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ABSTRACT 

 

The goal of this thesis is to document, analyze and interpret the process that led to the 

realized scenic design of Rajiv Joseph’s Bengal Tiger at the Baghdad Zoo, produced by 

Temple University Department of Theater, and presented at the Adrienne Theater as part 

of the Philadelphia Fridge Festival. I will discuss each part of the design and the production 

process, as well as the technical rehearsal process, while objectively analyzing the choices 

made by the production team and myself. 
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CHAPTER 1 

INTRODUCTION 

The goal of this thesis is to document, analyze and interpret the process that led to 

the realized scenic design of Rajiv Joseph’s Bengal Tiger at the Baghdad Zoo, produced 

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

the production process, as well as the technical rehearsal process, while objectively 

analyzing the choices made by the production team and myself.  I find myself needing to 

add that my intent is not to offer this as a dry, dull, clinical analysis of the process; but 

instead, as a means to tell the story of my personal journey from Philadelphia to 

Baghdad. 

In considering the stated goal of this document, the realization of the challenge 

laid before me is daunting. The objective analyses of any artistic endeavor is difficult 

enough; it is that much more difficult when it is your own work, and that work is part of a 

much larger collaborative effort. A larger realization that has occurred to me in reflecting 

on these experiences is that my work, the scenic design, while playing a central role in 

the overall piece is not a compete work. That is to say, it does not and cannot stand-alone. 

The scenic design, however good or bad, is an incomplete work of art. As a piece of art, it 

cannot exist without the author’s text, the director’s vision, the actor’s characterizations, 

and the contributions from all the designers that help to bring the world of Bengal Tiger 

to life. The remainder of this work will be an exploration of how my set design 

contributed to that greater body of work. 
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Seventh Row Center 

Several years ago, sitting seventh row center in an historic old theater on the 

Great White Way, in seats that had doubtless bore silent witnesses to the likes of 

Barrymore, Hayes, and Booth, I was waiting for the curtain to go up and I felt something 

I had never experienced before in the hundreds of performances I had attended. The 

anticipation, the joy, the exhilaration and thrill that I had always felt while waiting for the 

curtain to go up – those feelings had, for the first time, been replaced by something else.  

Sadness.  A profound, and nearly inconsolable, sense of loss. 

I had just retired from a job that I had held for precisely half of my life.  For 

twenty-three years, I had worked in the airline industry as a leader and teacher, advancing 

the abilities of professionals of all stripes and readying a new generation for the 

challenges they would inevitably face.  I had taken great pride in my work;   leveraging 

my natural artistic inclination to create courses that had been described by colleagues as 

being more like productions than the traditional pedantry that has become an all too 

pervasive part of the sort of “corporate training” that causes most employees to affect the 

sort of sneer otherwise reserved for spoiled oysters.  I enjoyed my work well enough, but 

it had always been less about the work itself, and more means for fulfilling the artistic 

part of myself that I most treasured. 

My companion that evening, a dear friend who has known me for most of my life, 

sensed right away that something was amiss.  “What’s wrong John?” he asked.  After a 

few of the obligatory “nothing’s” and “I’m fine’s” I threw caution to the wind:  “That!” I 

said, pointing to the stage, “That’s what’s wrong!”  Here I was, half of my professional 

life later (and if one were to believe the actuaries, a third of my entire life gone), and I 
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had yet to live my dream.  “If I had it all to do over again,” I told my companion, “That is 

what I should have done!”  My entire life I had harbored a passion for the theater.  

Acting, set design, lighting and direction – I have always loved it all. 

My parents died before I had graduated high school, so with no relatives to help 

support my passion, greasepaint dreams became an indulgence I could not afford.  I soon 

found another passion: travel, and a natural extension of my chosen profession – the 

airline industry. My work helped me to keep my creative passion alive, and free flight 

benefits allowed me to indulge my passion for theater by attending productions all over 

the world; but I resigned myself to the reality that I would forever remain exiled to this 

side of the curtain – until that night. 

My friend turned to me and said, “The day you stop dreaming is the day you die.  

If theater is your passion, you should not be sitting here.  You should be standing there,” 

he said, pointing to the stage as the curtain began to rise.  He was right, of course.  I knew 

it.  I believe it and I dared once again to dream it.  To that end, I set a broad goal for 

myself, "to work in theater”, be it acting, directing, designing, or teaching. This was the 

beginning of a new chapter in my life, a journey that would eventually lead me from 

Philadelphia to Baghdad. 
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CHAPTER 2 

 COMMITMENT 

In Theatrical Design and Production, (Seventh Edition) J. Michael Gillette details 

a process for theatrical design in which the first step is Commitment. It may seem 

obvious that when one starts working on a project there needs to be a level of 

commitment to it, but that is not always the case. Here I was, assigned a script, told to 

read it, and told it “may” be your thesis. I know this is the process; projects are assigned 

based on any number of factors.  I had hopes, however, of designing a musical for my 

thesis and so was initially a bit… reluctant. Having read the script I found it interesting, 

but it was not the musical I hoped to design. Let us just say at this point, I was not 

completely committed. Skip ahead a month and the play was starting to grow on me. 

After several re-reads (and nearly in spite of myself) I found myself actually liking the 

play very much. The dark humor, the dialogue, and the overall message…it was growing 

on me. Though I had yet to receive official word, I found myself beginning to not just 

warm to the idea, but to actually hope this might be “it.” No official word comes for 

some time – and when I inquire, I am informed it may not be Bengal Tiger.  Okay, now I 

am committed; this is the play I want to design.   

My commitment began with the next step of the design process, Analysis. With 

my newfound sense of commitment, I completed analyzing the text almost immediately.  

Sometimes it may not be the play itself that captures your commitment instead it 

can be almost anything. In this case, it was someone telling me I may not be able to do it. 

With each project it is different, but it is an important step in the process. By the act of 
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committing "…you are promising yourself that you will do the best work you can 

possibly do". (Gillette, 2008) 

In researching the play, I discovered Bengal Tiger at the Baghdad Zoo began as a 

10-minute short play that Rajiv Joseph wrote after hearing about an Iraqi incident in 

which  a tiger attacked an American soldier and was subsequently shot:. 

