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ABSTRACT 

The subject of this thesis is to look back at my entire time in the Theater Department at 

Temple University, to reflect and see how my design process has changed and grown 

during my time in graduate school.  I also look at three of my lighting designs and reflect 

what I learned, what I would change, and challenges I faced along the way.  In addition, I 

look at four of my classes I have taken that I would call essential to my degree and reflect 

on them as well.  I reflect on my semester of teaching at the undergraduate level.  Finally, 

I take a look at how COVID has changed our world and the world of theatre, and what I 

have learned from it, and how I have grown. 
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CHAPTER 1 

INTRODUCTION 

 At the end of finishing my undergraduate degree from Goshen College in 

December of 2017, I had no intention of continuing to graduate school.  I had just gone 

through nine long semesters and I was ready to finally start working in the job that I 

enjoyed and that brought me joy, and that job is theatrical Lighting Design.  I had many 

thoughts in my head, about finishing school and finally being done as a student.  But, the 

biggest and most recurring thought I had was, “how do I not be a student?”  I am sure that 

almost every graduating student has this thought process and has this worry, but I was 

really thinking about it a lot. 

 Throughout the next semester I helped out a lot at the theatre department at 

Goshen College, but also I experienced how it is to leave the job of “student” behind.  

Living with my family and having no real job left me wishing I could do much more 

theatre, and a way I temporarily fulfilled that was to attend the 2018 United States 

Institute for Theatre Technology (USITT) convention in Florida, to surround myself with 

people and technologies of theatre again, even for just a weekend.   

 USITT is a week-long convention with many classes to take, and a trade-show 

floor with all of the newest technology and companies in the industry today.  It was the 

trade-show floor that I was able to attend.  As I was walking around, interacting, 

experiencing this overstimulating, colorful, and exciting space, I realized the amount of 

graduate programs that had booths or tables set up to talk about their respective 

1



programs.  This got me thinking; I just finished school and I am still quite done being a 

student, but I guess it would be okay to talk to some of the graduate schools and just see 

what they are all about.  I walked around to most of the schools and generally focused my 

questions on continuing my process of designing.  While I definitely value learning more 

about technology, I really wanted to focus on the design process and collaboration.  A 

couple schools stuck out, most seemed pretty decent, and a couple were definitely not for 

me.   

 One that stuck out the most was Temple University.  One of the major elements 

that drew me in was the relaxed and welcoming personalities of the people at the table, 

including the person who would be the mentor to the lighting, Jason Norris.  Firstly, the 

actual lighting professor was there at the table, rather than some other professor trying to 

remember about the lighting program.  I got the actual information from someone who 

was directly involved and interested. 

 I was able to ask him questions about the program, one of which was the fact that 

the program was actually for an MFA in Lighting and Projection Design; I had never 

studied projection design before in undergrad, so would I be at a disadvantage to start a 

grad program studying it?  Norris’ answer was simply, “I’ll teach you what you need to 

know.”  The laid back and calm attitude toward that question kept me interested.  I 

eventually walked away, but was still very curious about this program.  I spent the rest of 

the day still being in awe at this convention and seeing all these excited theatre people, 
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but also I had a notebook ready to write questions down to ask Norris about Temple 

University.   

 Still a few other schools stood out somewhat, but I had the most questions about 

Temple and this very interesting Lighting and Projection Design program.  I decided to 

email Norris that evening, asking to meet sometime the next day if he had time, not 

exactly expecting a response.  But I heard back quickly, so I thought of any and all 

questions I could before the next day, and went to go talk more with him.  I asked 

questions like, “Would I learn lighting and projections evenly or could I concentrate on 

one further,” “How much collaboration happens with other students, because I was the 

only student interested in lighting at my undergrad,” and “Do you recommend getting 

more experience out of school before starting your grad program?” to give a few 

examples.   

 It was from this conversation that I learned a few things.  Firstly, everything is 

“just a fancy PARCAN,” as Norris had said.  Basically, saying that a Source 4 instrument, 

a fancy moving light, or even a projector, really are all just fancy versions of a simple 

PARCAN.  Again his laid back and easy viewpoint and personality drew me in.  

Secondly, I learned that the program started in the fall and accepted two students, but 

those two would be the only two students until they graduated in three years.  That meant 

the only times to apply were right then, or wait three years.  I thought about it, and did 

not want to wait three entire years for this great program, so I decided to apply.  I thought 

to myself, “the worst they could say is no, it won’t hurt anything just to apply.”  I went 
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through the application process, got the letters of recommendation from my undergrad 

professors, visited Temple’s campus, and waited.   

 Finally I got the email, opened it hoping for the best, and read that I was accepted 

as one of the two new Lighting and Projection Design graduate students at Temple 

University.  After the initial shock and excitement, I thought to myself, “This is 

happening, I guess I’m going to grad school.” 

Statement as Lighting Designer 

 As lighting designer, my goal is to help create and establish the world that the 

actors will inhabit onstage, to help them tell the story to the audience.  The actor is the 

most important part of our storytelling, so I want to help them achieve that storytelling in 

the best way possible.   I also want to express myself as a person and as a designer, while 

also fulfilling the director’s wants or needs.  Collaboration is key to a great show, and 

where the true art form lies.  This is what I want to focus on as a lighting designer. 
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CHAPTER 2 

DESIGN PROCESS 

Accepting Feedback 

 As a designer, my design process has grown, evolved, and changed in many ways, 

while solidifying in others.  It is such a rewarding experience to be able to test my design 

process with project after project, learning from where I succeed and where I do not.  

