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ABSTRACT 

 

The goal of this thesis is to take an in depth look at the process of creating a scenic design 

for Temple Theatre’s production of Anything Goes by Cole Porter.  This paper will break 

down the designer’s personal process in developing the design.  In addition, it will break 

down the process of translating the design into a realized set.  In particular, a look at how 

Anything Goes worked in relation to an ideal production situation. 
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CHAPTER 1 

INTRODUCTION 

  

 The lights lowered, signaling for the guests to take their seats and quiet down.  

The orchestra began to rise and fall with the sounds of the overture as the audience was 

transported from the hum-drum of their everyday lives, into the bright and exciting world 

of Anything Goes.  The lights rise up and the stage, set, and actors become illuminated.  

And so begins the audience’s journey into the show.   

 My journey, on the other hand, started many months before this night.  As a 

Scenic Designer, the job of working on a show begins on average, 6-9 months before the 

show even opens.  There are many steps and challenges that a designer faces when 

working on a particular production.  In this thesis paper I will be walking through these 

steps and challenges.  I will be looking at my own personal take on Anything Goes as 

well as the overall take of the production.   

Our show, Anything Goes, a musical written by Cole Porter, was produced by 

Temple University’s Department of Theatre.  The show was directed by Peter Reynolds, 

our Associate Chair and Director of Musical Theatre.  The costume design was by Jeff 

Sturdivant, with the lighting design by Liz Phillips.  In this paper I will discuss how we 

worked as a team to create this production.  I will not only attempt to look at my work 

and process but also evaluate myself and actions.  Self-evaluation is a critical part of 

working to better yourself and your work.  It is something I reinforce to my students as 

being one of the most important parts of personal growth.  So here, I shall dive into this 

daunting task.   
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Well that’s different… 

 

 I often meet people in my life, whether it be at a hair dresser, on a blind date, or 

simply on the subway with, when I strike up a conversation.  One of the first questions 

anyone tends to ask is what do you do for a living.  I both love and hate this question.  I 

love it because I truly love what I do and am always excited to tell people about my latest 

project or show.  I hate it because of the reactions I get from people.  With the number 

one reaction being “well that’s different.”  As a creative person I am often judged by 

others who do not understand the drive I have to create and design.  When you tell people 

you have a degree in Theatre they almost always give you the look of ‘Oh what a waste’ 

or ‘Oh you’re one of those people’.  This reaction is incredibly disheartening.  I have 

never understood how people can disregard the importance of the arts so much.  But that 

is a fight I am willing to fight.  I know the importance.  I know that I love what I do for a 

very good reason.  And I know that I can make a difference in people’s lives through my 

sets and collaborations.  I love when I get the reaction of surprise and interest from 

people that never knew scenic design was even a career.  Those people, who ask me tons 

of questions and are genuinely interested to hear all about my job, are the ones that keep 

me going.  Because in them, I get excited all over again.   

 Designing is not a field I originally thought I would be pursuing.  I have loved art 

for all of my life but didn’t plan on making a career out of it.  Once I got into college and 

realized I was not finding any other path that interested me, I knew I had to go back to 

my one true love in art.  I began that journey in an architecture program at University of 

Texas San Antonio.  This program showed me a way to use my artistic talents along with 

a realistic career path.  Though I enjoyed architecture, it lacked a certain fully open 

creativity that I wanted.  I began to look to how I could use these new skills I had learned 

in another way, and found my way to the theatre program.  I had transferred to East 

Carolina University at this point and went in to meet with the Scenic Designer there 
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named Jeni Parker.  She took me on stage where their set for The Crucible was almost 

finished.  I thought it was impressive but it wasn’t until Jeni pulled her model of the set 

out that I was hooked.  I had built many models at this point of my architecture studies 

but never had the chance to actually see them come to fruition.  Her little colored model 

was right there, alive and in real scale on that stage and it was so creative and exciting 

that I never looked back.  I transferred into the program that very semester and have 

followed this path with enthusiasm.   

 After receiving my BFA in Theatre Design and Production, I again faced a 

monster of ‘what do I do with my life now’.  After speaking with some of my professors 

from ECU I realized I had a passion not only for design but also for teaching and sharing 

that passion with others.  They encouraged me to go into graduate school to further my 

studies and open myself up for the possibility of teaching.  After a long journey of 

interviews and ‘what-ifs’ I found my way to Temple University and into the open and 

welcoming arms of my mentor Fred Duer.  He awoke a passion in me I thought I had 

already tapped into, but it turned out I had merely skimmed the surface.  After 2 years of 

arduous studies and countless paper projects I heard the news of what my big thesis show 

was going to be, Anything Goes.  This was a musical I had obviously heard of but never 

seen, and I was ecstatic.  A huge musical set in my favorite time period in the 1920s and 

30s, this was going to be great.  If I only knew the challenges and bumps I would hit 

along the way I might have been a little less enthusiastic, but so began my journey.      
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CHAPTER 2 

SCRIPT ANALYSIS 

They gave me a script, now what? 

 

The first thing that happens in any production process is deciding on a show.  

Once the decision is made the scripts are sent out and the real work begins.  One of the 

very first steps in a design process is going to be an analysis of the script laid in front of 

you.  This begins by simply reading the script.   

The first reading should provide the designer with a feel for the script and the 

show in general.  This reading should be for fun and discovery, not yet for deep analysis 

or planning.  Once the designer understands the story a second reading can be used to 

begin to break apart the script.  The second reading is a good time to start finding the 

feelings, emotions, and textures from the story.  These emotional responses can inform 

the design and design inspiration.  If the show has a rich, vibrant, joyful feeling to it, that 

can directly correlate to a design choice.  For example, if the main character leaves the 

designer with feelings of soft, fluffy velvet, that is a great thought to jot down and keep in 

mind.  It is in the third reading that the real breakdown of the script will happen.  At this 

point specific mechanical needs of the show will need to be noted.  Where is the play set?  

What set pieces are specifically needed?  What set pieces are implied?  This is the point 

where I will create an analysis of the script and a Scenic Plot.   

According to Theatrical Design and Production by J. Michael Gillette(2008), the 

analysis of the script should have two objectives: “(1) gathering information that will 

help clarify and refine the definition of the challenge you are facing and (2) identifying 

areas that will require further research.”  The basic questions an analysis is looking to 

answer for a designer are ‘who, what, when, where, why’.  All of these questions will 

inform the design created for the show.  Some specific areas that are important to identify 
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are the Plot (story), Theme (message), Cause of Action, Resulting Action, and 

Conclusion.  

The plot, in layman’s terms, is really ‘what is the story about’?  The theme on the 

other hand can be described as the ‘message of the story’.  For Anything Goes the plot is: 

Billy Crocker, a young Wall Street broker, stows away on the ocean liner the SS 

American in order to follow a young debutante, Hope Harcourt, that he has fallen in love 

with.  With the help of his friends, lounge singer Reno Sweeney, and public enemy 

number 13 Moonface Martin, Billy embarks on a series of high jinx and adventures 

trying to win Hope’s heart while also staying hidden from the captain, sailors, and his 

boss Elisha Whitney.  The theme is one of the power of love, friendship, and life’s 

unexpected twists and turns. 
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Scenic Plot 

 

Once the Analysis has happened, and I now have a complete look into the story, 

the next step for a scenic designer will be the creation of a Scenic Plot.  A Scenic Plot is a 

chart that breaks down the script for an easier glance into the scenes, needs, and overall 

arc of the show.  The Scenic Plot provides an easy to access document for the designer.  

It is a very useful tool when going into production meetings with the director and the rest 

of the team.  As designers are often working on more than one show at a time it helps 

them to keep track of the show and quickly reference a scene or act that the director 

might be asking about.  It also provides for a way to take a look at the show as a whole 

and breakdown the true needs of the script.  Sometimes it proves to be useful in realizing 

that the locations mentioned in the stage directions might not actually be necessary, or 

could be minimized greatly.   