An American soldier shot and killed a Bengal tiger at the city zoo after the 
animal injured a colleague who was trying to feed it through the cage bars, the 
zoo's manager said today. The manager, Adil Salman Mousa, said in an 
interview that some soldiers were having a party in the zoo on Thursday night 
after it had closed. ''Someone was trying to feed the tigers,'' he said. ''The tiger 
bit his finger off and clawed his arm. So his colleague took a gun and shot the 
tiger. (NYTimes, 2003) 

By his own account, the play sat on a shelf until Joseph reworked it into a full-length play 

in late 2006.  Dramatics Play Services provided this summary in the script to describe the 

story: “The lives of two American Marines and an Iraqi translator are forever 

changed by an encounter with a quick-witted tiger who haunts the streets of war-torn 

Baghdad attempting to find meaning, forgiveness and redemption amidst the city's 

ruins.” (Joseph, 2012) 

Joseph spent the next couple of years shopping the play around, with several 

theaters passing on the project until in 2008 when the Los Angeles-based Center Theater 

Group picked it up; it was here it where it made its debut, being staged twice in Los 

Angeles, once in 2009 and again in 2010. (Pulitzer, 2010)  

The reworked Bengal Tiger went on to become a finalist in drama for the 2010 

Pulitzer Prize, losing to the new musical Next to Normal, but in the process Joseph found  

a producer who was willing to take a chance on  his script. Bengal Tiger opened on 

Broadway at the Richard Rodgers Theatre on Mar 31, 2011 to critical praise, and ran for 

108 performances, with Robin Williams starring in the role of Tiger.  (Pulitzer, 2010)   
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Analysis and Research 

The next step in my design process was to take what I discovered in the script 

analysis and create a Scenic Plot. A simple but vital document that provides a quick 

reference to critical information; key lines and intent from the characters, emotions 

expressed and unexpressed, and the images they bring to mind, along with the setting, 

and all the required scenic elements and props. Once completed, I began to translate this 

data into visual references; the settings and locations, the ferocity of a hungry tiger, the 

horror of war, all expressed as a visual image.  This allowed me to take the playwright’s 

work, my feelings and thoughts, and transform them into a series of images that would 

allow the design team and director to form a collective understanding of the script 

providing a visual reference for everyone to see and understand the concept. I started 

with the obvious, images of Bengal tigers, and let my mind wander on wild tangents. In 

the end, this proved to be a reductive process in which not all of the initial images, which 

numbered in the hundreds, were used. The entire set of images became a sort of personal 

repository of my thoughts and impulses; images that for whatever reason made an impact 

or spoke to me about the text, the characters, and the emotion of the scenes. It is this 

analysis that helped me to identify the larger ideas that had visual life and, most 

importantly, what it was my design needed to support.  

An excellent example of this occurred during my script analysis. I found the word 

Baghdad referenced thirteen times in the text in addition to the title of the play (Joseph, 

2012).   This made it clear to me that I would need to evoke the look and feel of Baghdad, 

and the toll taken on it by war, without being compelled to make it a literal visual 

reference. Some of my initial research images are shown in the collage below. 
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Figure 1. Collage of Baghdad architecture research 
 

The next step in my process was to understand how these ideas fit into Director 

David Girard’s concept. Much to my delight, I found he had started his own research in 

earnest, developing and updating a website for the entire production team 

(www.btdramaturgy.com), which contained an enormous amount of dramaturgy research, 

visual images, and his own thoughts on the script and the production. This website 

proved to be an invaluable resource for the entire production team, and an idea I will 

encourage future teams I am part of to embrace. 
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During our initial conversations, David was clear on his desire to incorporate the 

ideas of “less is more” and Magical/Mystical Realism; a concept I was only vaguely 

aware of through the work of artists like Michael Parkes and Vladimir Kush (below). 

David explained its origins and his feelings on how it related to our overall design. Below 

is an excerpt of an extensive description from the dramaturgy website. 

Magical realism is the sort of jargon one encounters in graduate seminars and 
magazines with no pictures. Frankly, the concept is easier to recognize than explain. 
The term was first coined by German art critic Franz Roh. He thought of magical 
realism as a pictorial way of responding to life’s mysteries. In literature, the phrase 
is often misused to mean well-written fantasy and science fiction, which differ from 
magical realism in their speculative nature. Sci-fi and fantasy authors pose the 
question “What if …?” and answer it by creating a completely new universe. 
Authors employing magical realism, on the other hand, inject fantastic elements 
into the real world, and their characters accept unusual occurrences as 
commonplace. (www.btdramaturgy.com) 

 

 

Figure 2. Painting -The Juggler Figure 3. Painting - The Arrow of Time 
 

After this meeting I began research into Magical/Mystical Realism and met 

informally with David in-between production meetings to ensure I was on track for 

incorporating his vision into the design. These conversations were extremely productive 

as we both came to understand we were approaching the design of the play similarly. 

Neither of us wanted the design to be completely literal, choosing instead to hint at the 

aftermath of the shock and awe campaign, giving a “flavor” of Baghdad without piling a 

ton of wreckage on stage or a large sign saying Welcome to the Baghdad Zoo. A collage 
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of some of the images that spoke to me from my research on Magical/Mystical Realism 

are shown below. 

Figure 4. Collage of Magical Realism research 
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CHAPTER 3  

DEVELOPING THE DESIGN 

Returning to the Gillette design method, he recommends an Incubation period 

before starting any actual design work; allowing the designer to absorb all of the 

material gathered during research and to allow their subconscious mind to work on it. 

For me, this is still part of the research process as I gather an enormous amount of 

research and frequently let it take me on different paths.   

I started to gather images of regional architecture, tigers, and large garden topiaries 

picking out the most abstract and using the shapes contained in these photos to begin to 

define a rough sculptural space. I let my pencil and mind wander across the paper to 

figure out what these shapes felt like, what I might be able to use to convey the sense of 

magical realism and a flavor of Baghdad, eventually designing the world of the play. 

While Gillette would consider this part of the Selection process, I use it more as a means 

for generating possibilities and seeing what stands out or speaks to me. Some of the 

possibilities I shared with David to see if anything resonated with him are shown below: 

 

Figure 5. Initial Rough Sketch  Figure 6. Rough Sketch &Notes 
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After a couple of these meetings I fell back to David’s tenet of “less is more” and 

began to develop one of the ideas that resonated with us; the idea of something like a 

crossroads where the characters meet. A place –not really the zoo, the army base, or 

really anywhere specific. As I thought about the idea more I felt compelled to 

reexamine the characters. I sat down and re-read the play, reworked my original 

summary from snatchers of notes, comments from David and other sources. The new 

summary is below, but I take no credit for writing it so I will offset it as an uncredited 

quote. Some of it is my own writing, some of it is David’s and very likely parts are 

from several others. 