This is a big element of what I value, both in my education at Temple University, and also 

personally as an ever-evolving theatre artist, learning from the outcomes of my work.  

Another big element to go along with this, is being able to accept critiques from others as 

well as myself.   

 I feel that a reason I can call myself successful is how I have learned, by the end 

of my time in higher education, how to hear critiques or opinions about my designs or 

about my art.  There are many, many pieces of information to keep in mind listening to a 

critique.  Firstly, it is important to remember that every person is valid with their 

opinions, and given that they are constructively and helpfully giving me their thoughts 

and feedback, I will fully listen to what they have to say.  Every moment like this is a 

moment for growth and improvement.  On the other hand, if any comments or feedback 

do not come from a place of fostering this growth and improvement, then I have no 

obligation to this person, no obligation to accept the feedback or even to listen at all.   

 Listening to feedback, these are some things I keep in mind when analyzing  

thoughts about my design.  Do they have any relation to me?  If they do, then any 
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thoughts are biased, whether they are aware of this or not.  Biases are completely fine and 

great, but it is good to be aware of them when taking in their thoughts.  Each of these 

questions I am keeping in mind are just additional information with which to process 

feedback with.  Someone that I do not know, with no personal attachments or connections 

to me, would be less likely to over-embellish praises of my work just for the sake of 

supporting me.  Family and friends on the other hand, would be much more likely to do 

just that. 

 Are they trained in theatre, and if so, what area?  Critiques or feedback from a 

regular audience member is just as valuable as feedback from the graduate lighting 

design mentor.  If something about my design was impactful enough, good or bad, to 

have someone think of feedback and give it to me, then no matter the skill level, they are 

saying something important.  What matters here is how to interpret what they are saying.  

Critiques about mood and brightness, coming from a fellow designer, would mean 

something completely different if it came from a friend with less lighting knowledge.  

When thinking about this critique, from a fellow designer I would think about it in terms 

of the design concept.  What would I change about the overall composition?  Would that 

simply mean to increase brightness, or would the overall mood want to shift?  This 

critique, from a friend outside the theatre world, would more likely mean that they could 

not see something or someone.  Again, this is all about context and background. 

 Do I like what they said?  Do I think it’s relevant?  It is very valid for me to take 

every piece of feedback with a grain of salt.  If something does not help me or seems 
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irrelevant, I can just throw the feedback to the side, and ignore it.  Other feedback can be 

extremely helpful.  This process of deciding which to keep and which to throw, is another 

skill I have learned.   

 The final point I want to make about feedback is this; while it is great to please 

everyone with my designs, there are only two people, sometimes three, whose opinions 

really matter.  The opinions of myself, of the director, and of the producer.  I am fully 

aware that I cannot please everybody, and to be frank, I am not trying to.  What matters at 

the end of the day, or at the end of the process, is that my design complements the show 

and allows the actors to tell the story in the best way.  My jobs are to help create the 

world onstage that the actors will inhabit, light the cast so that they are visible to the 

audience, create a connection to the audience, fulfill the vision of the director, and 

express myself as an artist.  This can be a lot for one design to do, and that is the magic of 

designing for theatre. 

The Magic of Theatre 

 Theatre is fleeting.  It is temporary.  Unlike film or paintings, a show is always 

changing, always evolving, and there will always be an end.  The collective works of so 

many people will never be able to be seen in their true form ever again.  So what do we 

do? We keep creating, we keep telling stories, we keep innovating, and we keep our 

passions thriving and growing.  Some of the biggest magic of theatre for me is in the 

collaboration.   
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 Being a part of a whole team of people, designers, technicians, higher-ups and 

others, who all have a huge passion for what they do, trying to conceive of, design and 

create, execute, open and close a show, is where I have the most enjoyment.  Throughout 

many meetings and conversations, separate design areas with individual concepts 

deriving from a single main overarching theme or concept are evolved and solidified.  

This is one of the most important parts as a design team, to have collaborated 

successfully enough that our design ideas merge cohesively, rather than having separate 

concepts and just throwing all these designs at a show.  They will not complement each 

other onstage and the world of the show will be confusing. 

Concept First 

 At the beginning of the entire process, we have what I feel is the most important 

part of the whole design, creating my concept.  It is incredibly crucial to have a design 

concept before continuing on with the design process, because the concept will act as a 

lens to look at the show through, and to base all of my decisions from that will follow.  I 

have also learned this to be called a core action. 

 Obviously my process starts with reading the script.  I read the show a few times, 

each for a different reason.  My first read through is just to enjoy it, to understand the 

story, and connect with the characters.  I try to turn off the designer part of my brain at 

this point so that I can really enjoy it for what it is, rather than trying to make it my own 

right from the beginning.  Then I will read it a second time, and this is where I will do 

most of my designing and creating.  By this point I already know the story, so I can think 
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about more of the design.  After that I will read it a third time, where I focus on making 

sure I have not missed any details.  Maybe there is a line halfway through that mentions 

the time of day, or a line where someone mentions how it is cold outside.  These are 

really important bits of information to me as the lighting designer. 

