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i 
ABSTRACT 

 This thesis examines, documents, and evaluates the process of designing 

the lighting for a production of Spring Awakening, produced by Temple 

University’s Department of Theater.  I will discuss the initial design process, the 

execution of the design, and evaluate the finished design.  
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CHAPTER 1 

INTRODUCTION 

SO YOU WANT TO BE A LIGHTING DESIGNER? 

I am often asked why I chose lighting design as a career path.  It usually 

takes me a while to answer that question.  I didn't always want to be a lighting 

designer.  My aspirations as a young child were the usual, "I want to be a 

firefighter," or "I want to be a jet fighter!"  It wasn't until high school that I decided 

that I wanted to pursue psychology as a field of study, and possibly a career.  

There was something about understanding how the brain worked emotionally 

that really interested me.  Within the first week of school, I was approached by 

the school's audio/visual coordinator, Tony Bucci, about working on the stage 

crew.  He saw that I had an advanced knowledge of computer systems and 

electronics and felt it would be a perfect fit.  I worked on my first show at Harry S 

Truman High School, and ran the lighting console.  After that first show I was 

hooked.  I discovered that lighting had the ability to alter the emotions of the 

audience watching the show.  It became my new fascination, and studying 

psychology pushed me further into becoming a better designer.   

As a senior in high school, I went to a national theater festival where I 

showed off my portfolio to a massive amount of colleges.  I didn't expect much 

response, however the response was overwhelming.  Twenty-five schools asked 

for a second interview, five schools offered me scholarships, and two school 

immediately accepted me to their university.  One school stood out among the 

others.  They did not have an established design program, and they were in the 
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middle of a huge theater community in Philadelphia.  I applied to University of the 

Arts in 2004, and was accepted with a partial scholarship.  I knew then that this is 

what I wanted to do with the rest of my life.   

University of the Arts was a perfect fit for me because it had not yet 

established it's theater design program.  I was able to make my college 

experience what I wanted it to be, and study the design aspect I wanted to study. 

I created a huge network of potential employers and designers.  While at 

University of the Arts, I was given many opportunities to design huge productions 

and it felt natural to me.  It became a rush to create a lighting design for a 

massive audience and have partial control of their emotions in my hands.    

After undergrad, I spent two years in Philadelphia working at various 

theaters.  One of my colleagues, Drew Billiau, gave me a call and asked if I 

would like to be his assistant at the Opera Company of Philadelphia, and I 

immediately jumped on board.  I learned more about lighting in that first week 

than I had in my previous 8 years in educational theater.  After a year of being 

Drew Billiau's assistant lighting designer, he had a show that was leaving the 

country and due to a homeland security mix-up, he was unable to go.  He turned 

to me and said, "Do you have a passport? If not, get one.  You are the only one I 

trust to do this show right without me."  It was then that I felt confident and 

comfortable that I had made the right decision in becoming a lighting designer.  

The only thing left for me to do was get my MFA.   

After assisting John Hoey, at the Pennsylvania Ballet Company for a few 

shows, he offered to set up an interview at Temple University to apply for 
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admission to graduate school.  Although I initially rejected his offer, a few times, 

he didn't give up on me, and I finally realized that I had a bit more to learn in the 

safety of an educational institution that I would have been too scared to risk in 

the "real world." 

My interview was a success, and the past three years have been a huge 

learning experience with a ton of personal growth.     

 

INITIAL THOUGHTS 

 When I first learned that Spring Awakening was part of the Temple 

Theater season,  I immediately went to my advisor's office and said, "I need 

Spring Awakening to be my thesis show."  John Hoey looked at me and said, 

"That was already the plan." I could not have been more excited to work on a 

show at Temple than I was at that point.  This is my favorite musical to date.   

 It became a guessing game as to who the rest of the design team would 

be.  Eventually the word was out that the three 3rd year graduate design 

students would be designing the musical.  The three of us were equally excited 

and relieved to be working together.  We had complete confidence in each other 

to pull off a great design together.   

 On April 11, 2012, Rachel Coon, Colin McIlvaine, and I started having 

discussions about the show and sharing our initial emotional responses to the 

piece.  We sat in a room and casually listened to the music and began discussing 

huge design ideas.  Seven month's from opening, we ran full speed into the 

design process.  Our motivation was to show the school how we felt the process 
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should move, and create one of the best looking shows in Temple Theaters in a 

long time.  We made some compromises along the way, and hit a few minor 

speed bumps, but the final product was something that I will be proud of for years 

to come.  
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CHAPTER 2 

SPRING AWAKENING: 

AN OLD SCRIPT AND A NEW MUSICAL 

 An important concept to understand before rushing into designing a show, 

is to have a grasp on the context in which that show comes from.  Spring 

Awakening, the musical, is not an original story.  The story stems from a play 

called Frühlings Erwachen, by German playwright, Frank Wedekind. The title in 

English translates to, Spring's Awakening, with a subtitle of A Children's Tragedy. 