For Anything Goes, the Scenic Plot was especially helpful in figuring out the few 

locations we needed.  It was also very useful in seeing where the big musical numbers 

needed to happen.  This is important in noting how many cast members need to be able to 

fit onstage.  In a large musical like this, some of the most important set needs come in the 

large musical numbers.  There needs to be places for all of the very large cast to stand as 

well as dance.  In Figure 1 you can see a piece of my Scenic Plot that I created for 

Anything Goes.  The most important areas in the plot are the Act/Scene, Location, 

Musical Number, Characters, and Actions.  These areas, with also the added 

Furniture/Props, allow me to quickly reference any area of the script.  If during a 

production meeting the director refers to the song ‘You’re the Top’ I can reference the 

Scenic Plot and help myself remember exactly where we are, both in the story and on the 

set.   

This Scenic Plot is a very important step in the design process and it is only after 

this that the real designing gets to happen.  You have to figure out the logistics before 
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getting to the look of the set.  Now that I have a deep understanding of the show and its 

logistics, I head in to my first meeting with the Director, Peter Reynolds, and the rest of 

the design team, the Lighting Designer Liz Phillips and the Costume Designer Jeff 

Sturdivant.  It is during this first meeting that Peter lays out his concept for the show.  He 

wants to do the version of the show that was produced in 1987.  He goes on to show us 

some pictures that speak to him of the feel of the show.  From here the three of us jump 

off and begin to develop our designs.  

 

 

Figure 1. Portion of Scenic Plot. 
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CHAPTER 3 

RESEARCH 

The Analysis and Scenic Plot have been finished, and the initial concept provided 

by the director, now the next step, research, begins.  This is probably my favorite part of 

any design process.  It is a great time to look at all kinds of pictures and see what inspires 

me.  In fact, I have a “visual diary” that I keep of pictures I have taken that inspire me.  

Sometimes I will be walking down the street and see an interesting building façade, or a 

piece of graffiti, or a group of people, that is interesting and I will take a picture.  This is 

a practice that is a good idea for budding designers as it provides an entire array of 

original photographs that can be used for research.   

The first step in a research process though will begin with the official historic 

research.  This kind of research provides a designer with the knowledge of the time 

period, locations, and the play itself.  It is necessary to start with this kind of research as 

it is important to stay true to a period or location when the concept of the show is headed 

in a traditional manner.  Audience members can be very knowledgeable and it would be a 

detriment to the production if the audience feels removed from a production because the 

show is set in the 1930s but the styles of décor are from the 1950s.  The sets and 

costumes are two of the most important areas in establishing the period and location of a 

show.  So it is important we know the history behind a play and story in order to provide 

the most accurate set possible.   
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Anything Goes & Art Deco 

Anything Goes is a musical with score and lyrics by Cole Porter and book by 

Howard Lindsay and Russel Crouse.  It premiered in New York at the Alvin Theatre on 

November 21, 1934.  It starred Ethel Merman, William Gaxton, and Victor Moore.  The 

show was a major hit and “was said to be the brightest moment in the theatre since the 

start of the Great Depression” (McBrien 1998). The opening of Anything Goes in London 

on June 14, 1935 was a huge event.  The musical saw a resurgence in 1987 when director 

Jerry Zaks, designer Tony Walton, and musical director Edward Strauss decided to 

recreate it with a more contemporary look.  The show starred Patti Lupone and Howard 

McGillin.  It is this revamped version that was the basis for our production.  Having the 

knowledge of the history of the play, the research into the period and locations of the 

story could begin. 

The 1920s and 1930s were an amazing time in history, especially for design.  It 

was during this time that the Art Deco movement came into being, as a reaction to its 

predecessor Art Nouveau.  According to the Encyclopedia of Art Deco, this movement 

was in many aspects an extension of Art Nouveau.  One can see this in the “lavish 

ornamentation, fine materials, and superlative craftsmanship” (Duncan 1988).  However, 

Art Deco style is a difficult thing to pin down, as it had many diverse aspects.  It drew on 

influences from earlier art movements like Cubism, Russian Constructivism, and 

Futurism.  In addition, there is evidence of Egyptology, African tribalism, ‘Orientalism’, 

and especially geometry.  As the Encyclopedia says from 1925 you can also see the 

growing impact of the machine through the repeating or overlapping images.  In addition, 

in the 1930s the streamlined forms were clearly derived from the principles of 

aerodynamics.  The style first came to life in France, where it grew and evolved into a 

playful and colorful style.  When it traveled to the U.S. it was made more intellectual and 

functional; this in turn lead to Modernism (Duncan 1988).  It is the geometric patterns 

and playful colors that most influenced my design of Anything Goes.      
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Ocean Liners 

 

She came… looming gigantic as she stood out in the ship-channel opposite the Custom-

house Quay, and with her there came… exaltation and glory.  Was it the size of her, that 

great cliff of upper-works bearing down upon him?  Was it her majesty, the manifest 

fitness of her to rule the waves?... This was a vessel at once large and gracious, elegant 

and manifestly efficient.  Ships he had seen by the hundred thousand, but this was a ship 

in a million; and there came to him then as he saw her, glorious in the evening sunlight, 

the joy of the knowledge that this was what his own kindred could do, this was what the 

men of his own race, laboring on the banks of his own familiar River, were granted by 

Providence the privilege to create.  In that moment he knew that he had witnessed a 

triumph of achievement such as no God of battles or panoplied monarch had ever 

brought about. 

George Blake 

Grand Luxe: The Transatlantic Style 

Brinnin and Gaulin (1988) p. 43-44  

   

The challenge in studying the art style of a period is in interpreting that research 

into a design that works for the production.  This was especially a challenge for Anything 

Goes as it is very specifically located on a cruise liner.  So the research needed to extend 

from the artistic style and into the specific designs of cruise liners.  In The Fabulous 

Interiors of the Great Ocean Liners, William H. Miller Jr. takes a journey into the 

designs of the different cruise liners through history (Miller 1985).  In his book I was able 

to dive into a period, long since passed, and could fully understand the looks of the Ocean 

Liners.  The design of the liners was very important during this period.  As there were 

many cruise companies, they had to compete for the business of the patrons.  So keeping 

your liner looking up-to-date, innovative, and spectacular was very important.  The 
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companies hired some of the most popular and influential interior and architectural 

designer to accomplish this.  For many years the design of the ships came from looking 

back in time, to the opulent styles of the Baroque and Renaissance.  It wasn’t until the 

design of the Ile de France in 1927 that the liners began to look forward instead of 

backwards with their designs.  Miller says, “The era of copying landside creations and 

themes was coming to a close.  A new era had begun, the era of “ocean-liner style.”  The 

new style was bold and blatant modernity, now commonly referred to as Art Deco” 

(Miller 1985).  Through this new information I had found the way I could take the artistic 

style research I had done and incorporate it into the specific needs of the production.   

 

 

Figure 2.  Illustration of Cunard Europe America. Research Image. 
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Emotional Versus Practical 

 As a designer there are two vital types of research when creating a design, 

emotional and practical.  These types of images can vary wildly and are used in different 

ways.  An emotional research image is one that may not have a specific subject that 

relates to the play, but rather evokes an emotional response that helps a designer to 

capture the feel of the story.  For an example, during my first meeting with Peter he 

showed me an image of a 1930s advertisement for champagne.  He said this perfectly 

described the feel of the show for him, because champagne is sophisticated and classy, 

while still bubbly, fun, and not subtle.  That emotional response to the image became one 

of the most important concepts for our show.  An emotional research image could be 

nearly anything, like a flower, lighting moment, color scheme, or illustration.  It does not 

need to be from the time period, or something an audience member will officially see in 

the final design, but is still a great jumping off point for a designer.  Figure 3 shows a 

collage of emotional research images that I used as inspiration for the design. 

 The other type of image a designer will be looking for are the practical images.  