 Before I go any further coming up with details about the show, I want to be sure 

to talk with the director and the other designers.  I want to make sure everyone starts and 

ends up on the same page.  If another designer brings a concept or idea to the meeting, I 

can work with that.  Or maybe the director already has a Capital-C-Concept for the show.  

The first conversation about concepts is immensely helpful, and maybe my original 

concept changes into something even better throughout the meeting.  Hopefully by the 

end of the meeting or subsequent meetings, the rest of the design team and I will have 

solidified a main show concept and, if it applies, our own individual concepts.  I 

definitely want to try and have a solid concept decided on before I try and come up with 

more specific details, such as cues or a specific look. 

Research 

 While some basic research is completely acceptable for and during the concept 

design meetings, most, if not all, of my research is done at this point in the process.  This 

is important to my process, both to find and validate information, and also to find photo 

examples of my concept to show the production team as well as to keep for myself.   

 Depending on the type of show and the time period it was written, I will do 

background research on the show.  Who was it written by, when was it written, what was 
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happening around that time and in that place, what is the setting of the show and what 

events happened around then?  Maybe there is a big element of the show that I really 

should research, just to understand about it more.  Once that research is out of the way, I 

start to think about finding research images. 

 As a part of my design concept or core action, I like to find a picture or maybe 

two to go along with the statement of the concept.  The picture, just like the statement, 

will perfectly represent what I am trying to do for my concept and act as a lens to make 

the other decisions based off of.  Figure 1 is an example of an image I used as my core 

action, for my design of The Country Wife, by Rachel Atkins (fig 1).  Along with this 

image, my core action was, “An old play with a contemporary overlay.” 

 Once I have an image or two decided on for my core action, I keep on looking for 

images so that I can have examples for each different look or idea.  Each look could be 

each cue, or they could be scenes, or maybe the show has themes of present and past.  

However I decide to break up the lighting looks, I want to have images to help myself 

explain to others what I am planning.  Really the best thing is to get some ideas out of my 

head and onto paper. 

 Along with research images comes descriptions of the images.  I try and come up 

with as descriptive and emotional language to describe what I like about the images.  

What drew me to these specific images and why do they represent the look or idea?  My 

goal for descriptions is to avoid talking about specific colors right away, and to always 

have a reason why I like each image, more than just that I like it.  If I cannot think of a 
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reason why I am using an image, then I do not need to be using it.  It is the best when an 

image speaks to me, and at least an element of the image perfectly represents what I am 

explaining.  Because light is such an intangible medium to work with, and it can be hard 

for others to wrap their minds around it, emotional words and descriptive language are 

the designer’s most valuable communication tool.  I try and be selective, creative, and 

intentional with how I describe research images. 

 What speaks to me?  This is a question that is increasingly important to my design 

process.  I love it when an image, or a single element in an image, sticks out to me, and 

speaks to me.  Figure 2 is an example of an image that spoke to me, and represented long 

shadows that I was trying to make during the lighting design for The Elixir of Love opera 

(fig. 2).  As I was searching for images, this was a perfect example of what I had in my 

head, shadows sprawling all the way across the stage. 

 Some images will be perfect in some ways, but wrong in others.  An example, 

Figure 3, shows an idea that I was going for during my first design at Temple, Fabulation, 

or the Re-Education of Undine (fig. 3).  A scene in act 1 takes place at a prison, and this 

image shows how I wanted the light to seem like it is just pouring in from the window.  

But, the colors are all wrong.  When saving this image for this scene, I made sure to keep 

in mind that I really like this feeling of sun pouring in, but the room itself is not colorful; 

in fact it was cool, harsh, and uninviting. 

Production Meetings 
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 To me in my design process, there is a big difference between a Design Meeting 

and a Production Meeting.  The design meeting is where ideas are passed between 

designers and with the director, while production meetings are a chance, as a design team, 

to share with other members of the team, such as the Production Manager, or Master 

Electrician, etc.  While I am presenting to the rest of the team, I really try not to have any 

surprises to the designers, and especially to the director.  They should definitely know 

what I am planning to show, and avoid putting someone on the spot.   

 I try and keep my presentations to the group as quick and concise as I can, so that 

the information gets to everybody, but also I am not getting too long winded and 

potentially boring to the other areas that may not care as much.  My presentations have 

the research images that I find, as well as short descriptions or words for why I chose 

each of the images.  This is both so that everyone’s first impressions with each image is 

accompanied by why it is chosen, and also so I can talk about the images without needing 

too many notes. 

 A problem I have, and I am plenty aware of this, is that I will know exactly what I 

want to talk about during a meeting or presentation, but then as soon as I stand up and go 

to present, my mind will go blank.  I always think that I can expand on an idea while I am 

speaking, but generally that does not work, so having some notes to help myself is 

something I find is a necessity.   

Cue Sheet 
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 Arguably the most important piece of paperwork for a lighting designer is the cue 

sheet, and it is absolutely essential for me.  Throughout the whole process until this point 

(after I have the design concept), I will have been working on the cue sheet for the show.  

Moment by moment, what are the looks and transitions onstage, and where do they go in 

the script?  This is where I can describe, cue by cue, what the emotions and descriptors 

for the cue are.  Again, I try and use emotional, descriptive language when describing the 

concept for the show, but also here in the cue sheet as well.  It is our most valuable 

communication tool.  I include columns for the following information: cue number, page 

number, time, follow, effect, cue line, and notes or description.   

