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i 

ABSTRACT 

 This thesis examines, details, and evaluates the process used while 

executing the lighting design for a production of A Chorus Line, produced by 

Temple University’s Department of Theater.  I will discuss each part of the design 

process as well as the technical rehearsal process and evaluate the choices 

made. 
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CHAPTER 1 

INTRODUCTION 

PERSONAL JOURNEY & DESIGN PHILOSOPHY 

I began my journey as a lighting designer by answering a simple question: 

“Do you like sushi?”  The senior in charge of lighting the school musical posed it 

to me when I was a freshman in high school.  Nervous and unsure I replied with 

a “Yes.”  At then end of four years of high school I had worked on lighting several 

shows and had decided that theater was a great, but secondary love of mine.  I 

applied, was accepted, and went to Lehigh University to study computer science. 

 Freshmen at Lehigh are given an advisor at random before they officially 

declare a major.  In a possible act of fate, Assistant Professor of theater, Erica 

Hoelscher was appointed as my advisor.  She encouraged me to take 

Introduction to Lighting I as an elective.  By the end of freshman year, I was a 

declared double major in Computer Science and Theater.  At Lehigh I quickly fell 

in love with design and found myself spending more and more time focused on 

lighting design. 

 Collaboratively creating a temporary, live performance brings an energy I 

find nowhere else.  I enjoy starting with a bare stage and a text and then adding 

the elements: a set, actors in costume, and the lighting. 

It was also at Lehigh that I discovered that lighting design specifically 

merges my two loves.  There is the completely aesthetic and artistic side of 

design.  I create something out of nothing using light to shape and tone an 

environment.  I manipulate the audience’s view, focus, and emotions towards a 
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unified concept.  On the other hand, lighting has a decidedly technical and 

mathematical side.  It requires the use of computers, algebra and science to 

achieve the artistic qualities desired.  It is this duality that draws me to lighting 

design today. 

I feel that as a designer I have to always trust my gut.  I often over think 

things and draw them out to their logical conclusion.  This leads to poor design, 

as it is soulless and too complex.  By sticking to my instincts, my choices are my 

own, and more in line with myself as a true artist.  That being said, I do not think 

of myself as a complete or perfect designer.  I try to continually train my instincts.  

Continually watching theater, viewing and discussing art, and generally 

absorbing aesthetics further shapes my ideas about what makes for good design.  

By never stopping the learning process, my designs will continually evolve and 

changes, as I change. 

 

INITIAL THOUGHTS 

A Chorus Line came about due to several twists of fate.  Up to the 

summer of 2011, I had never designed the lighting for a musical.  Before the end 

of the 2010/2011 academic years, my advisor and I determined that I would 

design the spring musical of 2012, regardless of the show, director, or design 

team.  The lack of musical experience was a huge hole in my resume; I would 

need to have designed at least one during my time at Temple in order to be 

considered a well-rounded designer. 
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 When I left for the Spring Break 2011, I was excited to be working on a 

production of Chicago, to be directed by Temple’s Artistic Director, Doug Wager.  

Though we had never had any official meetings regarding the design, I had 

begun my design process with the understanding that I would in fact be 

designing Chicago.  I listened to various versions of the show, watched the 

movie, and began to think about the feasibility of my vision for the show.   

 I do not quite recall when Temple lost the rights to Chicago, but it 

happened, and the department was thrown for a loop.  Immediately, everyone in 

the department: professors, graduate students, and undergraduate students 

began to blurt out possible replacements any time the topic came up for 

discussion.  It became a running joke.  Sometimes suggestions would be serious: 

Sunday in the Park with George, A Little Night Music, or South Pacific.  Often, 

however, the suggestions would be outlandish: Xanadu, Starlight Express, or, my 

personal favorite: Hello Dolly!   

 Fellow graduate student, Brandon McShaffrey, postulated in all 

seriousness that A Chorus Line could work.  Brandon has an extensive musical 

and dance background, and was excited to bring up the possibility of ACL to Mr. 

Wager, because he was confident he would be asked to direct it.  This excited 

me as well.  Brandon and I would be working on his thesis production of Richard 

III in the upcoming fall.  For us to be able to collaborate twice in the same year 

would make for a smooth design process. 
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At some point, however, ACL was fully considered, the rights achieved, 

and a director chosen.  Brandon was not chosen as the director.  Nick Anselmo, 

head of the theater department at Drexel University was selected to direct. 

The first time that I knew I was designing A Chorus Line was in an email sent on 

May 25th, 2011, directed to the undergraduate students at Temple.  Doug Wager 

sent the announcement over the “undergraduate theater listserv”, a mass email 

list the department uses for such announcements.  My fellow graduate students 

and I would have been unaware of this announcement had it not been for my 

girlfriend who was still on the listserv, despite having graduated two years 

previous.  When she received the email, she asked me what I thought about A 

Chorus Line, and I didn’t quite know how to respond, since I did not know that we 

were producing it, or that I was designing it.  I would quickly learn what an 

adventure I was in for.   
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CHAPTER 2 

A CHORUS LINE: A TIME-LINE 

A Chorus Line was borne out of a series of taped interviews and 

discussions in 1974.  Dancers Michon Peacock and Tony Stevens wanted to 

explore the life of the dancer and what they must go through to achieve success.  

They interviewed their friends and colleagues in the New York area, discussing 

how they got into dancing, what they wanted to be when they grew up, and what 

it is like to have to try and be successful (ROBERTSON, 2008).  Early on, fellow 

dancer/choreographer Michael Bennett was invited to partake in the roundtable 

discussions.  He quickly took over and began to formulate the interviews into a 

show format.  Marvin Hamlisch was known as a writer of scores for major motion 

pictures.  This was to be his first musical (ROBERTSON, 2008). 

A Chorus Line opened at the Public Theater on April 15th, 1975.  Joseph 

Papp, producer for the Public nearly bankrupted the Public in order to produce A 

Chorus Line.  Had the show not been a success, it is highly likely that the Public 

would have gone under.  The run at the Public was a complete and total success, 

being sold out in advance.  Papp then moved the show to the Shubert Theater, 

opening on July 25, 1975, where it would remain for the next fifteen years (The 

Broadway League). 

A Chorus Line was nominated for twelve Tony Awards and won nine, 

including Best Musical, Best Book, Best Score, Best Director, Best 

Choreographer, several others, and most notable to this paper: Best Lighting.  

The show also won the Pulitzer Prize in 1976, becoming only one of eight 
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musicals to ever win the Pulitzer Prize to date.  It also became the longest 

running show in its time, having over six thousand performances (The Broadway 

League). 
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CHAPTER 3 

DESIGN COLLABORATION 

DIRECTION AND CHOREOGRAPER 

Nick Anselmo came into the production of Temple’s A Chorus Line with a 

clear and direct understanding of what he wanted the show to be.  Mr. Anselmo 

was hired as an outside guest director.  He was brought in to bring a new 

perspective to theater, and to give the students and design team a chance to 

work with someone new.  Unfortunately, his expectations of both the show, and 

of Temple’s department, I felt, were off. 