A darkly comic and surreal story about Tom and Kev, two misguided young 
soldiers assigned to guard the Baghdad Zoo during the early days of the 2003 
American invasion of Iraq. When Tom taunts the sole surviving Bengal Tiger 
with food, the Tiger bites off his hand, prompting Kev to shoot the animal. 
 
The gun he uses to kill the Tiger is not just any gun; it is a gold gun that Tom 
stole from Uday Hussein, son of Dictator Saddam Hussein, during a raid. The 
ghost of the Tiger starts to wander the streets of war-torn Baghdad, caught in 
an existential haze. He begins to haunt his killer, Kev, until Kev breaks down 
and takes his life by severing his own hand. Like the Tiger, Kev becomes a 
ghost and proceeds to haunt his friend Tom. 

 
Meanwhile, Musa, once Uday Hussein’s gardener, is trying to adapt to his new 
job as interpreter for the occupying American forces. The ghost of Uday 
Hussein, the man who raped and killed his little sister, Hadia, haunts Musa. 
The gold gun binds the men and the Tiger to Baghdad’s brutal past and its 
confused, violent present. The city has transitioned from dictatorship to 
American occupation, the young soldiers have transformed from kids to killers, 
and the interpreter has turned from gardener to traitor in his own land. No one 
can make sense of the inhuman acts surrounding him. Ghosts fill the streets of 
Baghdad, looking for answers in the midst of war, and the Bengal Tiger joins 
American and Iraqi voices in asking, “Why am I here?” (Unknown) 
 

It was after this I began working on my first rough draft of a design. Until now, I had 

been thinking of it in the abstract and now I needed to consider how a design would fit 
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into the actual theater space. This would provide a unique challenge as our space was 

small, had limited off-stage space, and contained several support columns – two of which 

were in the actual playing space.  

The building is old, and constructed entirely of brick; an air conditioning system 

added a few decades ago added large ducting stage right and above center stage, bisecting 

the space.  Perfecting the experience, the audience seating was designed so as that anyone 

sitting in row two or higher was perfectly positioned to stare at the back head of the 

person in front of them. This, of course, led to some very restrictive sight lines. Below is 

the original (and rather confusing) ground plan of the Adrienne Theater that was provide 

to me: 

 

Figure 7. Ground Plan – Adrienne Theater 
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Sharing the Design 

With our first official production meeting of the entire production team fast 

approaching, I began to work in earnest; in Gillette's process of Selection, the designer 

puts together the research materials and ideas from the Incubation period and shares them 

with the other designers in the production. Since I had been doing this throughout the 

process this was more about showing how the research helped influence my design.  

Looking at the bigger picture this also allows the production team to see if they are all on 

the same page and we are staying true to the directors’ concept. From a practical 

perspective, this sharing of my early design helps to avoid design conflicts before we get 

too far into the process; like a wall that would block lights, or design colors that might 

not work with costumes.  

I used SketchUp to render a 3D model incorporating my design into the theater 

we would use. This allowed others to visualize the actual space and design as one 

cohesive unit. The program is simple to use, produces a clean product and allowed me to 

make real time three-dimensional changes while sitting in a meeting with the design 

team. This proved to be very useful for this production, as it was important for all of us to 

understand and to be constantly reminded of the challenges of the theater space.  Below 

are a couple of early rough drafts of the design that incorporated the existing support 

columns and air conditioning ducting into the design:  
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Figure 8. SketchUp Wire Frame of First Rough Draft 

 

Figure 9. SketchUp First Rough Draft with Texture 

 

 During the meeting I shared my thoughts that the location should be a place that 

was not quite real; a crossroad of sorts for these characters. I proposed using the floor and 

four ogee arches in a configuration that we started to refer to as the portico (the central 

structure in Figure 8 and 9). An ogee arch has a pointed apex that is formed by the 

intersection of two S curves and dates back to 14th century Arab architecture. The reason 

I choose to incorporate this arch into the portico was to provide the sense of Baghdad 

while not being too real a place, keeping us firmly in the realm of Magical Realism.  

Reaction to the design was extremely positive.  David asked me to consider if I 

could also give him the ability to play with the power of the diagonal in the design, and 

three locations – the garden, Baghdad, and the zoo.  
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A central point of the gardens are topiaries, which are a show of great wealth 

given the enormous amount of water needed to grow them in the desert climate. These 

would need to be seen in flashbacks as green and growing, and later during the war as 

dried out and dying.  

I received additional feedback on the original design that a plain black floor 

would be preferable to a paint treatment, and I was likewise asked to try do something to 

hide the exposed brick walls, and especially the upstage stage wall. In initial my design, I 

had resisted adding an element to hide the upstage wall, as in such a small space it would 

be an obtrusive scenic element. The easiest way to deal with it, of course, was a 

cyclorama or cyc; a large sheet of fabric or plastic that can be lit from either side and/or 

used as a projection surface. I did not initially relish the thought of a cyc, however, as it 

would always be present. In addition, I could not adequately answer the question, “What 

did it represent?” It perplexed me; is it the sky, the distant horizon, or part of some 

structure?  Later, I would come to think of the cyc less as a problem and more as a 

solution to a sticking point of the design – the need for two sets of topiaries in the garden.  

While designers do not start the design process with an exact budget figure in 

mind, we do have to be cognizant of financial realities, while at the same time trying not 

to let the budget unduly influence our initial design decisions. With that said, the two sets 

of topiaries posed a huge challenge to both our limited space and budget that the 

previously problematic cyc helped resolve.  
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Achieving a Break Through 

Finding an answer to the cyc and topiaries questions required a trip to the space to 

see with my own eyes what we are working with, so our Lighting Designer, Liz Phillips, 

and I took a field trip. It soon became apparent we would not get much out of our trip, as 

the entire space was filled with a set for another production; this set was literally built to 

completely hide all of the existing space. Unable to take any of our own measurements 

we realized we would need to return after the run of the current show – though I did leave 

feeling validated about the need to incorporate the existing architecture of the space into 

my rough design. Something else also became very clear: I would need to alter my design 

to accommodate the design of the audience seating to allow action to be played more 

upstage, otherwise, action played downstage in any position other than standing would 

face significant sightline issues.  