(Bond & Wedekind, 1993) 

 The original play was written in the late 1800's, and due to the ideas being 

discussed in the play, was banned in Germany.  The storyline of the play is 

closely related to the musical.  It has a main overall plot, with a few sub plots.  

The main plot is based on the idea that leaving children in the dark on what it is 

to grow up will keep them innocent.  What we learn from this, as an audience 

member or reader, is that keeping a child from the truth can in fact destroy their 

innocence on a level much greater than just giving them the facts of life and 

growing up. (Spring's Awakening (Play))   

 In the musical, Wendla and Melchior are forced to learn about their own 

sexuality. They eventually fall in love and find themselves at the end of act one in 

a position to share an intimate moment in a barn.  They experience sex for the 

first time believing it to be a harmless, innocent act among two people who love 

each other. (Sheik, Sater, & Wedekind, Spring Awakening, 2007)  
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 Sex and sexuality becomes the catalyst that sets off the chain reaction of 

choices that results in some of the characters losing their lives.  Wendla, after her 

first experience with sex, has become pregnant.  She does not know she is 

pregnant and only finds out when her mother calls a doctor to examine her 

because she is feeling ill.  Because sex is such a sinful act before marriage, 

Wendla's mother decides that she will take her daughter to get an abortion.  

Wendla dies as a result of the abortion.  (Sheik, Sater, & Wedekind, Spring 

Awakening, 2007) 

 Prior to  Wendla's death, we meet Moritz, a young friend of Melchior, has 

become overwhelmed by his hormones and doesn't understand his sexuality.  He 

asks Melchior to explain sex to him.  Melchior creates an illustrated essay for 

Moritz to read and they discuss it together.  (Sheik, Sater, & Wedekind, Spring 

Awakening, 2007) 

 Moritz, who is not as focused in school as he is told he should be, fails to 

be promoted to the next grade.  His father, disappointed in his son, solidifies 

Moritz's view of himself as a failure. (Sheik, Sater, & Wedekind, Spring 

Awakening, 2007) 

 Moritz, feeling alone in the world, overwhelmed with his confusing 

emotions and his personal view of himself as a failure, decides he is better off 

dead.  Moritz kills himself and Melchior is blamed for his death because of the 

essay he wrote to try to help Moritz. (Sheik, Sater, & Wedekind, Spring 

Awakening, 2007) 
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 Eventually, Melchior goes to meet up with Wendla at Moritz's grave. He is 

unaware that Wendla has passed away due to a botched abortion, only to 

discover Wendla's head stone.  Melchior makes the decision to kill himself. 

However, before he can go through with the act, Wendla and Moritz show up as 

ghosts to help Melchior know that they are still with him in his heart.  Melchior 

makes the final decision to move forward with his life and make sure his friends 

live on within him.  (Sheik, Sater, & Wedekind, Spring Awakening, 2007) 

 The story of these children makes the audience understand the 

importance of educating children not only in their normal schooling, but in the 

facts of growing up.  The characters in Spring Awakening learn life's lessons far 

too quickly and in some cases, in a way that was too much to handle on their 

own.  If only the adults in their lives could have been more open about life and 

sexuality, they might not have suffered the loss of their children both physically 

and emotionally.  

 The musical has the storyline from the original play written by Wedekind, 

setting the story in the late 19th century.  However, it utilizes a contemporary 

rock and roll score, composed by Duncan Sheik, with words written by Steven 

Sater. The audience experiences the real world in the form of "acted out" scenes 

that work just like the play, but the inner thoughts and feelings of our characters 

are expressed through song in this contemporary rock world.  The use of this 

theatrical device allows the play to feel timeless and helps the audience relate to 

characters that would have existed over a hundred years ago.   (Sheik, Sater, & 

Wedekind, Spring Awakening, 2007) 
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 This world of contemporary rock inner monologue and realistic scenes 

from the 19th century helped me as a designer to create a language with the 

lighting to support these two worlds.  I was able to treat the realistic scenes with 

lighting that felt true to life, while creating a rock concert with moving lights and 

saturate color to illustrate the inner emotion and thoughts of the characters.   

