramount in my mind that I would 
have to tell the story as clearly as possible-and 
as excitingly as possible." This sense of excite
ment was inherent in the breakneck pace of No
ble's staging of the trilogy, which posed another 
constraint for the designer. 

"Certain physical limitations were set by vir
tue of the fact that they were going to stage all 
three plays on one day," Crowley says, "and 
there was very little time for change-overs be
tween the morning, afternoon, and evening per
formances. Whatever I designed had to be put up 
and down in the 45 minutes between shows. It 
had to have a fantastic fluidity." 

Solving this design problem, Crowley used the 
device of storyboards. "We did model it, but I 
treated it Like a film script really. The whole 
thing was done scene by scene, and every scene 
was done up as an image, so you could look at 
the whole trilogy. 

"Storyboards are invaluable, you can con
stantly refer to them. A model, I think, is a 
means to an end--it deals with physical real
ities. I don't think a model is very good at creat
ing a mood--you can't light it properly, and it 
hasn't got actors wandering around it. Somehow 
with a drawing you can get more of an at
mosphere, more of a feeling. 

"It's very interesting, actually. In the end peo
ple weren't even looking at the model. They 
would say, 'Let's look at the storyboards.' Be
cause I think people respond to a drawing in a 
way that they do not respond to a model. You 
look at a model and you're more interested in 
the way it's been constructed and you're think-
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ing, 'Oh, what a cute little chair, oh look they've 
even made the flower pots.' Whereas with a 
drawing, even though it might be as simple and 
as crude as something on the back of a cigarette 
packet, I think people respond to them. 

"So, Chris Parry, the lighting designer, had 
them, the crew, the stage management had 
them, the actors had them, they were all pinned 
up everywhere-they were there all the time. 
And it was the only sane way of keeping any 
kind of control over it. 

"Some of the time it showed groupings of 
people on stage with no actual scenery; and 
light- there had to be light from a certain an
gle, so all that was painted in. Also, you could 
look at a whole sheet of these things and you 
could see the entire evening at one glance." 

The designer has used the technique of story
boards before, most recently on Macbeth. "It's 
the only way of dealing with a large piece," he 
says, though he notes that for a play with a 
fixed set like Hedda Gabler, storyboarding 
would be pointless. 

Henrik Ibsen's Hedda Gabler sees Crowley re
united with the Les Liaisons Dangereuses 
team---director Howard Davies and writer 
Christopher Hampton (who wrote a revised ver
sion of the translation from the Norwegian). 
Mark Henderson did the lighting. 

"What interested me in Hedda Gabler," 
Crowley says, "was that Howard wanted to do 
this on the big stage-the Olivier Theatre, the 
National's 1, 160 seat theatre-he didn't see it as 
a small domestic drama. 

"What was interesting was to see if we could 
make a play like this work on the big stage in
stead of just putting it in the Cottesloe, the Na
tional's smallest auditorium, or behind the 
proscenium in the Lyttelton theatre. That's been 
the challenge really." 

The resulting set is a massive, circular room. 
"It's like the atrium of a building, although 
there's actually a huge library with no books in 
it until the character George Tesman starts fill
ing it up with all his volumes. He's only happy 
with his books really, and this room is his idea 
of Heaven-it's like his very own reading room 
at the British Museum, which he can now spend 
the rest of his married days filling. Which is his 
wife's idea of Hell." Indeed, the play opens with 
stacks of Tesman's books on the floor, and as it 
progresses, the bookshelves, which stretch from 
floor to ceiling on both the ground floor and the 
set's upper level, are gradually filled with them. 

This upper level of the set is reached by a 
huge curving staircase which dominates the 
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• 
A former sce ne pain ter and 

art instructor, Bob Crowley 

(2) establis hed hi s reputati on 

as a designer when h is set and 

costumes for th e Broadway 

production of Les Liaisons 
Dan gereuses won him two 

Tony nomin ations. 

• 
U11 a11cie11 pei111re sce11iq11e 
et prof esseur d'art, Bob 

Crow ley (2) , afonde sa ,;epu

talion co mm e scenograpbe 
q11a11d ii a rea lise les decors 

et les cosh mt es p ou r Les 
Laiso 11s Da11gere1,ses a 
BroadwaJ\ p o ur lesq u els ii a 

et e 110111i11e deux Jots pour 
les prix "To11y." 

~ 
Bob Crowley 121, eln 

ehemallger Kullssenmaler und 

Kunsterzleher, begriindete 

selnen Ruf als Buhnenblldner , 

als er zwei Tony-Nominierungen 

fiir sein Biihnenbild und seine 

Kostiimausstattung der 

Broadway-lnszenierung van 

Les Liaisons Dangereuses 

erh ielt . 
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