 From our first meeting at Drexel’s Mandell Theater, Mr. Anselmo provided 

clear and constant direction for the show to go in.  He wanted to capture the 

youth, sexiness, and hopefulness that a dancer trying to make it in the business 

must have.  He had been involved in previous productions as an actor and had a 

clear understanding of the show and its message.  He had a major comment 

about lighting and two specific requests.  First, he brought up that there was a 

clear distinction of being ‘on the line’, or in the world of Zach’s audition, and the 

more emotional world of the singing numbers and dancing.  He wanted to make 

sure that I understood the separation of those two worlds and how they flowed 

into one another was very important to the production.  Additionally, he brought 

up the importance of spotlights in the show and I completely agreed.  Lastly, he 

mentioned the need for a ‘Mondrian’ effect on the floor.  This, I found out after 

some research was a lighting moment used in the original and revival 

productions.  His parting words from our first meeting were that he was going to 
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attempt to be as true to the original and revival production as possible.  This put 

me in an awkward position that was not resolved until we entered the tech 

process.   

 As a lighting designer, I am committed to creating my own work, not 

carbon copying someone else’s.  Furthermore, Tharon Musser’s original design 

and Natasha Katz’s update for A Chorus Line are iconic and memorable.  If I 

copied or borrowed heavily Ms. Musser’s ideas and concepts, I would be 

cheating myself, as an artist, the production as a whole, and everyone who had 

loved the original would know it. 

 Usually when a director asks for ‘how they did it on Broadway’, a designer 

can either go see the show itself, if it is still running, or do research into how it 

was done.  However, generally, the specific information, lightplot, paperwork, cue 

sheets, is not available.  Interestingly enough, all of the original lighting 

paperwork is available online in pdf format (Theatrical Lighting Database).  Had I 

chosen to copy Ms. Musser’s design, it would have been as simple as saving and 

printing a few pdfs.  After being amazed at all of the information and the neatness 

of Ms. Musser’s handwriting, I closed the webpage and did not look at it again 

until after my plot was due. 

 The next great challenge with Temple was in regards to the choreography.  

The choreographer, Maggie Anderson also attempted to have the actors recreate 

the original choreography.  She was able to obtain the original paperwork and 

began to teach the actors the dancing.  Early on in this process, I had wondered 
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if the choreography would be mostly the same or if there would be any major 

changes or revisions.  What I got was a DVD. 

 I was handed a burned DVD, a pirated copy of a performance of A Chorus 

Line’s revival production.  This presented me with quite a conundrum.  It provided 

me with blocking, choreography, and the overall direction of the production that 

the director wanted.  Unfortunately, it would also have the lighting cues of the 

revival.  I debated with myself for a while and eventually with my fellow graduate 

design colleagues Chris Hetherington, and Colin McIlvaine about watching the 

DVD.  Too often as a designer, the hardest part of director-designer collaboration 

is making sure that verbal conversations and static images mean the same thing 

to one another.  The misinterpretation of a phrase, or finding something else 

interesting about an image could lead to a miscalculation in the execution of the 

design.  However, here I was presented with what amounted to a copy of what 

the director wanted.  It was a ‘golden ticket’ to understanding what Mr. Anselmo 

was looking for and could provide a great way to further our line of 

communication. 

 Eventually, I decided to watch the DVD.  The blocking and choreography 

was immensely helpful in eventually determining my cues and cue placements.  

The DVD is the reason I was able to get so far ahead in the pre-cueing phase of 

the production: I already knew what the actors were doing well in advance of 

them doing it.  I like to think that I was not too swayed by the DVD, and therefore 

the original designs, but the DVD did clarify that the ‘Mondrian’ that was 
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requested meant painting the floor with light in a series of differently colored 

squares a-la the artist Piet Mondrian.   

 

SCENIC DESIGN 

Initially, the set for A Chorus Line was to be designed by Joe Daniels.  Mr. 

Daniels was an undergraduate student in the program at Temple.  He primarily 

concentrated on carpentry and scenic design while at Temple.  After four years, 

was offered the opportunity to design a main-stage show.  This is a major 

undertaking for the student and a huge act of faith of behalf of the department.  

When the first official design meeting came around, Mr. Daniels was nowhere to 

be found.  He apparently had overslept.  More worrisome though, was that he 

had yet to contact the director personally and discuss concepts, goals, and 

overall opinions of the show.  This continued for two weeks of meetings, Mr. 

Daniels missing meetings and official design deadlines.  The decision to replace 

Mr. Daniels was bittersweet.  He had been a good friend, and had certainly 

deserved the appointment to the design position.  However, he had completely 

dropped the ball when it came time to show himself to be a true designer. 

 I do not know what the process was to choose a replacement scenic 

designer, but I was completely unenthused with the department’s choice from 

day one.  The department chose the technical director, Andrew Laine, as Mr. 

Daniels replacement.  While I enjoy Mr. Laine’s company, cooking tips, and 

thoughtful advice, he is first and foremost, a technical director. 
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 Since he would be acting as both TD and scenic designer, I felt that his 

designs would be compromised to make his TD life that much easier.  Thankfully, 

the show’s set was not overly complicated.  However, there were many times 

where it was unclear if changes and adaptations were motivated by design or by 

cutting corners. 

 Mr. Laine’s design for ACL was extremely safe, but that is what the 

director wanted. (See Appendices C through E)  It consisted of a 24’x36’ Marley 

dance floor, with a series of seven rotating panels upstage of the dance floor.  

The panels would be mirrored on one side, and black duvetyn on the other.  This 

allowed for the mirrors to be present to reflect ‘the audition’, and to let the mirrors 

disappear and isolate the characters on stage.  For the finale, 3 sets of ‘show 

portals’, or false prosceniums would fly in as the actor’s perform their curtain call.  

(See Appendix O).  Lastly, a single strip of white gaffers tape ran across the 

stage three feet upstage of the downstage edge of the Marley. 

 As far as our collaboration is concerned, it was next to non-existent.  

Though, when there was some discussion going on, it was smooth and worked.  

As part of any scenic design package, a ground plan and a section are delivered 

to the lighting designer so that they may begin their work on the light plot.  Mr. 

Laine never delivered any such draftings to me, as he had given that task to his 

assistant and never bothered to check up on him.  Again, had this been a more 

complex set there would have been a catastrophic failure in the lighting design of 

the show.  However, I knew enough of the set design and was able to draft it on 

my own. 
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 Positive collaborations happened in on-the-fly interactions.  When it came 

time to hang borders, legs, and other masking, Mr. Laine deferred their 

placement to me and was amiable to the decision to dead-hang borders, a time 

consuming and moderately dangerous process.   

 The least successful part of the scenic design was unfortunately its most 

iconographic.  The upstage mirror panels were supposed to be perfect 

reflections, allowing the audience to see double the action and to overload their 

senses.  Additionally, the mirrors would show the audience the upstage side of 

the actors, letting them see the full 360 visual of a dancer in motion.  

Unfortunately, due to budget concerns, an inferior mirror material was chosen 

and installed poorly.  The end result was a reflective but severely warped set of 

mirror panels.  When an actor was within four feet of the mirrors, they were 

properly reflected, but when they danced around the full stage area, they became 

glimmers of light on an almost ‘funhouse’ background.  Any attempt to fix or 

flatten the mirrors was in vain and we wound up with wobbly reflections. 