  

  



9 
CHAPTER 3 

DESIGN COLLABORATION 

 The design team for Spring Awakening could not have been a better 

match.  Colin, Rachel, and I had formed a strong bond between the three of us 

since the day we met, a week before we came to Temple.  We each motivate 

each other in a way that forces us to push the boundaries of our last design.  

When we first sat together and talked about the show, we knew that we had to 

make this production better than the original.  The three of us were not too keen 

on the original Broadway set design and the lighting design was too flashy and 

not thought through as well as it should have been.   

 The three of us went our separate ways to come up with initial emotional 

response images as research for our designs.  We all came back with a similar 

theme to our images.  It all involved the human body, sexuality, and human 

emotion.  One of the more striking sets of images were in Colin's research.  He 

had come up with an idea of wet bodies.  Colin and I design similarly.  We both 

chose a moment in the script that we feel speaks for the rest of the story.  We felt 

strongly that the motivation of our design should come from the end first act.  We 

talked a lot about wanting it to rain on stage.  We did some research and some 

tests with water drips and strobe lights.  We had found that if we matched the 

strobe light frequency with the frequency of the drips of water, we could make the 

water appear to stand still in the air.  We kept this in our pocket and knew that 

there would be some logistical problems in accomplishing this, and decided that 

this would be the one thing we could present and have the production team cut.  
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It was our bargaining chip. However if we were able to accomplish it, it would be 

an incredible effect on the stage.  

 Another idea that had come up was the effect of a wall of light upstage all 

focusing on one single point on the set where the sex scene would take place.  It 

was a "hand of god" of sorts.  The wall would eventually evolve into the main 

"rock show" element to the show that I needed to make this design work.  

 We asked the director, Peter Reynolds, to come out for a few drinks and 

discuss the production.  We brought our inspirational images and discussed our 

feelings about the show.  The script had struck a chord in all of us that let us 

each identify with it in our own individual way.  It became a part of us and we 

poured our own experiences into our design. Peter was thrilled with our initial 

response to the script and was excited to see what we would come up with for 

our first design presentation. 

 On our first production meeting day, the usual routine is to do a quick 

meet and greet and speak about the director's concept of the show. We would 

then go away to start thinking about the design.  Since we had already taken it 

upon ourselves to have that initial meeting with Peter, we were able to set up an 

elaborate display with our inspirational images and research. The scenic 

designer brought in a few scratch models he had made as ideas for what the set 

could be.  The faculty walked in to the room and commented on the amount of 

work we had already put into the design process.  There were a few comments 

made along the lines of "This is how it's done."  
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 We were excited to begin the meeting. Colin led off with speaking about 

the concept of the piece.  He showed his research and we spoke a bit about the 

rain effect with which we had in an experimental stage.  He spoke about the 

initial design of the set and that we were thinking about putting a huge wall of 

light upstage.   

 I showed a few videos as to what the back wall could be.  Everyone was 

excited about this idea and a few questions arose as to the safety of such a large 

installation.  I assured them I had done my research and that it was within 

Temple's means to construct and safely install.   

 I showed my initial response images and spoke about the music in terms 

of color and how it related to the overall emotion I wanted to support in each 

piece of music.   

 We transitioned to Rachel, who spoke about her emotional response to 

the piece and a little about the costume needs for the show.  It was at that point 

that our director hit us with the news that this show would be double cast.  We 

would now be doing a large production which featured two casts on very little 

budget.   

 The news of two casts had a huge effect on how I would have to design 

the show.  If the casts happened to be different in size, or the blocking of the 

scenes were different, I as the lighting designer would have to cue the show 

twice to adjust for actors positions.  I needed to know how loose Peter was going 

to be with blocking the two casts.  As it turned out, I only had to cue the show 
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once. Fortunately, there were a few adjustments in blocking between the two 

casts that were addressed during tech. 

 The three of us became heavily involved with the casting of the show and 

even set up the auditions in a way to "weed out the weak."  Peter needed to 

know who could "rock it out" at the microphone and just own the piece.  As with 

professional auditions, we had the students audition on stage while the 

auditioning team sat in the house. We set up the audition space with a 

microphone with a spotlight and 10 chairs.  We lit two tables in the audience with 

back light so the auditioning students would not see our reactions.  It made the 

space completely terrifying, but the setup also pushed the students to own their 

audition and rock out.  This created a high energy atmosphere and really pushed 

people to go further than they normally would in a standard audition setup.   

 Not long after auditions we had our final design meetings.  The rain effect 

was a huge topic of conversation.  It went from being an incredible effect, to the 

faculty challenging the idea as being important to the design of the show.  There 

were more negative responses to the logistics of the effect than there were 

positive and we eventually agreed to cut it.  I assured the faculty that I could 

create a similar effect of rain with the wall of light I had planned to install upstage.   