Changes were coming fast. In discussions with Liz, using a cyc would require a 

ground row to hide possible floor level strip lighting. In addition, with nowhere to hide 

topiaries off stage, they would need to remain on set for the entire production. My 

crossroads was turning into a garden, with a ground row of bushes and the portico 

becoming something of a gazebo.  

My last take away from our field trip was an idea for the zoo. My new thought 

was to have two moving units that would form a triangle cage by using the broken, 

twisted metal bars of a massive gate that was destroyed by the fighting; these would 

reach out like fingers toward the audience. This location is only used in the first scene so 

these pieces would need to move and store somewhere onstage for the rest of the play. 

The only space possible would be downstage right and left, where they would remain for 
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the rest of the performance and act as masking for actor entrances and props. I would 

come back to this idea later in our process. 

This led to another conversation. If we were heading toward using a cyc, and we 

were, shouldn’t we really use it?  This is when the thought occurred to us: What about 

projected topiaries? This would certainly help, as having two sets of topiaries was a 

budget buster and we likewise did not have the wing space to store them. Truthfully, I 

was not initially sold on the ‘magical’ quality of projections, but David liked the idea and 

thought he could also use them for transitioning between scenes, thus incorporating 

projections into the overall design of the show.  With the cyc question decided it was Liz 

who provided an answer to my concern over the magical qualities of projected topiaries 

with an email and a single sentence, “What if we could pull something like this off for the 

topiaries?” with a link to a projection mapping technique video.  

Still images from the video are below, but I strongly recommend watching the video to 

appreciate the full effect. (https://youtu.be/i7X8ZnmLfM0 - Pomplamoos Music )  

  

Figure 10. Video Mapping Examples (Pomplamoos Music) 

While a relatively new term that none of us had heard of, the technique has been around 

since the 1960’s and is referred to as spacial augmented reality.  
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The first known instance of projection onto a non-flat surface dates back to the 
1969 opening of the Haunted Mansion ride in Disneyland. The dark ride featured 
a number of interesting optical illusions, including a disembodied head, Madame 
Leota, and 5 singing busts, the ‘Grim Grinning Ghosts‘, (below) singing the 
theme song of the ride. These were accomplished by filming headshots of the 
singers (with 16 mm film) and then projecting this film onto busts of their faces. 
(The Illustrated History of Projection Mapping, 2015)   
 

 

Figure 11. Disneyland Haunted Mansion Spacial Augmented Reality 

This technique excited us and definitely added the “magical” element we were 

looking for. Using Projection Mapping we would be able to bring the projection of the 

topiary off the flat static world of the cyc and onto other objects, walls and even people. 

This video gave us a leap forward in our creative thinking and had us very excited about 

the possibilities. When we broached the subject of projection mapping with the 

production team in our next meeting, we met with a great deal of resistance. “The space 

is too small, you will not get the throw you need to pull this off”, “we do not have the 

equipment, or the experience, or the budget”, and perhaps the best of all passive 

aggressive lines: “are you sure this is really something you want to do?”  This response 

was a shock. Why the roadblocks? We understood that no one in the room had any 

experience with this technique, but why so much resistance? It baffled us, but frankly left 

David, Liz and I resolved to figure out the process and find a way to incorporate 

projection mapping in a meaningful way into the final design. 
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The video that showed us the possibilities of the technique used geometric shapes 

as projection surfaces – the video wrapping around a cube, a sphere, a cone. Our first 

thought was to use the shape of actual animals – a lion, a camel, a giraffe, and project on 

these surfaces –but I wanted the audience to be surprised and not to see topiaries until the 

garden was revealed. I went back to my research to see what shapes in the local 

architecture resonated with me now. I found myself drawn to a folder containing pictures 

of Wadi Al-Salaam, the world’s largest cemetery, located in Najaf, just south of 

Baghdad. The cemetery is vast, stretching for miles in all directions and holding over five 

million bodies and contains some very unique shaped tombstones found only in this 

region of the world. 

Figure 12. Collage of Wadi Al-Salaam Cemetery research 
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Part of a larger collage I shared with the production team (above), and another 

rough sketch (below) that included these unique tombstones as projection surfaces for our 

topiaries and a smaller portico.  

Figure 13. Sketch showing tombstones as projection surfaces 
 

My thinking was that this moment, in this war, was just an echo of the countless 

other moments where the city had been under siege and prevailed. Baghdad would 

prevail after this war, as it had for thousands of years before, leaving Wadi Al-Salaam to 

embrace the bodies of the fallen, just as it had for centuries. David and Liz loved the idea, 

but after discussing it, we felt it might be a bit on the nose. Would our audience get the 

bigger idea of echoes across the centuries or would they just see ghosts wandering in a 

cemetery?  

Back to the drawing board. Literally. Sketching out other shapes and then back to 

my research. This time I looked at all of my original research of pictures and noticed 

something that had escaped me; in almost every picture of the city after the initial 

invasion, there were huge jersey barrier walls.  Unlike the three-foot versions seen in the 

middle of most U.S. highways, these were 10, 12, and even 18 feet tall. These barriers 

surrounded the city, forming the infamous ‘green zone’. They bisected Baghdad and were 
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ubiquitous across the country. I had found it. These would be our projection shapes. I 

would shape each of the barriers as if they had taken a hit by a mortar blast or gunfire so 

when we projected our final image of a camel or giraffe the image would transform the 

crumbling wall into that animal. They would be in front of the audience the entire time, 

always present, just as they were for the residents of Baghdad. 

Below are two more sketches showing the options I shared with the production 

team. The first includes a smaller central portico, an added zoo gate that can be opened to 

hide it away after the first scene masking walls stage right and left, and the new jersey 

barrier ‘ground row’ to help mask the cyc. The second sketch shows the addition of the 

topiary walls for projections. This addition offered a means for not masking props, but 

instead a way to use them as debris which the actors would move as needed throughout 

the show. 

Figure 14. Sketch of set with jersey barrier walls and zoo gate. 
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Figure 15. Sketch of set with masking options 
 

My idea for the projected animals was for them to morph from zoomorphic 

calligraphy into green topiary, and later from green topiary to dry, burnt out topiary 

skeletons. This magnificent ancient form of calligraphy is a way for Islamic artists to 

produce images they are forbidden to draw under strict Islamic law, by using a written 

prayer, sentence, or word in the form of the forbidden image – say the word giraffe in the 

shape of a giraffe. 
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Figure 16. Collage of Zoomorphic calligraphy research 

 

  David, Liz and I liked the latest version of my design, and reducing the size of 

the portico without the need for masking walls gave David the freedom to have his actors 

roam the entire stage, moving in and out of the shapes and from behind the barrier walls. 