 

COSTUME DESIGN 

On the whole, I had very little interaction with the costume design for this 

show.  A Chorus Line was co-designed by Brian Strachan, a local professional, 

and Christine Hut (Wallace, 2011) (Schulman & Bennett, 1985) (Schulman & 

Bennett, 1985) (Schulman & Bennett, 1985) (Schulman & Bennett, 1985) 

(Schulman & Bennett, 1985)cheson an undergraduate.  For the majority of 

production meetings, shoes were a main focus of discussion.  Without proper 
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footwear, dancers can more easily injure themselves.  Both the director and 

choreographer stated that dancer safety took precedence when it came to 

costume design. 

The end product of the costumes was appropriate, but fairly close to the design 

of the original/revival.  Many characters that had ‘iconic looks’, Diana in particular 

were costumed as close to the Broadway version as possible.  Since that is what 

the director asked for, I cannot fault a designer for giving the director what they 

wanted.  However, I would have loved to see a twist, or reimagining of costumes 

for A Chorus Line.  The characters would have come across just the same had 

they been in a different costume. 

There was a failure in collaboration on my part.  Usually a lighting 

designer will go to the costume shop at some point during their build/buy process 

and look at the costumes.  This allows the designer to physically see the fabrics 

and examine their texture, material, and most important, their color.  This aids the 

lighting designer in making sure there will not be any surprises in gel and fabric 

interaction.  Since I did not venture to the costume shop, at dress parade all of 

the costumes were a surprise.  Thankfully, I was aware of what all of the 

costumes should have looked like, and the costumes did match pretty closely.  It 

was a bullet dodged on my part, and it could have become a huge issue had 

fabrics or colors been different. 
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SOUND DESIGN AND MUSIC DIRECTION 

Sound and music are an integral part of producing a quality musical production.  

Unfortunately, though Temple had a musical theater concentration and 

continually produces well-known musical with the intent to be an artistic magnet 

in North Philadelphia, very little effort is usually put towards audio efforts.  This 

sadly has lead to quality past productions that were ultimately hampered by bad 

mixing at the hand of untrained crews.  Temple’s production of A Chorus Line 

tackled the challenges head-on and made great strides, however it ultimately fell 

flat. Or sharp.  

 The greatest challenge facing any sound designer when working in 

Tomlinson Theater is the architecture of the space itself.  Designed in the 1950’s, 

Tomlinson serves as a theater, lecture hall, auditorium, dance venue, and opera 

house.  In its designed attempt at fulfilling these different functions, it is hardly 

able to function at all.  Acoustically, the room is extraordinarily live, with multiple 

secondary and tertiary echoes throughout the room.  When microphones are 

used, performers sound false, as the sound comes from many different directions 

at different times with different qualities to them.   

 At Temple, there is no full-time staff employee in charge of sound.  An 

audio engineer is brought in on a per-show basis and he is usually in charge of 

bringing together all of the audio elements.  Not having a permanent staff 

member severely hinders the overall audio, as there is no one to keep good 

inventory and upkeep of the equipment.   
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 Mark Valenzuela is a Philadelphia area sound designer whom has worked 

previously with Mr. Anselmo at Drexel.  Mr. Valenzuela has designed several 

successful musicals in my opinion.  However, I do not believe he understood 

what he was getting himself into when he accepted the design job.  In several 

instances, he was unaware of the limitations of budget, labor, and equipment.  

Despite that, he had a novel approach to the sound design.  Speakers were 

placed throughout the house left and right sections of unsold seating.  This 

allowed the audience to be closer to speakers so that the sound seemed to have 

a more natural feel.  While this was highly effective, the problem of crew 

remained.  An undergraduate student with little to no experience in theater much 

less audio engineering cannot successfully live mix a musical that has over 

twenty-five microphones.  I blame the undergraduate engineers for the problems 

related to sound. 

 Problems aside, Mr. Valenzuela’s collaboration with me was highly 

successful.  We had some communication early on in the process regarding 

speaker placements, and I was able to leave room on the truss positions to 

accommodate him.  Knowing this information in advance of doing my lightplot 

allowed me to achieve my desired effects, while getting the sound in the right 

locations.  The other big issue we worked through was the use of footlights.  I 

had initially discussed the use of footlights in my lighting design.  The look of 

footlights on the downstage edge of the stage gives the actors a highly theatrical 

feeling.  They look otherworldly and it creates a nice separation.  Mr. Valenzuela 

discussed with me that one of his major speaker systems would also be placed 
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on the downstage edge of the stage.  Though the footlights did make it into the 

hang-day version of the plot, it soon became clear that there was not enough 

room on the edge of the stage to accommodate both of our needs.  I unilaterally 

decided to cut the footlights.  Though the idea was solid, there were other lights 

that would be able to achieve that same emotional feel.  Knowing full well the 

audio challenges that faced Mr. Valenzuela, I thought that any advantage I could 

give him would benefit the overall production.  
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CHAPTER 4 

DESIGN PROCESS 

IN THE BEGINNING 

As soon as I knew that for certain I was designing A Chorus Line, I began 

to think about my design.  I began listening to recordings of the music, notably 

the original Broadway cast and the revival Broadway cast.  This gave me a 

reasonable understanding of how the show flowed, and what the overall 

emotional quality each number had.  Additionally, I was able to begin to learn 

character names and how they interacted with one another. 

What struck me most about the show is that the characters begin as 

anonymous bodies in the midst of the audition.  As the show runs its course, we 

begin to see them as actualized human people.  They begin to relate their stories 

from the young age of 4 up until ‘the present’; every character gets their own time 

to shine.  Many characters get their own song; some do not.  At the end of the 

two hour show, we are left with a great understanding of who these people are; 

what drives them.  The great question of A Chorus Line, and hopefully something 

that leads the audience to discussion after the show is: Why did Zach choose the 

8 dancers he did.  Was it looks, love, or ability?   

 Soon after, I rented a copy of the 1985 film version.  This proved to be an 

unnecessary decision.  At the time of its release, it was critically panned.  Though 

it contained the same musical numbers and overall plot a major issue with the 

production was that it was characterization of the actors as they attempt to make 

it into Zach’s show.  Though it was helpful to see the characters interacting 
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‘onstage’, I received no information that I couldn’t have already gotten from a 

read-through of the script.  A positive of this watching was that the production 

was an extremely naturalistic interpretation of the numbers, whereas my design 

would contain almost entirely expressionistic lighting during the numbers.  Had 

the production decided to go in a more theatrical direction, I may have been 

influenced early on and just tried to replicate the film version.  Thankfully, I was 

able to remain free of influence. 

 I then began to assemble my personal support team for the lighting.  My 

crew consisted of Will Jones as my assistant lighting designer, Christopher J 

Hetherington as my master electrician, and John Hoey as my advisor.  

 

CONCEPT AND PREPLANNING 

I immediately decided that the show would exist in two worlds.  The first is 

the true world of the audition.  It looks realistic, as though the audience is in the 

rehearsal room watching these dancers try out for the show.  This world is often 

present when the characters are standing on the line.  The ‘line look’ would 

become the most used look in the show.  This world also exists during the 

opening number, and the tap number towards the end of the show. 