 After our designs had been approved, our director's final words were, 

"Well, now it's up to me to make a good show to work in this amazing space."  

We were relieved to have the confidence of our director and know that he felt 

comfortable in our hands.  
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CHAPTER 4 

DESIGN PROCESS 

  
CONCEPT AND PLANNING 

 The concept of Spring Awakening in the mind of our director, was to let 

the musical be what it is.  The show already has a message and a concept that is 

completely relatable to today and we would do it an injustice to make it anything 

different.  He cited a prior production in Philadelphia that had the show take place 

in a soda shop. There is no reason to update the show as it is timeless in its own 

sense.  The story is a story from the past, but the music brings it into a modern 

setting.  

 As young designers, we have just recently been through the stage of life 

that the characters in this story are currently experiencing.  Being so close to that 

age and knowing how we experienced those situations helped us in becoming 

emotionally connected to the piece as a whole.  The close relationship to the 

piece helped define the design team's concept.  

 That being said, the show's music is primarily a rock concert style and 

thus the design of the lighting is really asking to be, in part, a rock concert. My 

initial ideas were to bring in a few rental moving lights to try to achieve this 

feeling.  However, a couple moving lights is far from being a rock concert.  I 

needed more.  Colin and I had been toying around with a huge lighting rig, or a 

system of pipes and lighting, upstage of the back wall of the set.  I originally 

suggested we throw a ten by ten matrix of lights upstage and create a huge wall 

of light.  I took the idea a step further and suggested it be pixel mapped.  To pixel 
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map the wall of light would give the option of the back wall becoming a low 

resolution media screen and therefore being able to send images, letters, and 

videos to the wall to be interpreted by the lighting console.   

 The idea received a few "oohs" and "ahhs" in the initial production meeting 

followed immediately by a barrage of safety questions.  Those safety concerns 

were also on my mind.  I had done my research to see just how much this wall 

would weigh and the amount of electricity that could be running through the rig at 

any point in time.  I also did my research as to how we would safely rig this 

installation of lighting and not have it fall on the band positioned just underneath 

it.    

 The wall with the lighting would weigh close to two tons.  Temple Theaters 

happened to have two unused one ton chain motors that could safely raise the 

structure and hold the installation without fear of failure.  I also took the initial 

estimate of 100 lights on the rig down to 64 lights. The inventory of lighting would 

not allow me to have sufficient light source for the rest of the show if I were to 

blow it all on a back wall.  The faculty and staff agreed to my solutions and the 

wall was referred to as the matrix in the final drawings.  

 The matrix gave me that big brush stroke of light that could serve as the 

rock and roll factor of the show. But I needed something more.  I put a few phone 

calls out to friends in the lighting rental industry and was able to secure eight 

moving light units for free from Earl Girls, Inc.  I still had a budget of $1000.00 

and I hadn't yet touched it.  I gave a friend at Pin Point Lighting a call and was 

able to strike a deal. I was able to aquire five, top of the line, LED moving head 
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units for a 6 week rental for the full budget amount.  Finally, I made a call to one 

of the companies for whom I freelance.  They were able to send me twelve LED 

strip units that would eventually provide the color wash for the scenery walls.   

 

LIGHTPLOT 

 Once I secured what the actual inventory was going to be for the show, I 

was able to start my light plot.  The first thing I needed to consider was the tree 

that Colin was going to hang just above the playing area of the set.   The tree 

itself posed a few issues of where I could and could not hang lighting fixtures.  

Knowing this ahead of time, I left plenty of space for the tree to exist and not 

have an effect on the lights that would be hung around it.   

 The second factor that determined the position of my lighting inventory 

was the alternate seating configuration for the audience.  There were to be four 

seating banks on stage that would seat audience as well as "off night" cast 

members.  Because the cast in the audience was also part of the show, I needed 

to make sure I could light them in a way that they would distract from what was 

happening on the set.  

 I had already figured out the logistics of the matrix wall of light and plotted 

it out weeks before I even started drafting my plot.  I needed to research 

everything I could about this piece so that the scenic designer could design a 

wall around the rig to hide it from the audience when it was not in use.   

 My first priority was placing the moving lights in a position that would best 

utilize them and create a rock show atmosphere.  I placed much of my moving 
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light inventory in a way that they became back lights that could be used as aerial 

texture when haze was introduced into the space.  I placed a total of 10 moving 

mirror units, 4 older style moving head units, and 5 brand new LED moving head 

units overhead.  Totaling out to be 19 moving lights overhead, I was able to limit 

the amount of conventional lighting inventory that I would have to hang.  The 

moving lights had the ability to be a rock show element as well as become 

special area lights for different scenes.   