After sharing the new design with the production team, we made a few changes. The cyc 

needed to be expanded so the edges were hidden behind the existing columns. The 

texture of the columns and portico would need to be a color that would paradoxically 

ensure the camouflage of the Marine uniforms stood out and did not blend into the set.  
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Our Artistic Director (David’s mentor, Doug Wager) remained concerned about actor 

movement on the set and the projections – though even with these concerns, we received 

approval to hire a projection designer. David narrowed his choices and we became 

confident in our ability to deliver on his desire for magical realism.  

 

A Setback to Achieve Something Greater 

Eleven days before the final design presentation, we were finally given access to 

the theater space without a set on stage.  David, Liz and I visited the space and arrived 

just in time to see the final remnants of the last production hauled out the back door. Tape 

measures in hand for final measurements,  we all saw just how small the space truly is – 

and it becomes clear in David’ mind how much of what he had planned downstage would 

be lost due to sightline issues caused by the design of the audience seating. Even with 

reducing the size of the portico, we found it seemed crowded with the addition of the 

topiary and barrier walls. In short, the space would feel chopped up and cramped.  

I found myself in a bit of a quandary and sought advice from my mentor, 

Professor Duer (Fred). After much discussion and several suggestions, I fixed my sights 

on a variation of my original idea: moving units. Breaking apart the four-sided portico 

into a single ogee arch, we could form the structure by moving two units together. While 

one side of the units formed the arch, the other would form the gates of the zoo. At Fred’s 

suggestion, I whipped up a quick white model rather than the 3D renderings I favored for 

this project and presented my new idea to David and Liz the next day.  They whole-

heartedly approved. That Friday I presented the new design to the entire production team 

where it met with unqualified approval. Everyone liked the new approach of providing 
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David with maximum flexibility in staging. He could use the units in a number of 

configurations and Doug spent many happy minutes working with the white model, 

playing with ideas on how David could open and close off the space during different 

scenes.  

With just six days left to create a full color scale model and paint elevations 

before I was scheduled to begin my summer job in Utah the production team was finally 

satisfied. No pressure.   

Ground plan from the final design presentation is shown below: 

Figure 17. Ground plan from final design presentation, including floor treatment 

 

Since I had already drafted front elevations of the new set pieces for the white 

model, the next week was a whirl of carving and sculpting wood and foamcore, 

experimenting with texture, and painting of model pieces. The floor did not change in the 

final revision, and since I created it in Photoshop, it only needed to be printed for both the 
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model and a paint elevation. Below are photos of test samples for texture and color, an 

example of the bottom of the jersey walls before being finished, the floor paint elevation, 

and the final full-color model pieces of the jersey and topiary walls: 

 

Figure 18. Sample color and texture Figure 19. Final Floor Paint Elevation  

 

Figure 20. Final jersey barrier and topiary wall model pieces 

In the middle of everything, I also had an end of semester portfolio review to set 

up and a full day talking about my work and then tearing down the display – and of 

course, I had to pack for three months at Utah Festival Opera & Musical Theatre. In 

retrospect, the pressure of the sheer volume of work that needed to be completed so the 

design could be finalized before everyone left for the summer helped to fuel my creativity 
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and productivity. After a quick meeting on Thursday with my mentor Fred to pre-approve 

the design, I received a couple of minor notes and he approved my design. More 

importantly, I had produced something I was proud to put my name on.  

The final design presentation the next day was almost a non-event; everyone had 

already seen the set the previous week and all liked the final full color model.  

 

 

Figure 21. Top view of full color model 

 

Figure 22. Front view of full color model 
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The Final Design, Finally 

I left with a clear deadline for my final drafting packet, which would need to be 

completed and sent to our production manager by July 15.  Since this show was the first 

of the fall season and would be at an off campus theater, the build process would start 

before the beginning of the fall semester, and the July deadline allowed for the design to 

be shopped around to local companies for bids. This process afforded me a unique 

opportunity to experience working on a design remotely and to have an outside technical 

director work with my drafting and build directly from it, without my day-to-day input. 

This was exciting and a bit unnerving, as I would be working without a safety net. But 

since this will be how I will work after leaving the graduate program, I saw it as a 

valuable learning experience.   

I left the color model, the paint elevation, and a copy of the ground plan with our 

production manager. They would be given to the chosen shop along with the final 

drafting packet. I also left David a copy of the ground plan and a quarter-inch scale white 

model to help with his blocking of the show and choreographing the movement of what 

we came to call the Moving Arch Units.  

I had a little over two months to complete the drafting packet, which I begin as 

soon as I was settled in my Utah housing. Since I would be using my laptop and quite 

accustomed to my home monitor, I splurged and purchased a large screen monitor and set 

up a workstation at the kitchen table where I could sit and draft. For some still unknown 

reason, the previously agreed upon July 15 deadline was soon overturned  by our 

production manager, who insisted I “just send [him] what I had done so far” so he could 

use it in the process of having an outside shop bid on building the show. Even though I 
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knew better, and it went against everything I had been taught I succumbed to the pressure 

– going against the cardinal rule to never release designs into the ‘ether’ until they are 

finished, as one has no idea who was going to see it, and how it would be used. 

 In hindsight, I should have pushed back more strongly and not released the 

packet until it was finished, because as I continued to draft I found I needed to make 

substantial changes. In particular, I had not given any thought to the size of casters 

needed to support and move the arch units. I was fairly certain I wanted to use triple 

swivel casters for maximum mobility, and that meant the widths of the arch units would 

need to be enlarged  to accommodate the casters’ turning radius.  I similarly realized I 

would need to add to the over length of the bottom footprint to stabilize the top-heavy 

units.  

After an email exchange with Liz, whose lighting design packet was not due until 

the fall, I realized I would need to reduce the height of the arch units by 9 inches as well 

to ensure movement under her lighting instruments.  After we hired our projection 

designer, and as he worked on this design, he liked the idea of the units being a bit further 

upstage and angled parallel with the plaster line. This change would allow for better 

positioning of his projectors and thus for wrapping of the images around the shapes. The 

technical director who received the contract, and who was otherwise wonderful through 

the early stages of the process, eventually reverted to using the “just send me what you 

have” copy of the ground plans. When the units were loaded into the space, this caused a 

minor headache. Lesson learned, only finished documents are released.  