 Cue numbers are really up to me to decide, and I prefer to count by odd numbers.  

This leaves space to add cues in later without necessarily having to add a decimal point 

cue, and that saves the stage manager in moments of trying to say many cues at the same 

time.  Also this allows me to count by two’s, but also starting the show at cue one, which 

I prefer as well.   

 Page number is essential, because I will most definitely want to be able to quickly 

flip through the script or score to the correct page during tech, and this allows that to 

happen much quicker.  Also this is helpful for the stage manager.  If the show is a musical 

or opera, there is a chance that I am designing from a score, rather than the libretto, and 

the page number column will change from page number, to a four-number  string of 

numbers consisting of page, system, measure, and beat of the music.  This is so the stage 
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manager can call the cues based off the music, exactly down to the specific beat in the 

music.   

 Time refers to the length of time a cue will take from start to finish.  This 

information is helpful so that the stage manager and I will know exactly how long it will 

take for the action to finish, and also whether to expect something to happen instantly, 

with a time of zero.  Along with this is the follow, or follow time.  I include this because 

sometimes when cueing, some cues will need to happen automatically, so the follow time 

is exactly how much time after the previous cue will the next cue fire.  Again, just helpful 

information to have available in case it is needed. 

 Effect is where I will quickly describe what the cue is going to look like or what 

happens.  Examples of “effects” are: full stage wash, night look, transition, etc.  I try to 

keep it simple so that the stage manager and I can easily see what will happen.  Also it is 

simple because, once the paperwork is passed on to the stage manager, more often than 

not, the specifics do not matter to them, but a general description could be more helpful. 

 Cue line or cue placement refers to exactly where in the script or score will the 

cue be called by the stage manager.  I really try to place these based on spoken lines so 

that it is very easy to tell where in the script to call it.  Sometimes it is necessary, though, 

to place a cue based on a physical action or something in the music.  This is harder for the 

stage manager, but definitely still manageable.  Here is an example of how I would write 

where a cue should go in the script: After HERVE “Could I interest you in a dance?”  
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 Finally on the cue sheet I include notes or description, so I can actually include 

the emotional, descriptive language to describe the mood, tone, specifics of the cue in 

more detail, when it was left out of the “effect” column.  Cue by cue and moment by 

moment, I want to describe the tone of the light and the goal of the scene, mainly for 

myself, but also in case the stage manager wants to see it, or if the director wants to see it. 

Drafting with Vectorworks 

 Vectorworks is such a valuable program that lighting designers use across the 

world, and has become essential to my design process.  It is a 3D drafting program that 

designers use to create the drafting of the space, and to use included lighting symbols to 

add in specific spots and design the light plot.  The ease of drafting is why the program is 

so helpful. 

 At Temple University, I have been supplied with the drafting of the theatre spaces, 

so that is an element that I was able to skip during my designs.  Otherwise, I would have 

to measure and fully draft the theater space, at least in 2D, if not in 3D as well.  Either 

way, once I have the space complete, I am ready to move on to show-specific design 

elements.  Going along the same vein, I may be supplied with the scenic drafting, or it 

may be just a pdf showing it.  In the case of the latter, I would have to use a scale ruler 

and redraft the whole thing.  If the scenic designer supplies me with the drafting file, it is 

much easier to use, although there is a caveat; scenic designers, at least at Temple, most 

likely are using AutoCAD instead of Vectorworks, and requires some filetype conversion 
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to be able to use in my drafting.  Once everything about the theater space and the scenery 

are drafted and imported, I can continue on with the light design. 

 The next step would be to start choosing lighting instruments and deciding where 

they are going to be placed.  But before this, if I am at a theatre space that I am more 

unfamiliar with, or even sometimes at spaces I am familiar with, I have to do some 

calculating to see what degrees of instruments I want and that will work the best.  To do 

this I will draw in some angles that are specific measurements, to see the spread of light 

that would come from a light; degrees I will draw include 19 degrees, 26 degrees, 36 

degrees, and 50 degrees.  I will place the point of the angle where a light would be hung 

in the space, have the open end of the angle point toward the lighting area, and see how 

wide the pool of light would end up.  The goal is to be between eight and twelve feet 

across. 

 Creating a plot and choosing lights, positions, colors, etc. always takes a lot of 

thinking and planning.  Lots of lighting designers will have certain things in their plots 

that they replicate most of the time with new designs, things they come back to or things 

they know will work.  I have some of those too, but I really try and customize the plot to 

the show and make sure there is a good reason for adding something.  Some designers are 

always symmetrical, and if they add something from one side, they will add it from the 

other too.  I think I go back and forth, and depending on the show I do think that is a 

good way of designing, but for other shows I think symmetry can be boring.   
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 Once the plot is created in Vectorworks, next come the sheet layers where I size 

everything to fit on a sheet of paper.  I use the Title Block function to create my title 

block, and I like to use one that is smaller and less obtrusive.  I add in all the required 

information, such as show title, location, designer, director, scale, and date.  Next to the 

Title Block I add the Symbol Key as well.  Something that I decided to do during Elixir 

of Love, and hope to do on future shows, was make hang cards.  A new sheet for each 

lighting position, just showing the lights for that position.  Look to figure 4 as an example 

(fig. 4).  This can be a great help to the electricians hanging the plot, especially if it has to 

be done quick or even just in one day.  For Elixir… I have a hang card for every position 

that I used. 