 My second priority was to give the scenery a set of lighting fixtures that 

could provide color and mood to the piece.  I placed the 12 LED strip lights in my 

inventory as up lighting for the onstage slatted walls.  This would allow me to 

color the surrounding set with an infinite amount of colors.  I then placed a 

system of back lights overhead in the plot with color scrollers attached.  This 

system of lights allowed me to color the floor with whatever color I needed with a 

limited amount of inventory overhead.  My final additions in terms of coloring the 

set were two instruments pointed at the tree overhead with color scrollers as well 

as two lights in the audience that allowed me to color the slatted walls that were 

placed in the audience proper with whatever color I could think up.   

 After creating a plot full of moving lights and scenery light, I needed to put 

in systems of light to illuminate the scenes.  When it comes to lighting a musical, 

it is all about lighting the face.  The audience needs to see the words, not just 

hear the words coming out of the actors' mouths.   I put four sets of side light 

systems in the plot, a warm temperature color and a cool temperature color, from 
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each side of the stage.  Finally I hung a single front light system to highlight the 

faces of the actors.   

 The last lighting need I had to address was whether or not I was going to 

use spotlights in the show.  It's a huge musical and it definitely needed spotlight 

operators.  I chose to use four spot light positions.  I placed two spotlights in the 

front of house catwalks, and two spotlights in scaffolding towers upstage of the 

set that could be used as a backlight spot to make the actors appear less flat.  

This position also added to the rock show feel I was going for in the design. 

 I stressed to my electrician how complex the light plot was going to be, 

regardless of how simple it looked on paper.  There was really no room for 

mistakes in the light rig because once the line sets that held the lighting were 

taken to their trim heights, it would be time consuming and inconvenient to fix 

problems in the air.   

 

RUNNING THIN ON ELECTRICIANS 

 After turning in the light plot for a final approval from my advisors, the 

lighting plot is handed over to the master electrician to start preparing the lighting 

inventory for installation.  The trouble with this lighting hang would be that there 

was no supervision other than my own.  The way this plot would need to hang, 

and the amount of technology being used in this show, would prove to be out of 

the experience of our first year lighting grad as a master electrician.  It became a 

learning experience for everyone involved and the crew was running thin 

because of other projects going on at the same time as our lighting load in.   
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 The first focus of the light hang became the matrix.  I rigged the motor 

points myself as to make sure everything was done right so that I could rest easy 

knowing that anyone walking underneath the rig would be safe.  The lights that 

needed to be installed and circuited on the rig went up within two days and the 

matrix rig was powered and being tested on the third day of load in.  Everything 

worked perfectly.  This was the first time that the faculty and crew was able to 

really see what this light wall was all about.  Once the wall was fired up and 

running content, people got excited to see what else was in store.   

 The overhead lighting had to be hung in stages.  All of the conventional 

fixtures, or non-moving lights, were hung in the first phase.  The reason we had 

to do this first was that we were still 4 weeks away from opening night.  Our 

moving lights would not show up until the weekend before tech due to the 4 week 

run of the show.  Once the moving lights showed up, they were installed and 

taken to their trim heights.  None of the moving mirrors worked correctly at first 

and everyone was mentally exhausted and unable to really troubleshoot them 

correctly.  After a day of thinking, I had an epiphany.  "Check the address of the 

lights!"  Every one of the mirror units were addressed incorrectly.  The quick 

solution was to re-patch the lighting console and everything worked out.  

 The moment when everything was finally working was a huge sigh of relief 

and the stress of the coming weeks of tech began to set in.  I needed to pre-cue 

this monster of a show or else I didn't feel like we could pull it off in the small 

amount of tech time that was allotted before opening night. 
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PRETECH 

 Before I go into tech week, I like to try and cue the show off of video of 

rehearsals.  This is especially true when it comes to a musical as large as Spring 

Awakening.  Because the load in of the scenery went quickly, the cast was able 

to get on the set a week before we went in to the tech process.  This is usually 

not an option for the cast as we are working on the set and lighting up until the 

first day of tech.  However, this allowed me to video the two casts on the set and 

have a more accurate idea of where the action on the stage was going to take 

place when I pre-cued the show.   