These images are of historic pictures of buildings, art pieces, fashion, advertisements, etc. 

from the period in history.  Practical research images are used for specific design choices 

in order to ensure the validity of the design.  As was previously stated, staying true to a 

time period, especially with a set, is very important for a show and design to be 

successful.  For Anything Goes, I knew it was imperative that I stay true to the style and 

look of the ocean liners from the period.  Since the show specifically takes place in the 

1930s and all but one scene is on the ship itself, that was where nearly all of my practical 

research needed to be.  There were two books that became my main practical research 

references; The Fabulous Interiors of the Great Ocean Liners and Grand Luxe: The 

Transatlantic Style.  Both of these books provided excellent photographs and illustrations 

of the ocean liners.  I also did a lot of research into the Art Deco style, as it was the 
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artistic style of the period, and one I knew I wanted to capture in the final design.  In 

Figure 4 you can see a collage of practical research images I used for inspiration. 

 Now that the research has reached a point of true inspiration my next meeting 

with Peter happens.  I bring to this meeting a series of research images and some ideas for 

the set to discuss with him.  This is a chance for us to discuss where I am headed, and 

make sure it is still in line with his vision and concept for the show.  We discuss wanting 

to bring the wide proscenium of Tomlinson Theatre down in scale with the use of a false 

proscenium.  This is an element that can be built to fit inside the existing proscenium and 

feel like it is an extension of it, but can be designed to capture the feel of the show.  We 

also discussed elements like a path to walk around the lowered pit, a painted backdrop, 

use of levels, and the need for a grand staircase.  Following this meeting, now that I know 

Peter and I are on the same page, and I am headed down the best path, I begin to finally 

create the set of the show.   
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Figure 3: Emotional Research Collage. 4,8,9 
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Figure 4: Practical Research Collage. 1,7 
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CHAPTER 4 

CREATING THE DESIGN 

SketchUp 

 For many designers, the first step in a design process comes in sketching out 

ideas.  This step allows for the designer to quickly jot out thoughts and capture feelings 

without a permanent choice needing to be made.  The sketches made during this process 

are called thumbnail sketches as they are usually quick, small, and unfinished.  This is a 

step I normally start out on when working on a design that could have many options for 

the set or location.  It allows me to look at a lot of different possibilities before I make the 

move in one direction or another.  However, for Anything Goes, this step did not seem 

like the best place for me to start.  I already knew that the main set had to the be the deck 

of a large ocean liner.  After doing all of the practical research into these ships, I knew 

there were only so many options if I were going to stay true to the actual look of the 

ships.  So I instead opted to start building the set in a 3D modeling program on my 

computer called SketchUp.  

 This became my tool for ‘sketching’ out my ideas, instead of using a pad and 

pencil.  I knew that the size of the set, and the ability for the actors to sing and dance on it 

were of the utmost importance, so I felt that building it from the beginning would help to 

ensure that was always a priority.  SketchUp is a program I use often while designing, so 

I knew I could easily build the set and make changes when needed.  I began building a 

few different looks for the ship.  Could it be interesting if the ship was pointed to the 

right?  Are we on the side of the ship or the front?  Are there two staircases or one?  How 

symmetrical do I want to be?  All of these questions and more were going through my 

mind as I began the modeling process.  After several different options had been built, I 

looked back at my research and decided on the choice I felt was the strongest and best 

captured the feel of the show.  Once I re-referenced my research I decided symmetry was 

the way to go as it is very popular in the Art Deco style.  I also decided being on the front 
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of the ship could make for a nice visual image for the audience, as if the ship were 

coming right at them.  In addition, to sell this idea of the ship coming at the audience I 

designed a ‘passerelle’, which is an added path around the lowered pit so the cast could 

get closer to the audience.  It sold the feel of the front of the ship, and allowed us to bring 

the massive show a little closer and more intimate with the audience.  The passerelle also 

provided for a few more levels for the cast, which could make for some interesting 

visuals in the large musical numbers.   

 Now that the choice of the main structure had been made, the decisions on the few 

other locations needed to be addressed.  Though the majority of the show happened on 

the deck of the SS American there are a few scenes elsewhere; the opening scene takes 

place in a bar in New York City, there are a couple of scenes in different staterooms of 

some of the characters, two scenes in the ships brig, and a scene in the nightclub in the 

interior of the ship.  Peter and I had already decided that we wanted minimal changes as 

watching a long scene change can take the audience out of the magic of the show.  As a 

result of this, I knew any location shifts needed to be minimal and quick.  I decided it 

could be exciting to have a special moment when we first reveal the ship.  Like the 

people from this time period, I wanted the audience to be awed when they first looked at 

the majesty of the SS American.  The first scene needed to be in a dark, small, and lower 

end bar in NYC.  What better way to make our giant stage feel small and dark than to 

bring in the full stage main drape that is permanently in place in the theatre.  It is a dark, 

rich red velvet and comes down at the edge of the proscenium.  Using this could hide the 

entire ship and also make the area of the stage that is accessible for the first scene very 

minimal, giving the illusion of a small dark bar.  Sticking with the Art Deco theme, I 

designed a bar that could be rolled on and off and a set of tables and chairs to finish 

setting the scene.   

 Now that the opening bar scene had been decided I needed to tackle the 

staterooms.  Overall we needed three, Whitney’s, Moonface’s, and Evelyn’s.  Whitney’s 
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and Moonface’s staterooms needed to be brought on at the same time, while Evelyn’s 

was for a later scene.  For the sake of being minimal and quick I decided using wagons, 

platforms on casters, would be the best way to shift to the staterooms.  With only two 

walls each, these wagons could give the illusion of being sliced right out of an actual 

stateroom inside the ship.  I again referenced my research, particularly The Fabulous 

Interiors, in order to capture the looks of the staterooms from the actual ships.  For the 

sake of backstage space, I decided with a change of decoration and furniture, we could 

use Whitney’s stateroom again and transform it into Evelyn’s.  I did not want the 

stateroom walls to be rectangular and boring, but rather wanted to use them as another 

opportunity to capture the style of the Art Deco.  So I designed the walls to end in 

geometric shapes, reminiscent of the style.  I created a geometric pattern that I felt was 

interesting but not too overwhelming.  The shape later had to change, after a discussion 

with my technical director about the ability for the door to be functional.  I had created a 

design that did not leave room for the structure needed to keep the door functional, so I 

adjusted the pattern slightly to better the structure.  See Figure 5 for before and after 

images of the stateroom shape.   

 

 

 

 

 

 

 

 

 

 

Figure 5.  Before and After of Stateroom Shapes. 
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It was at this time, with my 3D model on my screen, that I realized getting the 

stateroom wagons on the set was going to be difficult due to the two massive staircases 

that encroached on the center of the stage space.  I had already been looking at the 

staircases and had become concerned with the stage space for the large musical/dance 

numbers.  The staircases, though grand and wonderful entrances, took up a lot of valuable 

stage area.  After looking at the ship from many different angles in SketchUp, I came up 

with a solution.  An idea of having the staircases be movable began to take shape in my 

mind.  If we could rotate the staircases and pivot them out for certain scenes, we could 

really transform the stage.  Having the staircases in the open position would give more 

than enough room for the staterooms to come onstage.  It would also give the illusion of 

opening up the ship, which works perfect for the ‘slice’ of the staterooms, as if we 

opened the ship up and cut them right out.  The shift of the staircases began to open up 

many different possibilities in the design and overall look of the show.   

Another location shift that needed to be addressed was the two scenes that needed 

to take place in the ships brig.  These two scenes were short and quick, and Peter felt that 

he did not want a huge shift for them.  After a discussion with Liz Phillips, we all thought 

about using mostly lighting to create the feel, and a set of Jail Bars that could be flown in 

from the fly rail.  They would settle in front of the staircases in their on-position, and 

separate the stage into two areas, the jail cell, and the hall outside of it.  This is important 

as some characters come to visit Billy and Moonface while they are in the cell.  I 

designed a simple set of jail bars that could be flown in, but upon seeing them, Peter and 

Liz both had concerns of the bars causing issues for sightlines from the audience.  I 

reworked the bar design to capture the art deco feel and open up the center to give the 

illusion of full bars, without the visual intrusion.     