 Another program that goes right along with Vectorworks is called Lightwright, 

which I use to create the paperwork for each show.  With the newest version of the 

program, I can connect it to Vectorworks so that they pull information from each other, 

and updating one will update the other.  It is a very handy function to take advantage of, 

and eliminates endlessly typing numbers into Excel every time there are updates to the 

plot.  I like to export from Lightwright, an instrument schedule, channel hookup, color 

schedule, and gobo schedule.  All the information about the light instruments and the plot 

will be right there in those pages.   

Hang and Focus 

 While at Temple, being an electrician and helping with the hang has been a part of 

my process.  In the future, that may or may not be the case, depending on the job.  
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Throughout the weeks leading up to our focus day, I am helping the Master Electrician to 

hang and circuit every light for my design.  Even though the design is mine, I pretend like 

it is some random design and I just hang what the paper says to hang.  It is in this 

instance that I prove to myself that I trust myself to have made the right decisions when I 

created the plot, and not to question those decisions later on in the process.   

 Between hang, and focus, there is a crucial step for me, creating the Magic Sheet.  

This has become one of my favorite steps in the process, and I only learned this step and 

this piece of paperwork while here at Temple.  One sheet filled with every channel 

number in the show, showing me exactly where each one is focused on the stage, created 

in a way that shows as much information as possible, but is still easy to read in dim light, 

or even in the dark, as fast as possible in just a glance.  The program I use to make these 

is actually just Pages on Mac.  I separate the channels into their systems, and arrange 

them onto a grid of squares; they should be arranged so that similar systems are close to 

each other, and everything makes sense.  A magic sheet can have as little as only dozens 

of lights, and as many as hundreds, so having good organization is crucial for me. 

 Some magic sheets will have a little diagram of the stage drawn in for each new 

system on the sheet, but I feel that it gets cluttered and harder to read quickly with all 

those extra lines.  I just use the grid and imagine the stage in that grid.  Personally, I do 

not have to actually have to see the diagram to recognize where on the rectangular stage 

each of the boxes on the magic sheet would correspond to. 
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 I will add colors to each group so that it is easier to find lights of a specific color, 

as well as a picture of the gobo if the system should have that.  In addition, I have a 

system of grouping that I learned from my summer at Ohio Light Opera, which organizes 

the channels into many groups, enabling me to quickly change bigger parts of the stage, 

without having to type or say each individual channel that I may be trying to edit.  See 

figure 5 for an example of my style of magic sheet (fig 5). 

 One of my favorite, albeit most stressful, days of the whole process comes next, 

and that is focus day.  I have to know exactly how I want every light to end up looking, 

and be able to tell the electrician exactly how to get it there, in hopefully as quick as 

thirty seconds per light.  Also important is keeping my mood up so that the collective 

morale of the room hopefully stays up.  At Temple, focus is scheduled for one full day 

when we are in Randall Theater, and scheduled for two full days when we are using 

Tomlinson Theater.  This is because, at Temple, there are some guidelines that are put in 

place for us as designers, to make us think about the lights we are using and to make sure 

we are putting in what we actually need.  In Randall Theater we are allowed 100 lights 

total, and in Tomlinson Theater the limit is 200 lights. 

 Another positive for being the designer at a focus is that the Master Electrician is 

in charge of the day basically, making sure we get to each light, and choosing the order in 

which they get focused.  As designer I get to just go along with what the Master 

Electrician says, and I focus whichever light gets turned on for me.  Combined, we are 

working through the whole day, making sure we finish on time. 
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Cueing 

 Now I have all the lights in the air and all focused perfectly, so next is to program 

all the cues into the light board for the show before tech starts. Professionally, I think it is 

a must, to have each cue programmed before showing up to the first day of tech.  I have 

seen designers show up with the cues partially finished, or even completely blank, and 

that is the biggest waste of time for everyone else involved when they would have to wait 

for the lighting designer to do their cueing, which could have been done beforehand.   

 This is where I will take the system of groups that I created from the magic sheet, 

and input them into the light board so that I can program with them.  This shaves seconds 

here and there, and can add up to significant time savings after a while of cueing or 

during tech.  I will also take this time to create any intensity palettes, color palettes, and 

focus palettes that I may want to use during programming.  If I am not using any 

intelligent lighting instruments, then I can skip this step for color and focus palettes. 

 I have two processes for cueing and programming, depending on whether I am 

working on a musical or opera, and depending on the complexity of the show and the 

cues.  My first and most common way is to create a regular cue sheet, bring it to the 

theater during my dark time, when the theater is empty and can go to dark without 

bothering anyone or endangering anyone, and I work through the cue sheet, creating and 

recording cues into the light board.   

 The other process I like to use for opera, and sometimes musicals, because of how 

cues can generally correspond to tops and tails of songs.  I have a specially created 
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spreadsheet, which has the capability to export cue numbers, times, and labels to the light 

board.  I use the spreadsheet just like a normal cue sheet, but make sure that those pieces 

of information are there and especially descriptive.  For example, a label from Elixir of 

Love said: A1S1-Begin Scene 1, Mid Aft.  This means Act 1, Scene 1, start of the scene, 

and the look is mid-afternoon.  When I set up the labels like this, I am able to tell where 

we are in the show and in the score, just based off of the light board, rather than having to 

flip through the score and try to follow along in the music, which for me is doable but 

very challenging. 