 The week prior to tech was spent mainly getting used to the space and 

becoming comfortable with all of the moving lights in the air.  It was a time for me 

to make any last minute changes that I may have seen necessary before we 

added the actors in the mix.  I called in a good friend of mine, Ryan Killeen, to 

program the lighting levels and moving light positions into cues for me.  Bringing 

in a person who specializes in the programming of an ETC Ion lighting console, 

saved me from having to train an inexperienced undergraduate student to do the 

same job.  The programming of the lighting cues became enormously complex 

and would not have been a viable option to have an undergraduate contract 

student do the job.   

 I am usually hands on when it comes to programming the show, however, 

the way we were using the space required me to be mobile and not behind a 

desk.  I knew that I could count on Ryan to come in and make my ideas come to 

life with very little explanation from myself.  I trust him completely, and he never 
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disappoints.  I could turn to him and say, "Make the lights do this," and gesture 

with my hands a movement that I couldn't easily put into words.  A few button 

pushes later, he would show me what he interpreted my hand gestures to mean, 

and it would always be what I imagined.   

 The pre-tech process really allowed me to sit in the theater and not feel 

rushed by other designers, the director, the production manager, or the actors.  I 

was able to better understand the movement of the piece and put it into lighting 

terms.  I spent on average, 15 hours a day in the space just writing light cues and 

determining timings.  All of the work I did that week paid off in the end when it 

came to tech week. 

ASSISTANTS 

 One of the benefits of designing a main stage production at Temple 

University is the ability to take on students as your assistants.  There are a few 

ways a designer uses an assistant.  The first use, which would involve having an 

assistant who has experience in the lighting design field, would be to clean up 

and draft paperwork for the show.  The other use is to have them take notes 

during meetings and tech rehearsals.   

 Knowing that what I needed was someone to keep me organized, I 

needed to take on an assistant that had the qualities of a stage manager.  I did 

not have to look very far.  Rachel Beecher came up to me one day and asked if I 

was looking for an assistant for the show.  I immediately said that I am and that if 

she is interested, she's hired.  Ms. Beecher has a strong background in stage 
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management and has great organizational skills.  My plans for her were to put 

her on spot light duty.   

 I gave her the daunting task of going through the script and choosing 

where all the spotlights needed to be and what characters at what time needed to 

be lit.  I purchased the rights to a program called SpotTrack, and handed her the 

license and she went to work.  I realized just how big this show was and asked 

her to find me another assistant who could act as a note taker and keep me 

sane.   

 I ended up calling a close friend, Meredith LaBoon, who I knew could 

lighten the mood when needed and keep tight notes.  She agreed and came on 

the team early on with Rachel and I.  The two of them became a great team and 

an important part of making my design come to life with few obstacles.  They 

were always a step ahead of me in making sure I had the paperwork I needed 

and took complete artistic control of the spot light cues.  I never worried once and 

knew I was in good hands.   
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CHAPTER 5 

TECH PROCESS 

TECH WEEK 1 

 After all of the cueing I did the week prior to tech week, I was freed from 

being in a creative mode and pushed into viewing the show as an audience 

member.  I was free to move about the space and trust my programmer to make 

the adjustments I needed on the fly.   

 I hate to be the person that people are waiting on in tech.  The last 

situation I would want to be in is a room full of people staring at me waiting for 

me to create a look.  This show was so large, and so fast paced, that I would 

never have the time to cue while in tech.  Tech week became more about 

running the show and the director having additional time to give notes to his 

actors.  This was valuable time that would not necessarily be available to a 

director when in the middle of tech.   

 On the second day of tech, we arrived to the much anticipated sex scene 

at the end of act one.  I had left the lighting design somewhat of a secret so that 

the director could experience that moment as an audience member. This would 

be the first time that our characters, Wendla and Melchior, would engage in 

intercourse.  This had to be a moment of realization and clarity.  Up until this 

moment, no one had seen the matrix wall used in the first act.   

 The scene started, dark and lit by moonlight in a barn.  Light pierced 

through the slatted walls and the scene progressed.  When the first kiss between 

the characters happened, the wall began to slowly become alive.  A file I had my 
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programmer create began running on the light wall.  It was an effect that looked 

like rain water slowly falling on a window pane.  The light on the wall was dim 

and only slightly present.  As the characters became more intimate and 

accepting, the wall brightened and the rain became more deliberate.  Slowly, the 

wall had a slight heart beat added to the media file.  When the characters climax 

at the end of the song, the wall became one bright beam of light focused on the 

two characters down stage.  The stage finally goes dark.   

 The reactions from the director and choreographer were priceless.  The 

wall had done everything I wanted it to do.  Saving it for this moment gave me 

that extra trick up my sleeve that was necessary to end the first act leaving the 

audience wanting more.   