 All of the locations for the show had been decided now, except for one, the one 

that proved to be the biggest challenge of all.  The second half of the show began with an 

important scene inside the ship in the nightclub.  This scene includes a couple of big 
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musical numbers, including Blow Gabriel Blow, which needed a stage for Reno and her 

Angels to perform on.  My initial inspiration for the shift came from the idea of a pop up 

children’s book.  I thought it could be very interesting if the bottom level of the ship 

opened up into the nightclub.  The whole structure wouldn’t need to change, just the 

bottom half would shift.  With the staircases opening up, this would fit with the visual 

story already being told on stage.  The stage for Reno and her Angels could also come 

from under the ship and be pushed out onto the stage during this scene.  The shift could 

be magical feeling and really capture the style of the show we had created.  This all 

seemed like a really wonderful idea, until the construction of it started to happen, but 

we’ll get to that soon enough.   

 So the set has been designed, the main structure of the ship along with the scene 

changes necessary for the show.  Now comes the fun part of the detailing.  This is when 

the Art Deco style really gets to be added in, this is also the point of deciding where I 

would like to head with the backdrop and the color scheme for the show.  At this point I 

head into another meeting with Peter and the design team.  We look at the SketchUp 

model and all of the scene changes.  Peter seems happy so far, and with only a few shifts 

here and there, I head off onto the next step of creating an actual model. 
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Working with an Assistant 

 Another aspect of this design process that we have not touched on yet was the fact 

that I have not been in this alone.  Before I even started working on Anything Goes I 

knew it would be a huge help to me to have an Assistant Designer.  Since this show was 

guaranteed to be a giant one, it would be helpful to have someone else around to get me 

through the process.  Also having an assistant is especially helpful during the technical 

rehearsals, as that person can be there taking notes and running to fix small problems 

while I remained by the director’s side.  I knew it was important that my assistant be 

someone that was hard working, and interested in learning about the design side of the 

process.  It was also imperative they be someone I knew I could count on.  I found that 

individual in Daniel Barland.  Dan was an acting major within the program that had 

developed an interest in expanding his skills into the technical side of the theatre.  He 

approached me before I began work on Anything Goes, asking for some advice on 

expanding his knowledge in the technical side of the world.  I asked if he might be 

interested in being my assistant designer, and after looking at his schedule he said yes.  

And so began our journey together. 

 It was important to me that this be a good opportunity for Dan, not just me.  I 

wanted to make sure he could come out of it saying that he had learned a great deal and 

also could take some ownership in the design.  So after looking at the elements we knew 

we wanted for the production I found a project that I felt I could turn into Dan’s personal 

design project.  That came in the form of the false Proscenium.  As I explained earlier, 

this piece is used to bring the size of the proscenium down to a more manageable size and 

also to expand the style of the show to all corners of the stage.   

 As soon as the design process started, Dan and I set up meetings making sure I 

was keeping him updated on the process.  I showed him my research and we talked about 

the design elements I knew I wanted.  We bounced ideas off of each other and he kept me 

on my toes with questions throughout the process.  When it was apparent that he had a 
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feel for the style and concept of the show I let him loose on the design for the false 

proscenium.  I made sure to tell him what I was looking for out of it, and what his 

parameters were for it, but told him to have fun.  It was vital for me that the false 

proscenium capture the feel and style of the Art Deco period, as it would be one of the 

first set pieces that the audience saw and I wanted them to immediately be brought into 

the world we were creating.   

 Dan excelled at this process.  He learned how to use SketchUp and quickly was 

able to get back to me with two different, yet good, design options.  After discussing with 

him the pros and cons of both, we decided which design I wanted him to continue on.  He 

took the beginning model he had started and pushed it on to the next level making it even 

better.  This piece became one of the largest parts of the set and perfectly captured the 

feel we were going for.  Dan had the chance to see his model and design come to life on 

stage and had full ownership of it.  Watching his excitement and pride made me proud 

and excited for him as well.   

 In addition to his help with designing the false proscenium, Dan also was vital to 

my process throughout.  He was a big part of my model building project, coming to help 

me several evenings after classes to get the design up and running.  He came to all of the 

design and production meetings and took notes when I was unable to.  He was always on 

top of his game and fully present when I needed him to be.  Having this help made my 

job of designing this enormous show much more manageable, and fun.  Working with an 

assistant can have its difficulties.  Designers tend to have specific ways of doing things, 

and having to break those things down or even have the nerve to hand them off to 

someone else can be difficult.  Also finding a way to ensure that the relationship between 

designer and assistant designer is fruitful for both parties can be a daunting task.  I was 

very lucky to have found an assistant in Dan that was exactly what I needed and exactly 

the type of person I wanted by my side throughout this process.  
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Model 

 The next step in the process of designing this show came in making a model, well 

two models to be more precise.  The first model was in ¼” = 1’- 0” scale and was all 

white.  This model, known simply as a white model, is the first time the design team and 

director can see the show in its three dimensional state.  This is a great opportunity for the 

director especially, to get a feel for the space on stage and what it will be like for his 

actors.  It is also a great time for the lighting designer to get a feel for the set they will be 

lighting and where they will need to start putting their lights.  The first model is most 

often made all in white to make sure that any issues are ironed out before the much more 

detailed and finalized colored model is made.  The time difference in making the two 

types of models is vastly different.  So having the smaller, quicker model, out on the table 

first is an important step.  For this process, we did not find any major issues with the 

design as it existed so I quickly got to work on the next, and final model. 

 The colored model I created for Anything Goes was very large.  I decided to build 

it in ½” = 1’- 0” scale, twice the size of the white model.  I made this choice for a number 

of reasons; I felt that as this was a very large and important project for me, the ½” scale 

would make for a better final product.  I also felt that since the details were so important 

for this project, making a larger model would benefit the whole team in being able to see 

all of the detailing better.  This desire to see it all better worked very well, though not in 

the way I had anticipated it working.  I created a model that captured the feel of the Art 

Deco style and the concept for the show, but once I saw the whole thing come together I 

realized my color story was not working.  I unfortunately did not get a chance to study 

the picture as a whole, until my final design presentation in front of the entire production 

team.  This was, luckily, a couple of months before we were set to begin the build process 

as my designs were due before summer break.  This timing worked in my favor as I used 

the extra time to fix my color story of the set.  The first pass I made, the one visible on 

the model, felt disjointed and did not capture the ‘bubbly’ concept of the show.  It felt 



24 

 

darker and more subdued than what we were going for.  So I made the decision to change 

the colors.  I felt that the best, and quickest, way to do this would be to use the skills I had 

developed in digital renderings and ‘play’ with the colors in Photoshop.  By making this 

choice I opened the possibilities to change the colors on the model quickly, and endlessly 

until I found a color scheme I was happy with.  If I had thought to do this on my model I 

would have used a great deal of time painting, and re-painting the pieces, which would 

not have been a good use of my time or resources.  Thus began the next step of my design 

process, renderings. 

  

 

 

Figure 6.  Picture of Colored Model. 
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Renderings 

 Scenic Designers use many different types and styles of renderings.  These could 

vary anywhere from a digital rendering, to a watercolor, colored pencil, acrylic, or 

graphite rendering.  The style of the rendering becomes just as much of a selling tool as 

the rendering itself.  If a show calls for a dark and bloody style, a bright and pastel 

watercolor rendering is probably not the best direction to head in.  The style and type of 

rendering should directly correlate to the style of show being presented.  As a result, I 

knew my renderings for Anything Goes should capture the bright, happy, bubbly feeling 

of the play.  It was also important to me that the renderings speak to the Art Deco style.   

I chose to use Photoshop as my tool to create digital renderings for the show, as I 

believed I could capture the bubbly and the Art Deco within the program.  I chose to use 

a combination of techniques to build the set within Photoshop.  I used my SketchUp 

model as the first basic layer.  This provided an image that was in perspective and 

captured the whole stage in the proportions it needed to be in.  I then took pictures of my 

colored model pieces and superimposed those over the SketchUp picture.  I knew they 

were in scale and the correct perspective because the SketchUp picture provided that 

layout for me.  I then used the program to begin selecting and editing the colors within 

the model.  After testing and working through several options I finally settled on a color 

scheme and story that I felt much happier with.  And one I felt truly captured the feel of 

the show.   