Tech and Dress 

 Finally we arrive at tech week, where we get to practice and solidify all the 

technical elements of the show: lighting, sound, fly rail, scene transitions, projections, 

and sometimes costumes.  By this point, the whole show should be programmed in the 

light board.  Whether the cues are finished, or just placeholders, so long as there is 

something there for the stage manager to call, and that I can edit rather than create in the 

moment.  In my design process, I should have all the creative decisions already finished, 

and this is just the execution phase.  So little changes here and there are definitely 

acceptable during tech.  In fact, they are encouraged if it makes the show better.  But the 

types of changes I make are little, like timing, or adjust where a cue is called, maybe 

adjusting light levels, but never to the point of changing the mood of the show, or adding 

cues wherever I feel like.  This is for adjusting and perfecting the existing cues.   
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 As designer, I am on headset with the stage manager and the light board operator, 

and I am able to talk to both of them.  I want to hear the stage manager call cues so I 

know exactly where we are in the script and in the show.  At the same time as the stage 

manager is calling cues, I am talking as quickly as I can to the board operator, telling 

them what buttons to push to achieve the changes that I want.  In this moment, when 

many things are happening at once, the speed in which I can read my magic sheet comes 

in very handy.  

 I have to be continually judging what I am trying to change, and decide if I can 

get it done in the time before the next cue, if I will have to ask the stage manager to call 

hold for me to make the change, or if I should just write down a note so I can fix it later.   

If the situation is the former, then I will absolutely try and get the changes done without 

calling hold.  It helps us all finish faster, and is less stressful for everyone else involved.  

If it is the latter, I always make sure to ask the stage manager to call hold, rather than 

doing it myself.  This is important to me, that the stage manager is in charge of tech, and 

is always the one to call hold.   

 The other possibility that could happen for a change I want to make is that either I 

just write the note and fix it later, or the stage manager tells me that we cannot stop and to 

take the note for later.  In this case I make as detailed of note as I can, while also writing 

as fast as possible.  I always want to be looking up at the stage, rather than down at my 

paper, so the least amount of time spent writing notes, the better.  But also the details in 

the notes are valuable too, so it is a balance that I am trying to go for.  I need to be able to 
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remember exactly what I wanted to change, a couple hours from then, so the note needs 

to include the cue number, and page number if it is helpful.  Definitely I include page 

number if I am unsure of the cue number at the point that I am writing the note. 

 My note taking skills downgrade as the tech process goes along and I quit 

following along in the script as closely.  They will go from quite detailed, to as detailed as 

I can make it while not always following the script.  A note might go from, “cue 51, 

channel 1 thru 10 at 65%,” to “the cue after the third blackout, chan 1 thru 10 at 65%.”  I 

know this is something I should try and avoid, but by the end of tech, as I have less and 

less notes to take, I try to just watch the show instead of constantly following the script.  I 

would rather watch the show and pay attention to the lights and the scene by this point. 

 Before we get to dress rehearsals, there is one more element that I do during tech, 

depending on the show, and that is follow spots and the follow spot paperwork.  I use 

these sparingly during plays and musicals, but during opera, they are almost essential.  

They allow the lead vocalists to go anywhere onstage, and still be lit and be the center of 

the attention.  It also allows me to create lighting looks that are potentially darker, 

moodier, or shadowier, without worrying about seeing the performers’ faces.  In opera, at 

the end of the day, the performer and the music is what is important. 

 I have used anywhere from one to four follow spots on a single show; organizing 

the entrances and exits of each of them to avoid overlapping is a job all on its own.  I 

create paperwork for the operators that includes all the information they need to run the 

whole show.  Although, because of the stage manager, giving the paperwork to the 
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operators is technically unnecessary, but I still like to so that they can plan ahead for their 

next cues.  My follow spot paperwork includes the following information: cue number, 

action, intensity, character, frame, size, time, and location.  This is a lot of information for 

a single cue, so that is why the operators appreciate seeing the cues in advance. 

 The Cue Number for follow spots can correspond to the lighting cues, or they can 

be a separate list of cues all their own.  I prefer to keep them odd numbered so that 

adding cues is not too troublesome.  Action refers to what is happening with the light, 

such as fade up or fade out.  There are many different actions that could be required of 

them.  Intensity is how bright the light should come up to, and most of the time this is 

controlled by the operator, rather than the light board, so knowing this is essential.  

Character lets them know who to pay attention for onstage and who to pick up in the 

light.  Frame actually refers to color; there will be different frames of color ready to 

replace depending on the scene, and changing frames has to happen quickly but quietly, 

so preparing is also essential.  The size information is how big the pool of light should be 

on the actor.  Commonly I use either half-body, or full-body.  Half-body is where the pool 

of light cuts off at the waist, and just above the head.  Full-body is when the head and feet 

are all included as well.  My general rule of thumb is to use half-body when an actor is 

not moving or dancing, while full-body is for when the actor dances or moves, and seeing 

their limbs is important too.  Time refers to how long it should take to fade up the light.  

An easy three seconds is my default, but depending on the scene I may change that to 

match a cue.  And finally, location is for where on the stage the actor is going to be.  
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Knowing this in advance allows the follow spot to only come up at the right spot and not 

at the wrong spot. 