 The rest of the first tech week moved along smoothly.  The only issue I 

had was trying to create the magical moment of the end of act one at the end of 

act two.  My programmer and I stayed late one night and sat in the darkness of 

the theater.  I let my brain wander and thought about the music.  The final song 

of the show is "The Song of Purple Summer."  It starts out small as a solo and 

gradually builds to the full cast singing out in an almost church choir style.  It 

finally hit me that it should be a new day and the way I could show that was 

literally making the matrix wall show a sunrise.  I began the song with the soloist 

in a spot light and the surrounding stage space in an early morning, pre-sunrise 

look.  The wall began to show the sun peaking over the horizon which slowly 

gave the playing space more light.  As the sun rose from the bottom right to the 

top left, the rest of the ensemble entered the stage.  On the final crescendo of 
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music the wall expanded and sparkled behind the cast.  On the final note of the 

song, the cast is left in silhouette with the wall sparkling in the background slowly 

fading out to dark.    

 

TECH WEEK 2 

 During the second week of tech, the focus is mainly on running the show.  

Because the show was double cast, it was important for both casts to get as 

much time on stage as possible.  I was confident in my work and more relaxed 

than I had ever been at this point of teching a show.   

 One of the inevitable things to happen during the second week of tech is a 

visit from our artistic director, Doug Wager.  The visit could go one of two ways: 

The artistic director sees the show, loves it, and gives minimal notes on what 

could be improved. Or, the artistic director sees the show, and has a brilliant idea 

that has the potential to completely change the show and have a huge affect on 

the design of the show.  Fortunately, Mr. Wager saw the show and had minor 

suggestions for me as the lighting designer.  He asked me to push further into 

the rock show aspect of design and make the songs as exciting as the moments 

with the back wall.   

 I spent a day in the space adding some flare to the cues that existed and 

adjusting some looks that I had taken notes on myself.  We ran it again that 

evening and everything looked great.  It was now just a matter of putting it in front 

of an audience.   
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OPENING 

Opening night was more nerve racking than any opening I had ever had.  

It was a night that I had spent 7 months creating, and now it was out of my 

hands.  Apart from my tux jacket button falling off, everything seemed to be going 

smoothly before the show started.  

Then I received a phone call from the sound operator.  The band's stand 

lights would not turn on.   I talked my lighting console operator through a few 

troubleshooting ideas like checking that the channel that supplied the electricity 

for the lights was up, or making sure it had not become unpatched from its 

channel.  I then had the sound operator that called me run to the stage and 

check to see if there was a loose connection.  It turned out that someone had 

kicked out the connection and the sound operator was able to fix the problem 

before the show started.   

After taking a breath, I was surprisingly calm for having just received the 

phone call that could have been catastrophic for the musicians if it had not been 

addressed.  I think it was the comfort it gave me that the technicians running the 

show could do a thorough check of all the systems and make sure the problems 

were fixed, that gave me confidence to not worry about it anymore.   

Opening night went off without any problems.  I could not have been any 

happier.  The design that had taken up 7 months of my life was finally alive and 

running and the show continued to run for 4 weeks.   

 It wasn't until two days before the show closed that I received a phone call 

from my lighting board operator that the mouse for the lighting console was 
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missing.  I had her repeat that to me a few more times and made her look around 

a little harder.  I finally sent her to a room where she could grab a mouse and put 

it on the console.  I figured the problem was fixed and we hung up.  She called 

me back within a few minutes and said that the lights were not responding to the 

lighting console.  I immediately asked her to check and see if there was a 

keyboard still connected to the console.  She let me know that it was also 

missing.   It is not crucial that the lighting console have a keyboard to run the 

show, however it confirmed my suspicion that someone had tampered with the 

lighting console.   I asked her if anything was connected to the console besides 

the cord providing it electricity.  There were no connected cables.   

I immediately jumped in a car with a friend driving and made my 40 minute 

commute to the school. I called everyone in the area that I knew would be able to 

help me fix the problem.  Everyone pulled together to get the console up and 

running 2 minutes before the house opened to the audience and 3 minutes 

before I had arrived at the theater.   I went in and double checked that everything 

was working properly and took a breather.  I thanked everyone for working so 

hard to make everything work properly and then went about calling the police and 

getting a report filed with the department.   