Over the course of the summer, I completed and submitted my drafting packet, 

but had no further communication about the project until the beginning of August when 
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an email from our newly hired technical director arrived inquiring whether I had any 

changes before he started his process of technical drafting and ordering materials. I would 

come to find out there was some confusion between the final drafting packet and the “just 

send me what you have” packet. Again, lesson learned.  

At the same time, I had another request via email from our costume designer who 

needed a color swatch of the wall so she could put costumes in front of it. The current 

state of transporter technology being what it is, and the fact I was 2700 miles away from 

the original paint elevations and all my supplies presented a minor inconvenience. I had 

taken pictures of the model, but did not scan the pieces and there was no way I could 

recreate a 9”x12” swatch of exact color. I punted, and told her she could either have 

something after the first week of school or she could contact our technical director who 

had the original model and elevations. She chose the latter and when he received, the 

request did not feel he could say no and he had his scenic charge artist craft a sample. A 

4’x8’ sample, to be precise, of a fully textured and painted wall, a process that I am sure 

took a considerable amount of time and probably fifty or sixty dollars in materials. An 

expense of time, labor and materials that we did not have to incur.  

This challenge could have been avoided; either by my simply having scanned the 

model pieces before handing them over, or by communicating directly with our costume 

designer rather than in an email. Letting her know she could have an approximation of 

the colors now and a final version when I returned to Philadelphia.  
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CHAPTER 4 

REALIZING THE PRODUCTION 

I did not return home until the weekend before the start of the school semester, 

and with the show built at another location, I was not able to do a shop tour until the 

following week. I was impressed at the level of quality, answered a couple of minor 

questions, and left pleased with the progress. When I returned to the school shop and 

described the process to my colleagues I was beaming, and my excitement at seeing how 

well my design was coming to life was palpable. Below are pictures from that first visit: 

  

Figure 23. Moving Arch Units 
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Figure 24. SR topiary wall unit A Figure 25. Far SL jersey barrier wall 

 

As the build progressed, I visited the shop each week until load-in, and each time 

I was pleased with the progress and my excitement continued to rise. During this time I 

had minor paint notes for the jersey barrier walls; deepening of shadows and cut lines and 

a wash of paynes gray. This process was a pleasure, as normally I would have been part 

of the build and paint crew and being able to remove myself from the process and look at 

a final or near final product allowed me to be much more objective. 
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Load-in and Technical Rehearsals 

The show was built and our technical director and his crew were handling the 

load-in process, so I was able to focus on my role as designer. Load-in started first with 

lighting and sound moving in their equipment and hanging lights. In the late afternoon of 

our first day, after electrics and sound had finished, the scenic paint charge began priming 

and painting the floor.  

Figure 26. Day one of load-in 

Lighting continued with their process the morning of day two with the set 

arriving, but not set in place in until the late morning. The floor paint treatment was 

continued that afternoon. I needed to attend classes and work in the shop building the 

next show, Brigadoon, and was not able to be on site until after 3 p.m. to see how the 

floor was coming along. The set looked good and the floor was coming along, however 

not quite as I had rendered. A very fine spray of paint was used to achieve the smoky 

nature of my floor and made it look very flat. I discussed options with my paint charge 
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and she confided she was struggling with the floor, which was a surprise as the work she 

had done on the set was exceptional. The issue came down to very dim lighting in the 

space and her being stuck using pre-mixed Home Depot brand paint due to a decision by 

the technical director to not invest in Off Broadway paint. This brand of paint has become 

ubiquitous in the theater community due to its very saturate pigment and consistent color 

and quality; consistency that allows an artist to mix colors quickly and accurately. With 

pre-mixed paint, one is never sure what color pigment was used to create the color, and 

so it can be tricky to remix and achieve the correct luminosity, intensity, and color. After 

some discussion, we solved the issue by applying a wet blend and sponge technique over 

some of the sprayed area to reach a more layered look with the correct color and value. 

Day three was uneventful, with the floor being sealed in the early morning and the 

set and props being loaded in that afternoon. I arrived after 4 p.m. to view the progress; 

the set was in place and looked good except for a few items. The lower front-facing stone 

façade for the arch units were not attached, due to the dim lighting some spots on the 

floor had been missed in the sealing process, and the back jersey walls were lacking their 

posters. I was busy moving the arch units on the floor to see if they cleared all the 

lighting instruments and did not notice the topiary walls were out of position. Our 

projection designer, who was loading in his own equipment, pointed this out to me. This 

is the precise moment when I came to realize our technical director was working from the 

“just send me what you have” copy of the ground plan. It was a quick and simple change, 

but again a valuable learning moment. The rest of the time was spent working with the 

moving units in anticipation of the crew arriving the next day, prepositioning, and spiking 

the units them to align with the projections, along with setting up and finding places to 
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store props. The changes to the position of the walls are shown in the two different 

ground plans below: 

 

Figure 27. Final ground plan with correct position of topiary wall units. 

 

Figure 28. The original “just send me what you have” copy of the ground plan. 
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Day four, David met with lighting, projection and sound for a dry tech in the 

afternoon. Dry tech is the process of walking through all the planned changes in lighting 

sound, and projections without using the actual equipment, which would come later 

during a Que-to–Que, or Q2Q. This process, as the name implies, involves walking 

through the entire show from one que (a change in scene, lights, sound, projections, an 

actor entrance or exit) to the next, skipping the dialog in-between.  

Our Q2Q started that evening at 6 p.m. and was the cast and crews’ first night on 

stage; really, for most it was the first time in the theater, and their response to the set was 

tremendous. They all loved the new world we had created for them. What to this point 

had been abstract shapes and pantomimed movement in the large, bright rehearsal hall 

were now real moving units in a very confined and dark space. It was definitely starting 

to get more real. Everyone was very excited to be on set and wanted to explore. We 

indulged both cast and crew by allowing them plenty of time to acclimate to the space 

before getting down to work.   

The crew that would be preforming the transitions of the moving the arch units 

between scenes while dressed as Marines were just as excited as I was, and of course 

wanted to practice with them straight away. I worked with the crew and the stage 

management team showing them how to move the arch units safely, where to hold the 

units for maximum advantage, and showed them how to slowly and accurately move and 

turn the units. Speed and fluidity would come later. Cuing the show started as it often 

does, slowly, with the first transition taking some time to get just right. Since I had 

worked out the starting position of the arch units the day before, they were prepositioned 

so the focus for the next hour was on lighting, sound and projections. When we did get to 
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the next transition the movement of the arch units went smoothly. The rest of the night 

was uneventful and we looked forward to a smooth tech process. I left for the night tired, 

but excited about moving through the rest of the show.  