Now that I had the set and colors designed I chose to make a series of renderings 

that captured all of the various scene changes.  This is a wonderful tool to use to quickly 

show the changes to the whole design team, and eventually the cast.  While having the 

model there as a reference is very effective, taking the time during a presentation to 

constantly be moving model pieces around and resetting the model can be distracting and 

time consuming.  It is best for presentation’s sake that I had both the model, for those 

unable to fully picture the three dimensional space, and the renderings to quickly move 
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through the various scenes.  I added in the costume renderings of the characters that Jeff 

Sturdivant had made, which gave us both an opportunity to ensure our two color stories 

were cohesive and complimentary.  By the end of the renderings process I had a product I 

felt proud of, and one that clearly told the story of my design for Anything Goes.   

 

 

 

Figure 7.  Rendering of Bon Voyage. 
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Drafting and First Major Challenge 

 Now the fun part of designing is over, and the technical part can begin.  One of 

the most important aspects of being a successful designer is the ability to effectively 

translate your designs to reality.  This happens when a design is sent to the shop to be 

built.  But before a set of carpenters can build the set, they need to know what they are 

going to be building. 

 Once the renderings and models have been finished and the design is finalized the 

next step in a design process is to create and submit a Drafting Packet to the Technical 

Director.  The Technical Director is the individual who is in charge of designing and 

choosing how a set will be built.  They are also in charge of budgeting, ordering materials 

for the build, and supervising the build of the set.  In order for the Technical Director 

(known from here on out as the TD) to know what set pieces he needs to build, a Scenic 

Designer will put a packet together that breaks down all of the set pieces.  This packet 

will include a drawing of each set piece with a front view, side view, and top view.  

These three views are known together as an orthographic drawing.  An orthographic 

drawing can provide the TD with everything they need to know about the size of each 

individual set piece.  For Anything Goes, my drafting package was quite extensive.  There 

were a total of 13 plates or sheets to begin with and 2 more plates added later with detail 

drawings.  The plates also each included a set of notes about different uses and needs of 

particular set pieces.  Figure 8 shows a plate from my drafting packet.   
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Figure 8.  Sample snapshot of Drafting Packet. 

 

My drafting packet also included a detailed ground plan of the set.  This is an 

aerial view of the entire stage; it shows the whole set as well as the backstage area.  The 

ground plan is especially important for the others in the production.  A ground plan 

provides the Lighting Designer with an understanding of where the important set pieces 

will be, which allows them to plan where they need to have lights pointed.  The ground 

plan also provides a layout for the actors and director to work with the set during 

rehearsal.  The stage manager and their team will take the ground plan and, using tape, 

draw the ground plan onto the rehearsal space.  This ensures that while in rehearsals the 

actors and director are beginning to plan the show around what will eventually be on 

stage.  Due to the opening of the stairs, lower half of the ship, and the state room wagons 

it was also important that in this particular drafting packet I included several ground 
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plans.  Each ground plan showed a different position of the set.  Figure 9 shows the 

different ground plans in a thumbnail version. 

 

 

Figure 9.  Thumbnails of Ground plans. 

Thanks in part to how I like to build my white model, I spend a good amount of 

time drafting prior to the official packet draftings.  By figuring out the set pieces for the 

model, I am already deciding on the sizes of the pieces.  When it comes to finalizing the 

packet I am left only with organizing the already existing drafting that I have done.  I also 

take the time to carefully write out the notes and ensure that all of the sizes are correct.  

To guarantee my set design is realized to my specifications, it is imperative that my 

drafting packet be easily understood and fully correct.  Once the TD has received my 

packet he can take those set piece sizes and begin to draft out the mechanics of how each 
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piece will be built.  He will then send those draftings onto the scenic shop for the 

carpenters and crew to begin building the set.   

One of the major challenges with Anything Goes came in a key staff change at 

Temple.  A new TD, Jeremy Webb, was hired after the end of the Spring semester.  

Unfortunately, that meant that he was not present during the design process of the show.  

Having a TD present during the designing of a show provides them with a complete 

understanding of the needs and plans for the production.  It also provides them with an 

opportunity to express concerns early in the process, which offers a chance for change 

before decisions have been finalized.  With him being new, to not only the production but 

also the school, there were a number of adjustments that had to be made.  Every TD is 

going to have a different set of preferences for what they like to see in a Drafting Packet.  

For Instance, they will each also have a preference to layout and organization of the 

packet.  Having never worked with this particular TD before, I did not know his 

preferences, nor he my organizational style.   

The first time I met Jeremy was when we set up a meeting to review my drafting 

packet.  I had provided it to him the week before so that he had a chance to look it over 

before we met.  Walking into that meeting, I was unprepared for the events that were to 

come.  The meeting was set up to be a chance for me to answer some questions and us to 

discuss how certain pieces needed to be built.  Prior to this meeting I had a sit down with 

my mentor, Fred Duer, the Head of Design at Temple University, to review the draftings 

and edit them.  I had spent many hours and days creating this Drafting Packet, it was by 

far the largest I had ever put together, and I was proud of the work I had done.  Despite 

this, when I sat down with Jeremy I was left feeling as if I had drawn the pieces in 

crayon.  We sat in his office with the Shop Foreman, Marka Suber, and the (also brand 

new to Temple) Master Carpenter, Rob White.  The three of them surrounded me in their 

small office, with my packet laid out in front of me.  Instead of discussing the set pieces, 

as was the intent, the meeting became a critique of my drafting packet.  In fact, after 
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leaving the meeting, not only did I feel completely defeated but also as if no decisions 

had been made for the difficult set pieces.  Jeremy had a very specific idea of what he 

wanted to see in my packet, and it seemed as though I did not meet his desires.  What was 

most difficult with this meeting was that I did not feel as though I had been treated like a 

professional, but rather like someone who had never designed a show before.  This 

meeting was the start to a very rocky process and relationship between designer and TD. 

After the meeting, I spent some time editing the packet to meet Jeremy’s 

standards.  Once it seemed as though we were more on the same page, Jeremy began his 

process of drafting and budgeting.  There were a few small changes that needed to be 

made for the sake of budget, but overall it looked like we were finally ready to start 

making this little idea of mine, a reality. 

 

 

Figure 10.  Second snapshot of Drafting Packet. 
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CHAPTER 5 

PRODUCTION 

Building  

 The schedule of a build for a particular show is dependent on the producing 

company.  Some shows will have a one week build and paint process, while others can go 

as long as eight months.  At Temple Theatre we most often average around one and a half 

months for build and paint of one of our large mainstage musicals.  For Anything Goes, 

the building process began at the beginning of August and continued through the end of 

September.   

Rob and Marka began to build the set the two weeks before students showed up 

for the beginning of classes.  During this time, they built the passerelle and some other set 

pieces.  I made a point to stop by the shop a couple of times during these weeks to check 

on the progress and answer any questions that may have arisen during the TD drafting 

and beginning of build.  Despite the time put into the drafting, mistakes happen.  For 

example, for the opening scene a bar was designed to sit on a wagon and help set the 

scene of a tavern in New York.  Somehow, in all of my editing, I missed that the height 

of the bar was far too short.  When I stopped by for one of my first visits, Jeremy showed 

me the bar at the height I had designed it.  It barely came up to my belly button, and 

looked far too short in comparison to the shelving unit behind it.  After a quick laugh at 

my “mini bar” we discussed a better height and a solution was chosen to fix the problem.  

Mistakes like this arise in a process, which is why it is important for a TD and Scenic 

Designer to work in tandem.   