The other world of the show existed when the characters were revealing 

their inner feelings.  This world of feelings and emotion often corresponded with 

singing and dancing.  An easy leap to make was that the lighting for this ‘inner’ 

world should be more dance oriented.  Dance lighting traditionally has lights 

closer to the ground and off to the sides of the stage, hanging on vertical pipes 
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called booms.  The lights from these positions accentuate the human form and 

separate the dancer from the floor and background.  This provides a visually 

striking image for the audience to connect with.  The juxtaposition of realistic 

‘musical/theatrical lighting’ and expressionistic ‘dance lighting’ would form the 

crux of my design.   

Throughout the research phase, I began formulating what I call ‘the wish 

list’.  It is a list of all the different looks of lights I would like to use.   It could be as 

simple as ‘cool backlight system’.  It could be as complex as ‘seventeen specials 

for everyone on the line, tightly focused.’  What I eventually came to is what 

would be reflected in my lightplot for A Chorus Line: highly flexible, adaptable full-

stage wash systems of light.  

It was also at this time that I began to research and look into the rentals of 

spotlight units.   

 

LIGHTPLOT 

The light-plot is the single most important piece of information that a 

lighting designer has.  By definition it is the scale drawing that represents the 

placement of each lighting unit hung for the show.  It details what type of light is 

hung, what color gel it gets, any and all accessories it may have, as well as any 

further pertinent information.  The light-plot is how the research, design concepts, 

and light renderings are translated into physical, actualized lights.  If the light-plot 

is wrong, then the show will never look correct, and time will need to be taken to 

fix it. (See Appendix G) 
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The majority of the design is the full stage wash distributed systems of 

light.  The four main systems of light used in the ‘realistic’ world are the high-side 

systems.  Two colors of light come from both stage-left and stage-right.  Each 

side has both a warm and a cool color coming from it.  The use of two colors 

from each side and specifically a warm and a cool allows the stage and actors to 

be toned to warm, cool, or by mixing the two, a neutral white. 

Additionally, from above two systems of backlight are used.  The two colors in 

use are a saturate blue (R80), and a saturate red (R26).  These two colors can 

tone the floor and separate the actor from the set.  Red and blue are both 

emotional colors, the red being warm and passionate.  Together, they can mix to 

a magical magenta.  Also in the air were two template texture systems.  These 

systems of light were no color and would be able to add texture to the actors and 

floor.   Finally, ‘the Mondrian’ system of lights was twenty lights of various red, 

yellows, blues, and greens.  They were tightly focused to squares in an arbitrary 

pattern of squares along the floor. 

Distributed along the stage-left and stage-right floor were 10 lighting 

booms.  These booms, five on each side, would have the lights that motivated 

the more abstract internal world of the dancer’s emotional thoughts.  On each 

boom were 3 lights.  Hung, as close to the floor as possible were the ‘shin’ lights.  

These lights completely separate the dancer from the floor, giving them the 

appearance of floating in the air.  As a very traditional lighting position for dance, 

these lights sculpt and shape the dancer in a way not traditionally seen in 

theater.  These lights would also have Wybron CXI color-scrollers in them.  A CXI 
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is a multi-gelled lighting accessory that attaches on the end of a light.  It allows 

any color to be made, which increases efficiency by reducing the number of lights 

needed to get the effect of numerous gelled lights.  By using scrollers here, I was 

able to use 10 units instead of 30 lights.   

Additionally on the dance booms, CXI scrollers were placed at twelve feet 

off of the ground.  These lights were focused across the stage, which allowed me 

to tone the floor to any color, while creating multi-faceted looks by rapidly 

changing color.  

From the front, I had initially planned to have two systems of front light.  

Front light flattens the form.  I planned to use it very sparingly throughout the 

show, and realistically only use it during the finale of the show, when a more 

presentational ‘theatrical’ feel is more appropriate. 

Lastly there were many tricks for the finale.  Ropelight would be placed 

inside the spinning mirror panels on the edge.  They would light up for the finale 

as a final theatrical explosion of light.   Additionally a full stage cyclorama would 

light up with a starburst of light.  The cyclorama would have red and blue on top 

and yellow and red.  Five lights would also be specially focused to be little slits of 

light, mimicking almost an NBC peacock logo. 

 

A SPOTLIGHT ON SPOTLIGHTS 

Early on during the pre-planning phase I decided that the show would 

require and heavily rely on the use of spotlights.  All members of the design team 

agreed that A Chorus Line requires spotlights.   The theater department does not 
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own real spotlights.  However, they have ‘spotlight kits’ for conventional lighting 

units.  This takes a normal lighting unit, and puts a handle on it for easy 

adjusting, an iris to widen or narrow the beam of light, and attaches a rheostat 

dimmer to the instrument to control the intensity of the unit.  This makes for a 

generally passable spotlight, though in practice, due to untrained crew, they often 

fall short of expected goals in terms of smoothness and accuracy.  However, in A 

Chorus Line, the spotlight is so iconic and directly referenced in the script, that I 

thought that having true spotlights would further the feeling of being in the world 

of the audition.  The added accuracy and expansion of abilities would be greatly 

beneficial.  Furthermore, the spotlights would be brighter than the spotlight kit 

units we would otherwise use.   

With this choice, my effective operating show budget was gone.  While 

researching options, the cheapest spotlight we could afford that would not 

sacrifice any of my specifications, would be over twice my $1000 budget.  This 

meant that I either had to compromise the quality of the light, or somehow make 

money appear out of thin air.  I decided that a compromise could be reached, 

with the approval of the director and scenic designer.  Since the house left and 

house right sections of the seating would not be used, Spotlight towers could be 

erected in them.   This would bring the spotlights closer to the stage, which would 

allow a less-bright and therefore cheaper spotlight to be used.  However, the 

towers would affect the overall visual composition of the space by breaking the 

fourth-wall established by the proscenium setting, and I wanted to clear it with 

Mr. Laine and Mr. Anselmo.  Both readily agreed that the spotlights took priority 
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and if anything, undressed spotlight towers added to the effect of a theater 

undergoing auditions.  With approval, I had Chris Hetherington place a rental 

order for 2 Lycian Midget spotlights.  The total rental cost was $980.  This was a 

big gamble: two lights took up my entire budget.  Additional purchases would be 

impossible if a problem arose with any other aspect of the lighting design. 

Placement for the spot towers then became the next issue.  I wanted them 

to be placed close enough to the stage so that their intensity would be 

unparalleled, but not so close that the light was not wide enough.  After some 

quick calculations, it was determined to put the edge of the spots closest to the 

stage in the 8th row of seats.  This gave me the correct distance and angle I 

desired from the spotlights. 

 Color then became the next issue.  Unlike the ‘spotlight kit’ units, the 

proper spotlights had ‘boomerangs’ which allow the spotlight to quickly change its 

color.  This would eventually become an important facet to my design.  The lights 

came pre-colored, but as per the rental agreement, we were allowed to make any 

substitutions we saw fit.  We replaced neutral amber, with a light blue color 

correction, and a saturate blue with saturate lavender.  These changes gave 

greater flexibility from the lights and were more appropriate for the show. 