It appeared that someone left the lighting booth unlocked. This unfortunate 

lapse in security gave someone the opportunity to come in and steal the 

keyboard and mouse and disconnected the lighting console.  I can only hope that 

someone walking into the space had scared whoever was about to steal the 

lighting console and that it was not a case of sabotage. It makes very little sense 
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that someone would steal a twenty dollar keyboard and mouse.  To this day we 

have no idea what really happened, and probably never will.   
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CHAPTER 6 

EVALUATION 

 Overall, I was very happy with the way the production turned out.  I 

received various compliments from students and faculty that made me realize 

how much I still love lighting design for theater.  Up until graduate school, I never 

really felt comfortable with designing musicals, and I have been completely lucky 

in being able to design two main stage musicals in my time at Temple.  I was 

able to take risks and make big choices that I may never have made outside of 

the educational institution environment.   

This production in particular gave me a huge insight into Temple's theater 

community and just how dedicated everyone is to their craft.  Whenever there 

was a bump in the road, there was a huge response of support.  I hope that this 

sort of family continues on in Temple and that every designer has the chance to 

experience such a community.   

There were a few things in the lighting design that I would have liked to fix 

if I had the time.  The end of act one hayloft scene was strong in terms of 

conveying a setting.  I would love to have been able to add a few lights for other 

scenes, like the classroom scene, that could have given that same strong sense 

of place.  I could have done this with gobos of windows in additional lights.  It 

would have been a little extra detail that would have gone a long way.   

I would have been able to focus more on the little details of the lighting if I 

had an experienced master electrician who would have been able to take care of 

all the technical aspects of the show.  Instead, as the designer, I took on most of 
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the responsibility in dealing with the technical aspects of the lighting in the show.  

It is hard to put up such a large production when a department is understaffed.  

In an educational environment, it is important to have a highly trained staff that 

can both teach younger students and supervise a large lighting rig that needs to 

be installed for a musical. 

I think Temple Theaters pulled off a successful production and this will be 

a design that will exist in my portfolio for a long time.  
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APPENDICIES 

APPENDIX A 
 

LIST OF SONGS 

Act I 

1. "Mama Who Bore Me" – Wendla 

2. "Mama Who Bore Me" (Reprise) – Wendla and Girls 

3. "All That's Known" – Melchior 

4. "The Bitch of Living" – Moritz, Melchior and Boys 

5. "My Junk" – Girls and Boys 

6. "Touch Me" – Boys and Girls 

7. "The Word of Your Body" – Wendla and Melchior 

8. "The Dark I Know Well" – Martha, Ilse and Boys 

9. "And Then There Were None" – Moritz and Boys 

10. "The Mirror-Blue Night" – Melchior and Boys 

11. "I Believe" – Boys and Girls 

Act II 

1. "The Guilty Ones" – Wendla, Melchior, Boys and Girls 

2. "Don't Do Sadness" – Moritz 

3. "Blue Wind" – Ilse 

4. "Don't Do Sadness/Blue Wind" – Moritz and Ilse 

5. "Left Behind" – Melchior, Boys and Girls 

6. "Totally Fucked" – Melchior and Full Company (except Moritz) 

7. "The Word of Your Body" (Reprise) – Hanschen, Ernst, Boys and Girls 



32 
8. "Whispering" – Wendla 

9. "Those You've Known" – Moritz, Wendla and Melchior 

10. "The Song of Purple Summer" – Ilse and Full Company 
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APPENDIX B 

EMOTIONAL RESPONSE COLLAGES 
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APPENDIX C 

GROUNDPLAN 

Generated using Vectorworks 2012 
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APPENDIX D 

3D MODEL PREVISUALIZATION 
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APPENDIX E 
LIGHT PLOT 

Printout from Vectorworks 2012 
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APPENDIX F 

OVERHEAD PLOT 

Printout from Vectorworks 2012 
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APPENDIX G 

FRONT OF HOUSE PLOT 

Printout from Vectorworks 2012 
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APPENDIX H 
DECK PLOT 

Printout from Vectorworks 2012 
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APPENDIX I 

MATRIX PLOT 

Printout from Vectorworks 2012 
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APPENDIX J 

CHANNEL HOOKUP 
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APPENDIX K 

INSTRUMENT SCHEDULE 

 



63 



64 



65 



66 



67 



68 



69 



70 



71 



72 



73 



74 



75 



76 



77 



78 



79 



80 



81 



82 

 
  



83 
APPENDIX L 

DIMMER HOOKUP 
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APPENDIX M 

MAGIC SHEET 
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APPENDIX N 

ION SHOW FILE PRINTOUT 
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APPENDIX O 

SPOTLIGHT TRACK SHEETS 
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APPENDIX P 

PRODUCTION PHOTOS 

 
"Song of Purple Summer" 

 

 
"Bitch of Living" 
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"I Believe" 
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"Those You've Known"
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"Totally Fucked"

 
"Totally Fucked" 
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"Totally Fucked" - Ending 