Though considerable progress was made on the set build during these two weeks, 

once students arrive, the build of a show begins to slow.  Unlike certain production 

companies, Temple Theatre is first and foremost an academic institution.  This means 

that not only are we putting on professional productions but we are also always striving 

to teach the next generation of theatrical technicians.  Each undergraduate student who is 
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majoring in theatre is required to take a class called Welcome Backstage.  This class is a 

chance for them to learn how the technical side of the theatre happens.  The class teaches 

them about the fundamentals of the theatre; as well as a more in depth look into the 

scenic, lighting, and costuming sides of the theatre.  Part of the class requirement is also 

to take a “lab” portion of the class where they work in the scenic shop and learn how to 

build the sets.  These students become the crew that works on the build.  In addition, we 

also have a crew of students who sign up for an assignment to work in the shop on the 

set.  These crew members are led in the build process by the three Scenic Design 

Graduate students, the Master Carpenter, and the Shop Foreman.  This team of members 

all begin to work on the set as soon as the first day of classes happen.  While it may seem 

‘the more crew the better’, this is not always the case.  Because the lab students are 

taking this class for the first time, it is often their first time working in or around a scenic 

shop.  Some of these students have never held a drill or saw in their hands before.  So 

though it may take a skilled carpenter a mere 30 minutes to build a wall, when you give 

that carpenter a set of unskilled hands that 30 minutes could turn to an hour.  It is always 

important to remember in the shop that we are there to teach the undergraduate crew 

members, not just do the work ourselves.  Because we are teaching these unskilled hands 

how to build for the first time, the progress on the set build slows. 

Though the progress may have slowed, it still persisted.  With the full crew in tow 

the team continued to build.  It became almost immediately apparent that one of the areas 

Jeremy lacked in as a TD was an ability to schedule the build of a show well.  Priority 

was not placed on set pieces that were vital to the action of the show.  Instead progress 

seemed to drag though timed felt as though it flew by.  We were getting closer and closer 

to our technical rehearsals, yet still no ship appeared on stage.  Part of the scheduling 

issues began when certain compromises for the use of the stage had to be made. 

One compromise that had to be made was the use of the theatre in order to paint 

the backdrop of the sea and sky.  The only place large enough to lay out the huge drop 
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was the actual stage floor of the theatre.  Apollo Weaver, the 2nd year Scenic Design 

Graduate student, was the Scenic Charge for the show.  The Scenic Charge, known from 

here on out as the Charge, is the individual who is responsible for the painting of the set.  

This includes ordering, budgeting, and mixing the paint colors to match the rendering and 

elevations done by the designer.  I provided Apollo with a “painters elevation” of my 

backdrop.  This is a rendering of the drop with all of the colors provided to mix paint, this 

can be seen in Figure 11.  One of the special, and difficult, aspects of this drop came in 

the hidden stars on the back of the drop.  The drop would be painted on muslin, a plain 

weave type of fabric.  One of the wonderful qualities of muslin is that even when painted, 

if you light it from behind, it can appear to glow.  This works on the whole area, unless 

you choose to paint it on the back as well as the front.  Knowing these qualities of the 

fabric, I wanted to utilize them in order to transform the stage from day to night.  So I 

designed a back part of the drop, that included stylized stars.  The stars would remain 

clear of paint on the back, while everything around them would be painted in black.  That 

way, when the drop was lit from the back the stars would begin to glow through the front 

of the drop.  Due to this design element, the drop had to be laid out on the stage, the stars 

mapped out, the whole thing back-painted, then flipped over and painted from the front.  

This simply takes a large amount of time.  Figure 12 shows my elevation of the back of 

the drop as well as a rendering showing the potential for the back-lighting of the drop.  In 

Figure 13, a collage of images shows the process of the painting of the drop on the stage 

floor. 
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Figure 11.  Front Elevation of Drop. 
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Figure 12.  Backlit and Back Elevation of Drop. 
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Figure 13.  Collage of Drop Process. 
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 The painting team, led by Apollo, worked very hard to layout and finish this drop 

in only a few short days.  Generally, the process went as planned, however one change 

had to be made.  After seeing what the sky painting looked like from the front, the paint 

acted differently in the areas where the stars were than in the areas that were back 

painted.  It was plainly seen that there were some odd looking stars in the sky.  After a 

discussion with Fred and Apollo, we came to a decision that adding some stylized clouds 

into the sky would break up the large solid blue surface and help to mask the stars.  

Apollo quickly, and excellently, added these clouds in and the problem was no more.  

The need to get the drop off the stage floor as soon as possible, drove the whole paint 

process.  As soon as it was finished, the drop was lifted into the air with the fly system 

and left up there for storage.   

 Now that the stage floor was clear the skeleton of the ship began to appear.  It felt 

like we were finally going to start seeing the pieces of the set come together.  

Unfortunately, though time continued to pass, the skeleton was still all that remained of 

the ship.  The passerelle had been put in place, the grand stair cases were being built, yet 

still all that existed of the main body of the set were some pillars with a deck on top.  As 

a designer this is particularly difficult.  The fear that the set will not get finished and/or 

there will not be time to make changes and fix problems, can be overwhelming.  We were 

getting closer and closer to Tech and yet my vision seemed to be so far from reality.  

Discussions of cuts and changes began to circulate, and it felt like I was watching my 

vision being chipped away.  The build continued furiously, the crew working hard to 

bring the set to life, but far too soon the next step in the production process came to be. 
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Technical Rehearsals 

 Thus far we have worked through the design process, drafting process and on to 

the build.  At the same time as the carpentry shop is starting to build the set, the actors 

and director are beginning to rehearse the show.  They work in a space called the 

rehearsal hall.  The hall will have the ground plan taped out onto the floor so the actors 

understand what the set will be like once they get on stage.  They will not get an 

opportunity to work with the actual set until Technical Rehearsals begin.  Technical 

Rehearsals, known from here on out as Tech, is the two weeks prior to the official 

opening of the show.  During Tech the actors learn to work with the set and the full space 

of the theatre.  This is also the time that the running crew (the team of people working 

backstage) first join the process.  Tech is a time to work through the show with the actors, 

sets, lights, and eventually costumes, all together for the first time.  It is an especially 

important time for the Lighting Designer.  In an ideal situation, the set should be 

completely finished, except for maybe some detailing notes, by the beginning of Tech.  

This ensures that the actors are on a safe and finished set and the Lighting Designer 

works with their lights and the actual size and colors of the set.   

 The first day of Tech, usually a Tuesday, begins with the Dress Parade.  The 

Dress Parade is a time where all of the costumes for the characters will be seen on stage 

in front of the set.  The Director and Costume Designer will sit in the house and watch as 

all of the actors come on stage in each of their costumes.  This gives the Director a 

chance to see all of the costumes, and particularly, see them all together, creating the 

whole “look” of the show in the costumes.  It is important to see these costumes in front 

of the set as their colors and shapes will look differently on stage once they interact with 

the colors and shapes of the set.  Again, this gives us an opportunity to make adjustments 

and changes as needed.  After Dress Parade is finished and notes have been given the 

actors rehearse for the rest of the evening, finally getting to space out their scenes on the 

set.   
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 The next 3 nights of Tech, Wednesday through Friday, and all day Saturday, 

consist of Cue-to-Cue, known from here on out as Q2Q.  Q2Q is the point where we step 

through the show moment to moment and work through the lighting and sound cues.  A 

cue is described by Gillette as “a directive for action, for example, a change in the 

lighting” (Gillette 2008).  The Stage Manager will call the cues during the production, 

moving us through the action of the show.  The Lighting Designer and Sound Designer 

work during Q2Q to set their cues along with the story.  After Q2Q has finished and the 

cues have been set for the show, hopefully by Saturday afternoon, we run through the 

show.  Following, if possible, at least two runs, costumes will be added and Dress 

Rehearsals will begin on Sunday.  At Temple we have three Dress Rehearsals scheduled, 

Sunday afternoon and Tuesday and Wednesday evening.  These are followed by two 

Previews on Thursday and Friday evening, then finally opening night on Saturday.  

Previews are Dress Rehearsals with invited audience members.  Having an audience can 

affect certain moments in a show based on their reactions to the actor’s lines.  Changes 

can still be made after previews, but once opening night has happened no changes can be 

made to the sets, lights, or costumes.  These are the steps to a normal, ideal, Tech 

process. 

   Ideal, is not a word we can use for the Tech of Anything Goes, unfortunately. 

The schedule of Tech had to be adjusted due to a citywide visit by the Pope.  He was 

scheduled to come to Philadelphia the weekend of our Saturday and Sunday of Tech.  