 

ASSISTANT 

The assistant lighting designer can serve many different purposes.  Some 

assistants are merely note takers, while others are integral parts of major design 

decisions.  For ACL, my assistant, Will Jones, was an important part of the 
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lighting design.  Mr. Jones is currently a junior studying primarily lighting design 

within the theater department.  We have worked together in numerous capacities 

over our three years at Temple.  Early on in the Fall 2011 semester, he 

approached me and asked if I had any assistants for ACL, and if he could be 

one.  I immediately jumped at the opportunity to have him work with me. 

A major job that is traditionally associated with assistant lighting designers 

is working with and tracking the use of spotlights throughout the show.  Given the 

complexity and thorough use of spotlights in ACL, I knew that having a great 

assistant would be key.  Previous assistants at Temple had not fared well when 

tracking spotlights, but I had confidence that Mr. Jones would be able to handle it 

(Wallace, 2011).  His primary job as my assistant was to work with the four 

spotlight operators and to keep track of their different cues: when they would turn 

on and off, which character they would be lighting, what color they would have, 

and how tight of a shot they would make. 

In addition to tracking spotlights, I also had Mr. Jones work with me in 

developing the lightplot and magic sheet.  He is fairly inexperienced with 

Vectorworks, but by the end of two work sessions, he was able to draft some of 

the sidelight systems and to fill in gaps in my magic sheet. (See Appendix K).  

Having Mr. Jones work with me on the drafting hopefully made him feel more like 

a part of our lighting team and also hopefully made him more aware of overall 

design concepts and goals.  A good assistant should be able to read the 

designer’s mind and make judgment calls before the designer has to worry about 

it.   
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Will Jones single handedly kept me sane and focused during the tech process.  

He did such a clean and thorough job with tracking the spotlights that I rarely 

needed to comment or change anything.  Every hour or so during the tech 

process, he would ask me over headset if I had any comments or changes.  If I 

had any, I would tell them to him and he would immediately update his 

paperwork and relay the changes to the spotlights.  Once we had established this 

rhythm, I felt comfortable enough to give Will almost autonomous control of the 

spotlights.  It allowed me to not have to worry about them and therefore, I could 

focus my attention to my main design. 

 

THEY SAID I WAS HUNG AND FOCUSED 

Hang and focus is where the majority of changes will happen as far as the 

physical execution of the design.  Lights will either serve their intended purpose 

or must be adjusted and repurposed.  Overall, the hang and focus phase of A 

Chorus Line went smoothly. 

 Having served as an electrician on numerous shows at Temple, I was well 

aware of the feasibility of my design given the time constraints.  True to my 

estimation, the hang was on time and took approximately two weeks.  It was 

smooth and everything was hung where it wanted to be.   

 In addition to the lights I had drafted, I decided to double hang my front 

light systems.  In the Tomlinson Theater there is an overabundance of circuits, 

and there was also an abundance of Source4 19 degrees.  It realistically took no 

extra time and gave me additional flexibility from those positions.  On the fly, I 
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decided to put saturate colors, R80 and R318 in the additional lights.  This would 

allow me to brighten them without drastically changing the overall stage picture. 

 When the focus began, again, I was confident that all of my lights would 

work as intended.  This proved to be the case as well.  We began focusing ‘The 

Line’ first, as I felt that they were the most important system of lights.  They had 

to be perfect, and since they were old Altman 6x9’s they would require a lot of 

work to focus them properly.  They worked exactly how I wanted, and with them 

locked in, the focus rolled along smoothly.  Over-stage was focused within two 

four-hour shop sessions. 

 After focus was complete, I watched a run-through of the show in 

rehearsal hall.  Much like other rehearsals I had seen, the actors again were 

travelling off of the downstage edge of the marley dance flooring.  They were 

travelling both upstage and downstage of the marley, and due to the way I 

focused, out of light.  Rather than opening shutter cuts, I made the decision to 

add new sets of sidelight systems upstage and downstage of the marley.  These 

lights would cover the areas off the marley in case the actors continued to travel 

too far.  They could also be turned off to keep the lighting tight to the marley if 

possible.  These added lights ended up being used heavily and were a saving 

grace of tech. 

 

 

 

 

 

 



27 
PRETECH 

Concurrently with hang and focus, I was developing my cue sheet. 

APPENDIX.  The cue sheet, for me, is an Excel spreadsheet that lists the major 

breakdown of the show, in this case the musical numbers.  It then further breaks 

down the numbers into individual cues, gives those cues numbers, and I write a 

two different descriptions for the cues.  The first description is what emotion or 

effect I want to achieve.  The second is the practical application of the first: 

perhaps the side-light bumps to full, or we go to a blackout, or it is a spotlight 

moment.  These two separate columns allow me to keep track of the artistry I am 

trying to achieve, and the way I am physical enacting these shifts.  Additional, if 

the practical application is not working to my desired level, I can refer back to the 

previous column and figure out a new way to achieve that effect. 

I attacked that process by sitting in my apartment with the score and a 

copy of the music and simply notating where I thought light cues were 

appropriate.  These usually referred to big changes of emotion, specific lines, or 

key changes.  I then re-listened to individual numbers, and looking at where I had 

placed cues, began to think with my light-plot what lights would be used to 

achieve these goals.  This allowed me to fully fill out the spreadsheet.  With this 

list compiled, I was prepared for a paper-tech. 

Paper-techs are often miserable affairs where the lighting designer sits 

with the stage-manager and gives over all the cues.  They take place right before 

the actual tech process begins so that the stage manager is aware of the 
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placement of all lighting, sound, and video cues.  The stage manager also 

receives any scenery moves as well.   

 The paper-tech for A Chorus Line was ideal.  Present at the meeting were 

the director, choreographer, music director, stage manager, assistant scenic 

designer, my assistant lighting designer and myself.  Since the entire creative 

team was together we took the time to talk through all of the cues for the show 

rather than just have them be copied down.  We were able to discuss every cue, 

its placement in relation to the music and acting as well as what the cue did 

artistically.  It was really wonderful to be able to talk through every cue and adjust 

things as needed.  The most common adjustment we made was to shift the 

calling of cues from the music to off of choreographic movement. 

 With the lights hung and focused and confidence in the placement and 

effect of my cues, I was able to begin writing cues for the show three days before 

tech actually started.  This is unusual, as often times the set is still being worked 

on, or the lights are not fully focused.  Since we were ahead, I cued through “The 

Montage” within a three-hour period.  That evening, the actors were able to 

rehearse on stage.  This occurred several days ahead of when they would 

normally be on stage.  It was beneficial for everyone because they were able to 

get used to the real spacing, dance flooring, and the feeling of bright lights 

shining on them.  They ran through the entire show, and I had lighting running 

through the opening number with them.  After the opening number, Mr. Anselmo 

mentioned that he thought the lighting was appropriate and on track.  This 

furthered my confidence and meant that I felt comfortable to cue the rest of the 
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show the following day.  Often lighting designer hold off on cueing too far ahead 

of the tech process because so many things can change.  A designer must be 

able to quickly adapt to the changing situations and cueing too far in advance 

sometimes locks one in to a pre-established language of light that may be wrong 

for the show and not what the director wants.  By the time tech rolled around, the 

show was fully cued and I was feeling confident that I was doing the show and 

my design justice.  
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CHAPTER 5 

TECH PROCESS 

TECH WEEK 1: CUE TO CUE 

We began the tech process on February 28th.  That evening was dress 

parade and the beginning of cue-to-cue.  Dress parade sees all the actors come 

out onstage in their costumes under approximately reasonable lighting conditions 

to see how they look from the audience’s perspective.  The costume designers, 

director, and any other member of the design team can weigh in about colors, 

fabrics, and overall looks of the costumes.  This gives the costume shop several 

days, or in ACL’s case, a week, to fix and adjust the costumes before first dress. 