 My final step before the show opens and my job is done, is dress rehearsal.  By 

this point, my job should be done.  I want my design, cues and all, to be solidified so that 

the stage manager can practice and perfect calling all the cues.  If I were to change 

something during tech, it has to be either; very essential, or only slight and involving 

intensities or colors, rather than timing.  Timing is the one thing that actually should 

absolutely stay the same from the end of tech.  By this point, I will have paper for notes 

handy, but try to just watch and enjoy the show.  If something is glaringly obvious to me, 

then I will write it down, but otherwise I want to just enjoy the show I have worked so 

hard on. 

 Finally I get to opening night.  My work is done, no more notes, no more changes.  

I can just enjoy the show with the audience for the first time, and live in the moment.  

This is always the highlight of my job as designer.  All of the hard work of the team and 

myself is finally becoming worth it.  My favorite quote about this actually came from my 

high school theatre director, Marilyn Sexton Mason.  She would always say up onstage to 

the audience before opening night, “Without you as our audience, our rehearsals would 

never become a performance.”  It shows how valuable the audience is, and how the show 

we all worked so hard on, really does not mean anything if an audience does not get to 

experience it with us.  I love how special it makes the show feel to everyone involved in 

the process, and to everyone getting to experience it for the first time. 
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CHAPTER 3 

SHOWS 

Fabulation 

 My first design of grad school at Temple was for the spring mainstage, 

Fabulation, or the Re-Education of Undine, by Lynn Nottage, which was directed by a 

guest director, Christopher Windom.  The design process took place throughout the entire 

fall semester of 2018, which also happened to be my first semester attending Temple, and 

the show opened in the end of January of 2019.  I have plenty of thoughts about the show, 

my involvement, and the final outcome, and those will come at the end of this section, 

but overall I am definitely pleased how the show turned out and with my contribution. 

 At the beginning of the process, I loved the script.  For me it felt like a dark 

comedy, including comedic elements about the main character’s money being stolen, 

grandmother being addicted to heroine, main character getting arrested for possession of 

heroine, and being unexpectedly pregnant, among other things.  The show plays on these 

plot points well and mainly keeps the mood comedic through these generally very tough 

topics, but there are times when the comedy disappears and the characters and audience 

are left to deal with what is happening, head on.  

 At that point in my evolution of my design process in grad school, I did not come 

up with a Capital-C-Concept or core action for my design, but I did have descriptions for 

lighting moods for some of the main locations.  Main locations include her Manhattan 

office, her family’s home in Brooklyn and rehab.  The other concept elements of my 
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design were what I called “audience moments,” and twelve LED lights arranged in a half 

circle. 

 I wanted Undine, the main character of this play, to start the show in the place she 

loves and takes for granted, which would be her Manhattan office, and to unconsciously 

be unsatisfied with it.  She was always busy and working, and hadn’t seen her family in 

many years.  She seemed happy but deep down I do not think she was.  So, for this 

location I was going for comfort, but cool and a little stark; maybe even a little 

unflattering as well with the color quality of the lights.  See attached figure 6 for an 

example of this in my research, and figure 7 for the final outcome (fig. 6 and 7).   

 In the research image, look for how white the light is, rather than warm and 

welcoming.  Look for how it does seem like a professional office that would be amazing 

to work in, but also it could feel almost sterile like a hospital, too.  This is what I wanted 

to recreate, and I feel that I did so effectively.  In the final outcome photo, notice the same 

sense of cool white.  I did this with a blue down light, R74, Night Blue, in a Source 4 

PAR focused straight down, as well as a system of side lights in the color R62, Booster 

Blue, and a system of front light of R60, No Color Blue.  All of these different blues 

combined together well in my opinion.  When looking at all of them, the coolness of the 

down lights and the side lights made the front light feel almost warm in a sense in 

comparison, even if they were still considered blue.  This made it feel like it was still 

warm and inviting while also being the opposite of that, too.  It is a cool thing to play 

with and to make work in my favor.  The addition of the floor lamp and the slight warmth 
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of it pulled together the feeling of fake happiness for her in this location.  Also notice that 

the warmth of the browns and oranges in the floor were deadened with the opposite color 

on the color wheel being used in this scene.   

 Eventually Undine has to leave her Manhattan office and go live with her family 

in Brooklyn, who she has not seen or talked to in years.  She is very hesitant to do this, 

and is embarrassed of her family.  They are much poorer than she was as well, so for this 

location, what I went for was “dingy, warm, but not home.”  They live in the projects, it is 

rougher, and she is not used to it.  The lighting look was warmer and maybe more 

inviting, but not tidy or polished in any way.  At this point in the play, Undine is still 

unchanged and missing her old life, so I tried with the lighting to mimic a sense of “this 

is not home” for her.   