Due to the shear amount of people and security coming for his visit we had to cancel 

Tech Friday through Sunday.  So we began Dress Parade on Monday, instead of Tuesday, 

and continued until 11 pm when we normally ended Tech nights at 10.  In addition, our 

first Dress Rehearsal was on Monday night instead of Sunday afternoon.  As a result of 

this visit the schedule for Tech felt both truncated and rushed, but also with really long 

nights.   
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Already, we were headed into Tech with a stressful schedule and a daunting task 

of bringing to life a very large musical.  In spite of that, my worst fears were coming to 

life as we reached our first Monday of Tech and the set was only a bare skeleton of what 

it was supposed to be.  The upper deck of the ship was not safe enough for actors to work 

on; so the spacing rehearsal was almost pointless.  The Director, Peter Reynolds, walked 

on stage with eyes wide in horror, mirroring the growing horror within me.  On his face I 

could see the terror and disappointment I was feeling inside myself.  Dress Parade was 

not as successful as it could have been due to the fact that they were not seeing the 

costumes in front of the set colors that were going to be there.   

Peter, Jeremy, and I walked through the existing set and discussed the set pieces 

we were able to see.  Peter, seeing the reality of the placement for the nightclub ‘stage’, 

realized it did not match what he had been working under the assumption of.  The 

placement obstructed much of the blocking he had created during rehearsals.  After a 

discussion we chose to bring the ‘stage’ on from backstage rather than from under the 

ship as I had intended.  This solved a few problems with timing of set pieces that had yet 

to be built.  It also meant we could add more structure to the underside of the ship. The 

added structure turned out to be a necessity after Jeremy’s plans for the build of the ship 

did not match the needs of the ship.  It bounced and moved in a way that did not feel or 

look safe for the actors.  There were times when many characters needed to be up there, 

and dancing, and the deck seemed to bounce up and down like a diving board.  By 

eliminating the “opening up” of the ship we solved the problem with the build and gave 

us the opportunity to make the set safer.  This was both a difficult and easy decision to 

make for me.  It was easy in that it was the best option for the show and served the 

production as a whole best.  It was a difficult decision as I felt like it cut a major design 

element that I had been very happy with.  Nevertheless, the reality of the situation was 

that it was more important the vital parts of the ship were finished before the ‘extra’ set 

pieces were addressed.   
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As soon as Dress Parade was finished Peter, upon realizing he couldn’t use his 

set, decided to move the rest of the rehearsal into the rehearsal hall.  All of the designers 

and other technicians had a meeting to discuss the next night of Tech.  Peter felt that it 

was more important to make the set safe and usable than to push through a Tech rehearsal 

that was practically useless.  So, despite the fact that Tech was already truncated, we gave 

up another night of Tech and used the time, and the running crew, to spend an evening 

working on building and painting the set.  Jeremy and I led the crew and we attempted to 

get as much of the set up and looking good as possible.   

We went into Wednesday evening with a little more set, yet still so far from 

finished it was upsetting.  Part of a TD’s job is to be present during Tech so that they are 

there to answer any questions and concerns that might arise.  Because of how far behind 

we were, Jeremy stayed in the Scene Shop working on set pieces during Tech.  

Unfortunately, this left me in the theatre to take the brunt of the set questions and 

concerns.  Due to stress, disappointment, and a little anger, there was a lot of animosity 

towards the Scene Shop and the set in general.  Though I felt all of those same feelings, 

and even a few more as this was my own creation, I had to work to keep a positive 

attitude and continue to come up with ideas for solutions to problems.  More set pieces 

began to get cut, including the nightclub ‘stage’ altogether, the bars designed for the jail 

scene, and the pouffes that I had designed to be used and danced on in the nightclub.  

Each time another piece got cut it felt like my design, my baby, was being cut away piece 

by piece.  It was as if a part of me kept getting thrown out.  The feelings swirling inside 

of me were heartbreak, frustration, anger, disappointment, and eventually acceptance.   

I’ve had many design instructors tell me “don’t be afraid to throw away your 

baby”.  I know that sounds kind of awful, but what they mean is that there is no part of 

your design that can be completely guaranteed.  A good designer must understand that 

due to budget, time, skills, and opportunity, concessions have to be made for the good of 

the production sometimes.  It is important that a designer be flexible and adaptable.  
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Theatre is a collaborative art form.  The set, though it may be my design, does not belong 

to me.  The show, though I put a good amount of work into it, does not belong to me.  

Without the Lighting Designer, my set could not be seen, and would not look nearly as 

interesting.  Without the Actors there would be no one using my set.  It would just sit on 

top of that stage for no apparent reason.  For these reasons it is important that I keep in 

mind my set only matters in as much as it serves the production as a whole.  If cutting the 

nightclub ‘stage’ made the set safer, that is far more important.  If cutting the jail bars 

provided time to make the set that was on stage the entire show more finished and 

polished, then cut them.  I could not be so attached to a set piece that I was not willing to 

throw it away for the good of the production.  This is not an easy lesson to learn, but one 

that I especially had to accept throughout this particular process. 

Up until this point, the set concerns had been on the state of build, and not so 

much on the look.  Once we finally had some set to look at though, Peter brought up a 

major concern; one he voiced quite passionately.  Upon seeing the paint job based on my 

renderings, Peter felt that the ship looked old and ‘cheap’.  I had designed a paint 

treatment for the ship that made it look aged and a little more dynamic than a brand new, 

unused ship might.  This design choice was made from a section of dialogue about the 

ship not being able to attract the celebrities anymore.  It was a choice I made 

intentionally, but one that did not fit the production.  Peter’s reaction to the look of the set 

was the hardest pill to swallow thus far.  As I said, everything up until this point had been 

about the build, this was about the design.  Yet again though, I had to work to keep a 

positive attitude and come up with a solution.  The solution was to add more of the 

‘white’ paint to the ship and eliminate most of the aging.  This solution came with an 

unfortunate side effect; the bottom half of the ship became a large, empty white area 

onstage.  It suddenly stole all of the focus, and felt unfinished.  So, as a designer I had to 

take a step back and reassess the look of the ship.  Though I did not want to change the 

color of the ship, I needed to find a way to break up the large white expanse.  I looked 



44 

 

back to my research and made the choice to add some more set dressing, some nautical 

shapes, and a stripe of color to the ship.  These subtle changes made all of the difference, 

and finally both Peter and I were feeling better about the look of the set.  We moved 

through the last of our Tech with few problems, but plenty more finessing.   
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Opening Night 

 Though it felt like we would never get there, opening night finally arrived.  We 

finally made it through Tech and the show was ready for its run.  Opening night is always 

special, but when it is a project that caused such stress and anxiety, the feelings of relief 

are palpable.  This was a particularly special night for me as it symbolized a major 

stepping stone in my academic career.  The design I had created to be the basis of my 

thesis, the culmination of my time in graduate school, was finally done and opened.   

My family, wanting to celebrate with me and support my vision came in from all 

around to be there for my opening night.  My parents came in from Charlotte, North 

Carolina, with one aunt and uncle in tow, while another one of my aunts flew in from 

Dallas, Texas.  My families support was a ray of sunshine at the end of a long, rocky, 

winding road.  Through them I could find a new excitement and contentment in my set.  

After a tour of the city, we went to a wonderful dinner and then on to the show.  As we 

settled into our seats, the main red curtain down with only a bar and a couple of tables 

visible, I began to see my set with new eyes.  The eyes of the audience surrounding me; 

my family, friends, and other supporters of the theatre.  I took a deep breath, reveling in 

the feelings of excitement, contentment, and relief.  I watched as the house lights went 

down, the orchestra music rose, and the show began.  And in that moment, my journey 

with Anything Goes came to its culminating point.   
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CHAPTER 6 

EVALUATION 

 

A key aspect in the growth of a designer is the ability to look back and critically 

evaluate one’s work.  Not only the work of the design, but also of the individual.  As 

such, with the trying process that Anything Goes was, I knew it was vital that I take a 

look at my work and evaluate it.  I often discuss with my students how important 

constructive criticism is.  Constructive criticism is defined by Dictionary.com as 

“criticism or advice that is useful and intended to help or improve something, often with 

an offer of possible solutions” (Dictionary.com 2016).  So with an open mind and heart, I 

look to my design work. 