The dress parade for A Chorus Line was very helpful.  Though I am sure 

many minor adjustments were made, to my eye, there were no major issues with 

the costumes, besides a pair of neon lime green pants which a costume designer 

immediately nixed.  This gave me greater confidence in knowing that my color 

choices would not adversely affect the costumes at a later date.  Additionally, 

given that the finale costumes were beige and not gold, I was unsure of how 

golden they would look under light.  They looked appropriately metallic under 

stage light, and I knew then that the finale would work as a whole. 

While dress parade was occurring, I was getting to know my spotlight 

operators better.  Though I had put my assistant, Mr. Jones, in charge of them, it 

was important to know who was going to be more reliable and who was not.  

Immediately it became clear that three out of my four spotlight operators were 

quite capable and eager to do their best.  The fourth, however, seemed off.  He 
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seemed dazed and confused about titanic amount of work at our feet.  

Additionally, when putting the operators through their paces, he clearly was not 

the most capable spot.  As a result, Mr. Jones began fazing him out of cues 

wherever possible, and shifted responsibility onto the other three spots.  Mr. 

Jones and I also took this time to talk through the cues of the show with the 

spotlight operators.  They had been asked to see the show in advance during the 

rehearsal process and were familiar with the action on stage and the different 

numbers of the show.  When we told them what spotlight cues would go where 

and who would do what, they were responsive and proactive, writing down the 

cues for themselves.  This allowed the spotlights to further recede from my list of 

things to worry about. 

With costume parade over and the spotlights prepped, we began cue-to-

cue.  Atypically, we began by running the opening number.  Since the paper-tech 

had been so thorough, and the cues prewritten, we ran the opening number and 

stopped just before “I can do that”.  This was a huge chunk of the show, and 

most tech processes take a long time to get into a groove of a working rhythm.  

By running a portion of the show with full tech, we were able to establish that we 

were ahead of the game and that this process would go quickly and smoothly.  

We then ran the portion again, so that the spotlights could finesse some of the 

tougher moments in-between “Opening” and “I can do that”, notably the 

spotlights down and back across the line as everyone introduces themselves.  

After it had been run-through again, we pressed on, knowing that there would be 

more time for the spots to get comfortable with the cues later. 
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We proceeded to run “I can do that”, which we ran twice.  I made some minor 

adjustments to color changes and cue-times.  That brought us to “And…”.  This 

song would heavily feature the seventeen specials for every single character on 

the line.  Those lights had been very tightly focused, and had taken a long time to 

do so.  We began to run “And…”, since the cues were all there.  I nearly leapt out 

of my seat when the first set of specials turned on during the sequence.  They 

were perfectly focused and looked exactly as I had envisioned them.   

“At the Ballet” provided some challenges and took a while to get through.  

We ran through it once, as pre-cued, and it was clear that something was 

missing.   Unfortunately, I had no idea what ‘it’ was.  It was just boring, and the 

major lighting moment of the song, where the dancers are all doing ballet moves, 

as the music swells did not have the intended impact.  I began to adjust and pull 

back my use of color in the song, saving the introduction of ‘the Mondrian’ until 

that big swell.  This seemed to improve the song greatly, and we ran through it 

twice more before the end of the night.  Each time, I smoothed out lighting cues, 

the spots became more used to their cues, and the number seemingly came 

together. 

At the production meeting that night, no major lighting notes were given 

other than that we were headed in a good direction. 

The next night of tech, we began to tackle “Sing”.  This song in structure is 

similar to “I can do that”, and we breezed through it, running it once, making 

adjustments, running it again, and moving on.  This brought us to “the Montage”, 

and a screeching halt.   
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The Montage is the most heavily lit part of the show.  Cues happen every 

few seconds, and there are many spot cues.  Overall, we were able to go piece 

by piece through the montage, and slowly work up to speed on a section, then 

move on to the next section.  The most challenging part of the montage was 

getting the spotlights comfortable with all of their cues and the to work on their 

transitions from one character to the next.  It wanted to look seamless, and their 

first time through it was very rough.   However, through repetition and adjusting 

some of their cues based on their feedback, we were able to have a passable 

montage at the end of the night. 

The biggest unknown going forward from the montage was how it’s third 

section, “Nothing” would resolve.  The number was lit very simplistically, and at 

the end leaves Morales in a single solitary spotlight.  The image was strong, but 

not strong enough, and would need to be adjusted later.  Once through the 

montage, everyone breathed a sigh of relief, as it was the most complicated 

portion of the show besides the finale. 

The final night of cue-to-cue before everyone went there separate ways 

for spring break we attempted to get through the show.  “Dance 10, Looks 3”, is 

similar to “Sing” and “I can do that”, and we rolled through it.  That brought us to 

“Music and the Mirror”.  

For some reason, the emotion and lighting for “Music and the Mirror” 

completely escaped me.  It was sloppily cued, poorly lit, and had little connection 

to the rest of the show.  We only ran through it twice, but I knew I would need to 

spend a lot of time with the number.  At then end of the cue-to-cue process, 
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“Music and the Mirror”, arguably the high point of the dance-oriented show was 

the weakest in terms of lighting and my design. 

Paul’s scene, the lone monologue was largely skipped as it was lit with 

only two cues, and the end of ‘the show’, took little time as well.  Again, we ran 

these sections twice to get the spotlights comfortable, but the lighting cues 

looked appropriate. 

The finale was a sight to behold.  We began the finale at 10:15pm, when 

we would be ending rehearsal at 10:45pm.  The crew operating the flying 

scenery had been briefed, and we began to run.  Unfortunately, the scenic 

designer and production manager were not at the tech rehearsal that evening as 

they had gone on spring break a night early.  Though the production team was 

informed of this well in advance, I feel that the crew training took longer than 

necessary, since training fell to the assistant scenic designer. 

An oversight on my part was that I did not inform the cast that there would 

be a pseudo-blackout onstage as the big finale portals flew in.  When this 

occurred, they feared for their safety and called hold.  After a brief discussion 

with the director, I adjusted the blackout cue to have light on the actors only, so 

that the scenery almost appeared out of nowhere.  We ran the finale at 10:43pm, 

and finished the cue-to-cue only a little late.  We had gotten through the show, 

and I was pleased with the majority of my work. 
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SPRING BREAK 

Barely getting through the cue-to-cue of the show was a major milestone 

and an important mental wall was broken through.  By completing cue-to-cue we 

were able to go away on spring break with the realization that ‘the hard work’ was 

over and that from then on we would be working primarily on smoothing out 

transitions and adjusting timings of cues. 

 The decision to have tech straddle spring break is something I have 

encountered before at Lehigh University for a production of The Last Train to 

Nibroc.  We too had done a cue-to-cue and then gone away for a week, to come 

back and do dress rehearsals, previews, and opening.  I did physically go away 

for the week, to the Caribbean, and it was a less then ideal time.  I spent the first 

half of the vacation worrying about the show, and unable to do anything about it.  