 Day five and our second day of Q2Q. We experienced the minor headaches that 

always seem to appear during tech: light board issues, speakers cutting out, projection 

shutters not opening – all with the added twist of having cast and crew arriving, after 

classes, from the university. Which, of course, meant missed subway trains, difficulty in 

finding parking in the heart of the city, and one crew member who (even though they just 

been here the night before) getting lost.   

When we were able to begin working, it went slow; the movement of the arch 

units would become more complex as the show progressed. In one transition, they both 

needed to cross the stage and one had to spin 360 degrees to form a smaller arch by 

sliding one unit behind the other so they would overlap. While accomplishing this the 

crew also needed to pick up props left on stage and bring out new ones. The 

choreography of all of these movements was time consuming, and it was apparent that 

the transitions would take a lot of practice. We also found we were going to need more 

help and decided to reposition one of the crewmembers to work with the moving arch 

units, and so we needed another Marine uniform costume.  

Day six was our 10 out of 12 day; this is when you work a 12-hour day with an 

hour for dinner and a few other breaks, which works out to be a 10-hour shift. The night 

before we had gotten to the last que before intermission when the ghost of Uday makes 

his appearance and David did not like the look of the set. The moving arch units were not 

quite right, and he was struggling a bit with the look of the scene. In the script, the action 
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takes place in Musa’s home, and Uday enters carrying the severed head of his brother, 

Qusay.  

A simple chest for a table, a rug and chair are all that are on stage with the arch 

units positioned downstage, flanking the set. I had a flash - one position of the arch units 

I had suggested back in July that had not been used, but frankly was my favorite look, 

was off setting the units in a point at center stage (see Appendix O). You could still see 

the shape of the ogee arch and it was a strong position that frames and focuses the action. 

I suggested that in the magical world Musa could be remembering the palace and the 

units could form a grand entrance for Uday. Perfect. David loved it. In the end, I think it 

was the best-looking moment in the play, especially at the end of the scene with the 

addition of video projections; it proved to be a very strong visual way to end act one. 

Below is a picture showing the position of the arch units in the opening of that scene: 

 

 

Figure 29. Uday’s entrance for end of act one 
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During the day we are able to finish with the ques, and by 7 p.m., we are set to do 

a full run of the show, after which I had only minor notes to tackle before First Dress. 

The big item for me was a light leak from the stage left stairs, which needed to be lit as 

actors used them to exit and enter. I stopped by the Temple Shop early the next day, 

pulled a black curtain from stock, and hung it before we started First Dress.  

First Dress and this is the day Fred and I decided he would watch the show and 

provide feedback and moral support. This was also the first time Fred would see the 

completed set in real life, and I was both nervous and excited to hear his thoughts. The 

run went well, Fred’s feedback was very positive, but I was left with one big concern, 

which had been nagging me since we began technical rehearsals; Liz was using large 

hanging strip lights for the cyc, which hung down close enough to touch the stage right 

jersey barrier wall and were a visual distraction. I realized I would need to hang a border 

in front of the strip units. Of course, this would need to be custom built, so I quickly 

made a request to our technical director and found out we did not have any duvetyne 

fabric available. Our Prop Master came to our rescue and provided the needed fabric to 

him from her own shop so it could be sewn and hung before Second Dress. Below are 

pictures showing the newly installed border: 

Figure 30. Added border, rear view. Figure 31. Added border, front view. 
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My conversation with Fred resulted in a few additional notes about props, 

darkening the cut lines, and adding a dirty wash to the arch units and column façades. 

They were visually floating and the wash helped to ground them. Below are pictures 

showing the units after the dirty wash: 

Figure 32. SR after the dirty wash. Figure 33. SL after the dirty wash. 

 Second Dress Our new border was installed and it made a world of difference, 

creating a clean horizontal line that also allowed the top of the stage right wall unit to 

fade off into the blackness rather than being touched by a light fixture. After the run, 

notes from David were minor - props issues, adding more bullet holes in the stage left 

column façade and arch unit, a few strings hanging down from the new border, and we 

still had light leaking from the stage left stairs and from the main theater door, which 

actors were also using as an entrance during a scene. I hung duvetyne over the door, 

changed to all blue light in the stairs, added magnets to the stage left tab to help keep it in 

place, and worked with the actors and stage management to make sure the tab closes after 

each entrance. 

 At Preview everything went smoothly, with only a couple of issues. We were 

using a folding bed in the hospital scene and an actor jumped on it just at the point where 
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it folds. The bed did what it was designed to do – it folded –with him standing on it. Note 

to actors: Please do not stand on the center of folding beds.  

 The second incident involved the same actor, who was to commit suicide by 

cutting his wrists with a mat knife, which was held in place by Velcro to the back of the 

bed frame. He was unable to locate the knife, so he pantomimed the slitting of his wrists. 

To avoid future mishaps both the bed and knife movements were included in fight call 

from that point forward and practiced before each performance. 

 

Opening Night –One Final Hurdle 

 Opening night, and we received some very bad news around 1 p.m.. One of our 

actors had a horrible family emergency and was not able to perform, perhaps for the 

entire run of the show. It was quite a shock. David met with our artistic director and 

decided he would step into the role, even if he needed the script on stage. He was fitted 

for a costume and spent the afternoon with a fellow directing graduate rehearsing. We 

were all saddened by the news, but we opened with David in the role of Uday. He was off 

script and gave an outstanding performance. All this made the other opening night glitch 

seem minor; we had an issue with one of the strip lights, it would not respond to any 

commands from the board and remained on. We simply had to unplug it for the show. It 

was the far stage left blue strip light, so it was noticeable but not distracting. 
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 The run of the show was wonderful, and since our show was part of the 

Philadelphia Fringe Festival, we were reviewed; something that does not happen with 

shows presented at Temple. Both reviews we received were excellent and praised all 

aspects of the production.  