The first aspect I wish to evaluate is that of my design.  My intention going into 

this show was to create a dynamic set that captured the concept set forth by my Director.  

It was meant to capture the grandeur and fun of the golden age of musicals, as well as 

taking a new look at an old classic.  I wanted to provide the audience with a set for a 

show they loved and knew, while still making sure my own personal designer stamp was 

on it.  That is a balance I always strive to meet on a show that will be known by the 

majority of audience members.  So with Anything Goes I needed to provide a large Ocean 

Liner in the style of the 1930s.  This is one aspect I feel like I captured well.  The Art 

Deco style of the 1930s was apparent in the false proscenium shape as well as the central 

decal on the upper level of the ship.  The shape of the set looked like an ocean liner might 

from the front, and additions like the smoke stack on the top helped to sell this.  I also 

feel like the drop showing the sky and sea helped to convey the vastness of the open 

ocean and sell the idea that we are on a ship.  I do feel that the shape of the ship could be 

improved on.  For me, the stairs felt like they were not part of the ship, but had rather 

been slapped on to the side.  If the walls had continued behind the stairs, I believe they 

would have felt more included.  As the characters often exited through the wings, it also 
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felt like they were walking off into the sea, rather than to another part of the ship.  The 

doors in the upper part of the ship as well as the lower part worked well to seem as 

though the characters disappeared into the ship, but the other exits felt funny.  A solution 

for this problem would have required a much larger change.  The set that I designed was 

meant to look like the front of the ship, as if it were coming at the audience.  In order to 

truly utilize the exits through the wings of the stage, the ship should have looked like we 

were on the side of the ship and it continued in both directions off stage.   

After the initial change in color from the model to the renderings, the colors 

captured the bright happy feel that I was seeking.  The saturation quality of the color also 

harkened back to the Art Deco style.  Overall I felt that the color scheme worked well for 

the show and concept.  As was stated during the Tech section, the white and aging of the 

ship was, however, unsuccessful.  Looking back at my renderings, it is apparent that the 

aging of the white paint does not match the look of the rest of the set.  The false 

proscenium, decal, and drop all included solid, bright, saturated colors.  As if they were 

brand new.  These elements did not mix with the aged, weather worn look of the body of 

the ship.  The aging also does not match the sophisticated, bubbly, not subtle concept for 

the show.  In evaluating my design choices, though I felt strongly about this one at the 

time, I would not make it again.     

A challenge lies when creating a rendering and truly considering the translation 

onto stage.  When looking at a rendering you see the whole stage in front of you with all 

of the colors at their most brilliant.  You are looking at an ideal snapshot, not what the 

stage will actually look like.  It is easy to forget that the audience’s head will be at only 6 

feet high or so.  And they will be viewing the set under stage lights and from an average 

of 50 feet away.  When I look back at my rendering and place my hand over the top half 

of the ship, all that is visible is a large white expanse.  The problem that became apparent 

on stage, had been there the whole time.  When you look at the picture as a whole there is 

so much color that adding more detailing on the bottom of the ship makes it feel almost 
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busy.  But when you look at each portion of the set, and think of how large it will actually 

be, it is obvious that the bottom of the ship needs more.  This is a lesson I will take to 

heart and make sure I continue to consider for future designs.   

Now I look to evaluate myself as a designer and collaborator.  Through the 

beginning of this process Liz, Jeff, and I had never worked together.  We had known each 

other since our first year at Temple as we started together as a team of cohorts.  Anything 

Goes was however, the first time we worked together as a design team on a show.  The 

three of us have very different design tastes and preferences in the theatre.  I knew this 

going into the process, but believed we could come together to create a cohesive show.  

That is one of the strengths to having an experienced director with a solid concept for the 

show.  Peter was the glue that held three different design styles together.  His concept 

provided us with a solid idea for us all to propel our designs from.  Though, initially I 

believed I was following this concept well, upon review I realize I started to veer from it.  

I made the choice to age the ship without considering the Director’s concept.  I then 

changed all of the colors of the design, without consulting Jeff and discussing how this 

might affect his costume designs.  We started off with plenty of conversations and 

considerations of each other, then began to drift deep into our own areas and stopped 

consulting each other.  This happens sometimes, it is easy to think only of your one area 

when you spend day after day looking at your design and only your design.  Nonetheless, 

looking to move forward and forever grow as a designer I believe it is important to never 

stop collaborating and consulting everyone with changes I make that will affect them.   

One area that it is especially important I consider is how I handled myself during 

the difficult Tech process of the show.  It is very important to me that as an individual I 

am the type of person others would like to work with.  I also always strive to ensure that I 

am never the cause of frustration during a trying time.  Even when an occasion is 

especially difficult or stressful, I endeavor to keep a positive attitude at all times.  Seeing 

a problem and pointing it out is easy, seeing a problem and immediately seeking a 
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solution is difficult.  And that is something I work hard to always do.  So even when 

everyone was only seeing a bare, skeleton of a set, or a large empty white area, my mind 

was constantly searching for options and solutions.  I attempted to look at the set every 

night through Peter’s eyes, so I could be prepared for anything he might say or want.  By 

trying to see what he might see, I could prepare solutions to the problems before he even 

said them out loud.  Being proactive like this is a quality I feel can make me a positive 

light in a dark tunnel.  Looking back on the Tech process, though there were times my 

smile may have faded, I tried to never get angry or give up; and I believe I accomplished 

that.  I believe I always kept an ‘eye on the prize’ and continued to provide possible 

solutions to the many problems that arose.  I hope that when others look back on the 

process they saw the calm I tried to continually emote and solutions I pushed to provide.   

There is a common saying that ‘a designer’s work is never done.’  This statement 

is truer than some may ever know.  As a creative person, I am always looking at my work 

with a critical eye, always wondering what I could do to improve.  So as far as the 

evaluation of my design is concerned, there is a never ending amount of changes I would 

like to make.  Nevertheless, I am pleased with the outcome of the set and feel, all in all, 

the show came together very well.  I watched the opening night performance with a smile 

on my face.  Not only did I make it through a difficult process and can honestly say I am 

proud of the way I acted; but I also am proud of the solutions I was able to come up with.  

The show looked good, the set worked for the production, and the audiences applauded in 

the end.   
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CHAPTER 7 

CONCLUSION 

 

 The cast sing their last lines of the Finale under the applause of the audience.  As 

they spread across the stage and bow before the audience, the curtain lowers down.  The 

house lights come up and the applause fades, and so the journey of Anything Goes comes 

to a close.  This journey was one I will never forget.  It brought with it an opportunity for 

me to design the largest show of my career and bring to life my dream of designing a 

golden age musical.  Though the trials and tribulations of it were considerable, so was the 

payout in the end.  I learned so much through this process, not just about my design 

process, but also about myself as a whole. These lessons have already begun to pay out 

and greatly affected my design style.   

 This thesis not only symbolizes the climax of Anything Goes but also the end of 

my journey in Graduate school.  Temple has been a place where I have learned, 

struggled, and grown, both as a person and as a designer.  Through my four realized 

designs, and all of the class projects, I have truly moved on to the next level of my 

journey as designer.  The theatre is an industry I never intended to enter, yet it is one I 

cannot imagine my life without anymore.  In conclusion, though there are plenty of things 

I would change about my design for Anything Goes, it is a design I am proud to share and 

one I am so very thankful for.     
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APPENDIX A 

Research Collage of Emotional Images 
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APPENDIX B 

Research Collage of Practical Images 
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APPENDIX C 

Ground Plans 
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APPENDIX D 

Section 
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APPENDIX E 

Drafting Packet Sample 1 
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APPENDIX F 

Drafting Packet Sample 2 
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APPENDIX G 

Backdrop Painter’s Elevation 

 

 

 

 



60 

 

APPENDIX H 

I Get A Kick Out Of You Rendering 
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APPENDIX I 

Bon Voyage Rendering 
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APPENDIX J 

Staterooms Rendering 
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APPENDIX K 

Delovely Rendering 
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APPENDIX L 

Blow Gabriel Blow Rendering 
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APPENDIX M 

Building Process Shots 
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APPENDIX N 

Production Shots 
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