Eventually I relaxed, and spent the second half of the vacation in an appropriate 

mood for being in paradise.  When I returned, however, I was not in the mental 

state to return to ten-hour workdays creating and designing a world.  This show’s 

process eventually led me to the realization that if faced with this decision again, 

I would not go away.   

 I feel very strongly that having a week’s break in the middle of tech truly 

disrupts the workflow and the attitude of the team putting on the show.  The 

Friday before spring break, there was a noticeable attitude difference in the crew 

and probably myself.  We rushed and wanted to get things done so we could be 

gone and be on vacation.  While this was beneficial and instrumental in getting 

us through the cue-to-cue, it may possibly have been better to go at a slower 
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pace and take our time with the process.  When we returned to the theater after 

spring break, thankfully there was a resumption of ‘business as usual’.  Everyone 

had a great attitude and it seemed like spring break had actually refreshed 

everyone.  However, refreshment comes at a price.  The choreography took a 

noticeable step backwards over the week, and did not really recover to an 

exciting level until opening. 

 Since I had promised myself that I would not go away for spring break, 

despite the allures of the Caribbean, I went to work on the show and my 

classwork.  During tech rehearsals, a graduate student’s classwork beings to 

suffer: the show comes first.  I was able to take advantage of this week by 

working ahead in all of my classes, which meant for less stress in the upcoming 

sprint to the finish.  I also took this time to work on the show itself.  I came into 

the theater on three occasions to rework some cues, cue timings, as well as to 

clean up scroller and moving light issues.  These work sessions were only ever 

two to three hours in length each, but because it was just myself working, I was 

able to work quickly and efficiently.  Going into the first dress rehearsal I was 

feeling confident that the show was in a good spot and that I had fixed 

innumerable notes that would have cost undue stress or have been forgotten.   

 Lastly, I was able to take some time to myself and relax.  I played video 

games for the first time all semester, beginning, enjoying, and beating Mass 

Effect 2.  This did allow me to de-stress and recharge myself for the coming 

week that would see me pull long hours and make difficult choices.   
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TECH WEEK 2: ELECTRIC BOOGALOO 

Thankfully, everyone returned from spring break on time and ready to 

work.  We got back into the swing of things by rerunning the end of the show.  

This went smoothly, and set a good tone for the rest of the week.  Quick-change 

rehearsal for the finale went very well; everyone made the quick-change with 

time to spare the first time through.  We then began our first dress. 

By this time, the show was fairly complete, minus ‘Music and the Mirror’.  

The first dress went very well, and the actor’s seemed to really respond to being 

in costume.  Their choreography took a step backwards, presumably as a result 

of spring break and a week off of rigorous dancing.  However, when they put on 

the costumes, everything seemed to fall into place, and the show began to come 

to life.   

Following the first dress, the director and I discussed that time should be 

set aside to specifically work on ‘Music and the Mirror’.  Unfortunately, there was 

not much free time until after our only preview, the day before opening. 

Second dress was similar to first dress.  I had smoothed out some transitions, 

and made an attempt to fix ‘Music and the Mirror’.  It was unsuccessful and left 

Cassie onstage in an awkward blackout for ten seconds.  Positively, we began to 

pull back on the use of spotlights.  Several sections of the montage have 

moments that could contain seven spot cues in three pages of music.  We had 

planned to have these moments.  However, in application the moments were so 

quick that it was unnecessary to have the spots attempt to make the shots. 
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Preview was just like second dress.  ‘Music and the Mirror’ was a mess, 

but the rest of the show went well.  Having an audience really brought the cast to 

life.  They had a positive energy and were obviously enjoying their work. 

The day after preview at Temple University is always a trying and 

challenging time.  At preview, Doug Wager, Artistic Director of the department 

usually sees the preview and gives notes to the director, actors, and indirectly to 

the designers.  These can be minor notes, or can lead to major restaging’s of 

numbers and scenes.  Thankfully, Mr. Wager was very complimentary of our 

work.  His major note to the actors was that they truly needed to embody their 

characters: they really need this job and want it above all else.  They needed to 

raise their stakes.  His note in respect to my design did throw me for a loop.  I 

needed to make it a bit more ‘musical’.  Snappier, more dynamic transitions 

would elevate the production into something special.  However, I had just spent 

the majority of my tech time smoothing transitions and making changes subtler.  

With the green-light from the director to re-direct the cueing, I had one day to fix 

‘Music and the Mirror’ as well as make transitions and cues livelier.   

The tightening of cues was not a major concern, and seemed to go quickly 

when worked on the next afternoon.  The most often fix was to edit transitions 

into the songs.  For the most part, they had been happening when the characters 

broke into song.  I moved the cues to when the music and underscoring began.  

By moving the cues a few beats earlier, the lights tie in with the musical world 

more.  ‘Music and the Mirror’ would require much more work. 
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Overall, the basic structure of the lighting for ‘Music and the Mirror’ was 

solid.  It was the color shifts and the buildup to the end of the number that did not 

work.  I spent the majority of my afternoon cueing time working on the first three-

quarters of the number.  By looking at a video of the number taken during a 

rehearsal, I was able to see the choreography in context with the music and 

lyrics.  This allowed me to make major changes with confidence.  When 

rehearsal began that night, the parts of ‘Music and the Mirror’ that I had worked 

on that afternoon looked good and worked for the number.  We did move the 

location of a couple of cues, as the director felt that the shifts of color and 

emotion happened a beat or two earlier, and I agreed. 

The last twenty seconds of ‘Music and the Mirror’ see Cassie pirouetting 

across the stage on the line and then dancing back down the line before she 

circles back around to center stage to end the number.  Until the rehearsal, I had 

no idea how they would look.  The director recommended used a moving light to 

follow her progress across the line.  Knowing how complex this would have been 

to program, finesse, and rehearse, it was not feasible to use a moving light to 

accomplish the effect.  However, that sparked a thought of using the seventeen 

down light specials on the line.  Because they are so tightly focused to the line, 

when they are all turned on, they form a solid block of light focused to the line.  

By turning on three at a time as Cassie works her way across stage, they lights 

move with her down the line and back.  This looked quite striking and seemed to 

be a good, if last minute solution.  The number was run once with these 

adjustments, and seemed to work well.  I would end up making some minor 
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changes the next day before opening, but for ninety-nine percent of the show, it 

was complete. 

 

OPENING AND BREATHING 

When opening night came, I was pleased with my work.  With the 

exception of “Music and the Mirror” all of the numbers had been run numerous 

times and I had confidence in the calling of the show, the crew, the spot-ops, and 

all of our hard work.  The day of the show I did a traditional look-through of all the 

cues in the show to make sure there were no weird changes or that the house 

lights had not been recorded into any cues.  After that had happened I went 

home to relax, get changed into decent clothes and be ready to celebrate the 

culmination of months of work. 

Arriving at the theater, I saw many of my friends, fellow graduate students, 

and professors.  A sense of community is one of the primary reasons I do 

theater, and to have everyone come together to celebrate each other and our 

artistry truly meant a lot. 