Everything about BENGAL TIGER AT THE BAGHDAD ZOO asserts the 
production as one of the best works in this year’s Fringe. David Girard’s direction 
and John Michael Eddy’s scenic design create a hostile while magical vision of 
Baghdad. (Millhouse, 2014) 
 
Marie Anne Chiment did a wonderful job in costuming the cast. Liz Phillips’s 
lighting greatly enhanced some scenes. Michael Long’s projections, especially of 
the topiary, establishes the destruction of war. John Michael Eddy’s set with his 
movable pieces that turn into various constructions of Moorish arches and 
includes a lovely tile floor pattern with an Arabic flourish, is versatile and 
creative. (Neals, 2014) 
 
While Bengal Tiger was in tech, and later when it was up and running, I was at 

Temple working on the next show and Bengal Tiger seemed far away from the day-to-

day happenings on Brigadoon. My family was able to see the second to last show, the 

Saturday matinee of the closing weekend, having driven down from upstate New Jersey.   

I was needed in the shop to work on Brigadoon and was unable to attend, which proved 

to be a bittersweet moment as it was the first time they were able to see one of my shows 

and I would not be able to see their reactions in person. Later, after I left the shop and 

they were driving home, I got a call from the family. While reviews in the local paper 

were certainly gratifying, their excitement and wonderment over my ability to create such 

an “absolutely unbelievable set” was all the validation I needed.  

 Strike and load-out was a true pleasure.   Our technical director and his crew did 

everything and I did not have to do a thing. With the space having to be cleared by 10 

a.m. that Monday, they worked all day Sunday and I did not see my set being taken 
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down. Some of the pieces of the set were left whole to be used at some future time. Not 

my design per say, just the pieces which would be repurposed for another show. The 

column facades were wanted by the Adrienne as an ongoing solution for facing the ugly 

support columns in the space.  

By that time I was so deep into schoolwork and the next show I did not think about 

Bengal Tiger again until one morning I came into the shop to see 12 triple-swivel casters 

sitting on a table. They had been returned – and I knew my beloved moving arch units 

were no more.  
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CHAPTER 5 

EVALUATION 

 
As I have throughout, I will refer back to Gillette who refers to this part of the 

process as Evaluation; giving yourself time to reflect on the challenge. Time to look back 

and ask what went well, what could have been better, what did I learn, and what do I 

want to repeat about the process in the future? “This final evaluation, or review, is not so 

much a back-patting session as an examination of the methods and materials used to 

reach the final design goal.” (Gillette, 2008) 

What went well? For me, I think the collaborative environment we tried to create 

was a success, and for the most part the production team worked well together. The 

design was solid overall and was well-received, garnering praise from within Temple and 

from the local press.  What could have been better? As good as the collaboration was, in 

the future I would ask more questions, assume less and clarify details. Some say the devil 

is in the details, others say it’s God. As for me, I will just say they matter. Paying 

attention to the little things can make a good production, great.  

What did I learn? Well, that is the real question, isn’t it? Never lose your cool. 

Things got a bit tense in tech for some of the production team, but I never allowed myself 

to become part of the drama. I consciously opted to stay on the sidelines, which allowed 

me to offer advice when the situation got occasionally a bit too tense. My experience 

working on Bengal Tiger helped me to improve as a designer, specifically in the areas 

of communication, rendering, and realizing the importance of remaining flexible. I 

improve my drawing and rendering ability. With a long way to go, I have no doubt I 

will continue to improve. 
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Lastly. What would I repeat in the future?  I learned that if things are just not 

working sometimes it is best to simply let go and explore alternate solutions. There is 

always more than one approach to a challenge and it is vital not to settle on the first or 

easiest solution. A successful designer must explore new ideas, be strong in their 

convictions, and not be afraid to take risks. Without a willingness to explore new 

avenues, take chances, and embrace opportunities to learn approaches I would not 

have included projection mapping in my design; an element that played such an 

important part in telling our story.   

I think that no matter how successful a production may be, or for that matter how 

successful a designer becomes, it is important to continually ask themselves these 

questions and open themselves to honest answers.  

Yes, there were things I did well and others I will do differently on future 

productions, but overall I believe my design helped bring the world we all envisioned to 

life, and our audiences a sense of the magical. 

 

Conclusion 

The many small lessons learned have already proven valuable, as some were 

taken with me into my next design on Arcadia. The bigger lesson for me was that each 

new show is, in its own way, a thesis; a culmination of learning to that point. Over the 

last three years, I have shared my experience and knowledge with my colleagues and they 

have shared theirs. I have improved my skills in construction, scenic painting and design 

–but most importantly, my skills in working collaboratively and cultivating relationships. 

What we do as designers, as I stated at the start of this reminiscence and synthesis of my 
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learning, is, after all, an incomplete art. It is only with the collective efforts of others that 

we complete the art of telling stories, and creating the magical worlds which come to life 

for our audiences to enjoy.  

Finally, the writing of this thesis is required; required for me to get my degree, 

required as the culmination of my three years at Temple University, but I also came to 

recognize it was necessary. Necessary for me, necessary for my learning, necessary for 

my realization that this thesis is not an end, but the continuation of a life spent learning. 

One I hope that will continue for many years to come.  
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APPENDIX A 

RESEARCH IMAGE COLLAGE – BAGHDAD AND ARCHES 
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APPENDIX B 

RESEARCH IMAGE COLLAGE – STONE AND TEXTURE 
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APPENDIX C 

RESEARCH IMAGE COLLAGE – JERSEY BARRIER WALLS 
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APPENDIX D 

RESEARCH IMAGE COLLAGE – GRAFFITI AND WALL TEXTURE 
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APPENDIX E 

GROUND PLAN 
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APPENDIX F 

SECTION 
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APPENDIX G 

STAGE LEFT MOVING ARCH UNIT 
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APPENDIX H 

STAGE RIGHT MOVING ARCH UNIT 
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APPENDIX I 

MOVING ARCH UNITS DETAIL 
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APPENDIX J 

COLUMN FACING 
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APPENDIX K 

JERSEY BARRIER WALL 
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APPENDIX L 

JERSEY BARRIER WALL DETAILS 
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APPENDIX M 

TOPIARY WALLS
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APPENDIX N 

FLOOR ELEVATION AND LAYOUT 
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APPENDIX O 

¼” SCALE MODEL SHOWING DIFFERENT ARCH POSITIONS 
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APPENDIX P 

LOAD-IN PHOTOS 
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APPENDIX Q 

PRODUCTION PHOTOS 
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PRODUCTION PHOTOS 
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PRODUCTION PHOTOS 
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PRODUCTION PHOTOS 

 

 

 