During the show however, I was a wreck.  Any miscue by the light-board 

op, or a bad pickup by a spotlight elicited a minute reaction, which seemed to 

only bother those sitting immediately to my left and right.  Thankfully there were 

only two or three of those miscues, and the show seemed to be well received.  

Since this was the first time that ‘Music and the Mirror’ was run in full with 

complete lights, some of the calls were off.  I found the stage manager after the 

show and she had already anticipated making the changes to ‘Music and the 
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Mirror’ that I suggested.    Afterward, everyone was extremely complimentary of 

our work. 

The next evening, my parents and brother and sister-in-law came to see 

the show.  That performance, everyone’s energy was still high, and everything 

went smoothly.  ‘Music and the Mirror’ was much better than opening, now that 

the stage manager had gotten the number and cues synced in her head. 

A week later, my grandparents were able to see my work for the first time 

ever.  They spent the weekend in Philadelphia, and saw A Chorus Line on Friday 

night.  It was wonderful to have them enjoy my work.  After a week of running the 

show, the cast and crew seemed to really be in rhythm with one another and the 

show was as flawless as it could have been. 
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CHAPTER 6 

EVALUATION 

Overall, this process highlighted the purpose of academic theater.  The 

production had high, professional aspirations, and when things did not work out 

exactly as planned, that was acceptable.  We were able to take risks and 

challenge our own processes and ways of working. 

On the whole, I thought that my front-end process was a model with which 

I should continue to refine.  I was pleased with my initial conversations and 

impulses with which I based the entire design.  In this case, my gut reactions 

were correct and worked well.  Through the light plot, and realistically, up until 

first dress, everything went as well as it could.  The major failing of the design, 

‘Music and the Mirror’, could only have been avoided if I had more experience.  

The difficulty in understanding and cueing that number came from a confidence 

in skills that I did not have at the time.  However, now that I have been through 

the process of lighting a musical, I understand that each number completely and 

fully pre-thought out is an absolute necessity.   

Another completely avoidable failing on my part is in my note-taking 

ability.  While cueing the show and running numbers with tech during first dress 

on, I often took illegible notes and was unable to read them at the notes sessions 

later in the evening.  This is completely unacceptable, since nothing will be 

improved if nothing gets changed.  Having a dedicate assistant for note taking 

would have solved this issue.  If I am lacking in personnel or budget, having a 

digital recording device could also keep a record of my verbal notes.   
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APPENDICIES 

APPENDIX A 
LIST OF CHARACTERS 

Zach: Director of Broadway production.  Running audition to discover his 
chorus.  Had previous relationship with Cassie.  Has worked previously with 
some on the Line. 
Larry: Zach’s assistant through the audition process. 

The Line (alphabetical order) 
Al: 30.  From the Bronx.  Married to Kristine. 
Bebe: 22. From Boston. Despised her mother due to issues with her looks. 
Bobby: 25.  Began performing in his neighborhood at a young age.  Strange, 
odd boy. 
Cassie: Former love interest of Zach.  Formerly featured dancer.  Believed to be 
‘beyond’ the chorus by Zach. 
Connie: 21/34. Traditionally Asian, or not depending on casting.  Due to a short 
height and young looks, continually gets work as a younger actress. 
Diana: 27. Puerto-Rican from the Bronx/Spanish Harlem.  Had a bad acting 
teacher in high-school.   
Don: 28.  Dances to support his wife and kids.  Made up a romance with a 
stripper at an earlier date.   
Greg: 32. Has most changed stage name due to hiding his Jewish heritage. 
Judy: 26.  Moved frequently as a young child.   
Kristine: Married to Al.  Began performing at a young age but cannot sing. 
Maggie: 25.  Began dancing ballet at an early age.   
Mark: 20.  Youngest dancer at audition. 
Mike: 24.  Began dancing at 4 after watching his sister’s dance classes. 
Paul: 27.  Very shy despite being a good dancer.  Original performed in drag 
shows until his parents discovered him onstage one day. 
Richie: 27.  Got a basketball scholarship to college and wanted to be a 
schoolteacher.  Gave up to be a dancer. 
Sheila: 30.  Began dancing ballet as a result of her ballerina mother who gave 
up dancing when she got pregnant.  Had a bad home life and used dance as an 
escape.   
Val: “25”.  From the Midwest.  Great dancer.  Used to be ‘ugly as sin’ until plastic 
surgery. 

Others (alphabetical order) 
Butch: Cut Dancer.  Non-speaking. 
Frank: Cut Dancer.  ‘Headband Boy’.  Non-speaking. 
Lois: Cut Dancer.  Ballerina, non-speaking. 
Roy: Cut Dancer.  ‘Wrong-arm Roy’. 
Tom: Cut Dancer.  ‘Counts with his mouth’. Non-speaking.  
Tricia: Cut Dancer.  Touring Company Experience 
Vicki: Cut Dancer.  No ballet experience.  
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APPENDIX B 

LIST OF SONGS 

1. “I Hope I get it” (Opening) – Zach, Tricia, Paul, and Company 

2. “I Can Do That” - Mike 

3. “And…” – Bobby, Richie, Val, and Judy 

4. “At the Ballet” – Sheila, Bebe, and Maggie 

5. “Sing!” – Kristine, Al, and Company 

6. “Montage Part 1: Hello Twelve, Hello Thirteen, He llo Love“ - Mark, 

Connie, and Company 

7.  “Montage Part 2: Nothing“ - Diana 

8. “Montage Part 3: Mother“ – Don, Judy, Maggie, and Company 

9. “Montage Part 4: Gimme the Ball“ – Greg, Ritchie, and Company 

10. “Dance Ten Looks Three” (Tits and Ass) - Val 

11. “The Music and the Mirror” - Cassie 

12. “One” - Company 

13. “The Tap Combination” - Company 

14. “What I Did for Love” – Diana and Company 

15. “One” (Reprise) - Company 
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APPENDIX C 

GROUNDPLAN 

Generated using Vectorworks 2012 
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APPENDIX D 

SECTION 

Generated using Vectorworks 2012 
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APPENDIX E 

3D MODEL PREVISUALIZATION 

 



49 
APPENDIX F 

AREA LAYOUT 
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APPENDIX G 
LIGHT PLOT 

Drafted using Vectorworks 2012 
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APPENDIX H 
DECK PLOT 

Drafted using Vectorworks 2012 
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APPENDIX I 

CHANNEL HOOKUP 

Printout from Lightwright 5
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APPENDIX J 

INSTRUMENT SCHEDULE 

Printout from Lightwright 5 
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APPENDIX K 

MAGIC SHEET 
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APPENDIX L 

PRELIMINARY CUE LIST 

*Preliminary cue sheet written for day of Paper Tech 
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APPENDIX M 

ETC ION CONSOLE CUE SHEETS 
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APPENDIX N 

FOLLOWSPOT CUE SHEETS 

*Spot Cue Sheets created and maintained by Will Jones 
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APPENDIX O 

PRODUCTION PHOTOGRAPHS 

 

‘The Line’ Look 
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‘Shit Ritchie’ 

 
‘If George Hamilton…’ 
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Music and the Mirror 

 
The Montage 
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Finale 

 
Finale 
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Finale 

 
‘Sing’ 
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‘Dance 10, Looks 3’  “Tits & Ass”

 
‘I can do that’ 