 I used a warm but slightly unflattering color for the scene, as well as less lights 

and more shadows.  The side lights were the color R02, Bastard Amber, which is a very 

common color to use in theatrical lighting, but I also feel like there is something slightly 

off-putting as well.  It is almost unexplainable, other than that it is just a feeling in my 

gut.  A small feeling, but there nonetheless.  Again I used it to my advantage to try and 

get that feeling in this home as well to mimic her feelings about this place; uneasiness, 

not home, embarrassed.  This system of warm side lights included less lights than the 

cool side lights from before, to add more shadows, or rather, fill in less of the shadows 

and make them more visible.  In addition to this, I used the same system of R60 front 

lights, as well as down lights with a texture; subtle, but definitely included to give a 
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further sense of shadows and dinginess.  I used no color this time because I liked the 

actual color coming right from the light instruments, Source 4 ellipsoidals.  In this system 

of texture, the gobo I used was R77805, Leaf Breakup (Medium), which also happens to 

be my favorite gobo to use in this way.  The amount of texture and shadows used in this 

location, in addition to having the mood and feel I was going for, made it stand out from 

the other locations.  See figure 8 and 9 for a research image and production photo of this 

location (fig. 8 and 9). 

 Speaking of other locations, a big goal and challenge for me in this design was to 

try and differentiate between all the different locations there are in the show.  As it turns 

out, there are a lot.  In my opinion, the show feels more cinematic in the way the scenes 

are written, especially with the quick scene changes from location to location, where in 

theater it takes actual time to change scenery, while in film it can happen with just a cut 

in the editing.  Looking back at all the locations, I counted at least eighteen, all of which 

needed to be able to differentiate from one another.  Many of the location differences 

were subtle, given the 100 light instrument limit of the black box space, but I feel that 

each of the looks at least made sense for the individual locations I was trying to recreate.  

Some were very similar, like the Duane Reade pharmacy and the Department of Social 

Services, or the doctor’s office, the prison cell, the prison waiting room, and clinic 

waiting room.  These all were very similar, but slight differences here and there to try and 

tell them apart.   
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 In addition to the eighteen or more locations in the show, each location had what I 

called “audience moments” where the action onstage freezes and Undine addresses the 

audience directly.  To go along with this I created a specific audience look for each 

location; a version of the regular look of each scene, but is slightly darker, with more 

shadows, and included one of the twelve LED PAR instruments that focuses on Undine, 

an element of the concept that I will explain in just a bit.  This made at least thirty-six 

different looks for the show.  It certainly was a challenge, but again I feel that I was 

successful, definitely in the more important locations, and somewhat in the locations of 

shorter, quick scenes too. 

 The last part of my concept for the show was the twelve LED PAR instruments, 

arranged in a half circle and all focused toward the center of the stage.  The idea was that 

every time Undine paused and addressed the audience in the audience moments, one of 

the twelve lights turned on in addition to the rest of the look changing.  At the beginning 

of the show, the light to turn on was the first one in the line of twelve, all the way toward 

stage right.  Then as the show progressed, the light to turn on in the audience moments 

slowly moved toward stage left, almost like a clock.  The last audience moment of act 

one was number six, directly upstage of center stage, and by the end of the show, the last 

one at stage left finally was used; then the final look of the show was a culmination of 

Undine’s growth and learning throughout the show, and all twelve of these lights were 

used as the only lights onstage, bringing the concept full circle.   
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 Now that I have talked about the concepts, I will talk about the process for this 

show and reflect on my work and collaboration.  Firstly, this was my first design at 

Temple University, and I was still learning the process that this department goes through; 

how quickly things happen, how to present to this group of designers and involved 

parties, things to say and things to avoid, how to speak like a designer, what people will 

care about and what they will not, just to name some things I was learning as I went 

along.  The process here is pretty quick, but I still had more time to design than I ever had 

at undergrad, which I really appreciated. 

 A big challenge I faced, which is going to sound funny given our state of virtual 

collaboration at the time of writing this thesis, was that the director, Christopher Windom, 

was too far from Philadelphia to show up at every production meeting.  Instead, we used 

a video call to connect with him for the meetings, and for individual meetings he was 

available over email or by phone call.  It made connecting with him and passing ideas 

more of a challenge, especially when it was hard for him to hear during the presentations 

when everyone else was present and he was just a computer set up facing the projection 

screen.  We definitely ended up making it work, but it was something new for me and a 

big obstacle.   

 Looking back at this, I see that even though I talk about collaboration as being 

essential in my design process, I realize I may not be the very best at it.  I could have 

tried harder to schedule meetings with Windom and get his thoughts.  I did not do that 

much, so most of the feedback I got from him came from the production meetings, and 
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therefore did not get much feedback at all, given the struggles of video calling into the 

presentations.   

 This leads me to another challenge, the lack of feedback throughout the design 

process until we got to tech week.  A lot of the feedback I did get sounded like this, 

paraphrased, “this all looks great,” which, on the surface sounds good to hear from the 

director.  It is a validation that I am doing good work.  But, at the same time, I was sort of 

heading in a direction all on my own without much leading me in specific ways.  My 

final concepts previously talked about, mostly came from my own thoughts, and I wish I 

had done some more collaboration.   

 Throughout the design process and presentations, a document I created was 

incredibly helpful for myself, both to keep designing each location, and when we got to 

tech and it was time to actually create the looks.  The document was a presentation that I 

gave to the team, and subsequently printed and kept in my show binder, that had research 

images, color palettes, descriptions of the scene and looks I was going for, and even the 

beginnings of where the lights would be coming from, see figures 10-47 for the 

presentation (fig. 10-47). 

 I was able to remind myself of everything I was thinking of and even of what 

research images I liked for each scene, and it allowed me to keep everything straight and 

organized, rather than keeping everything in my head and trying to remember all the 

different locations and differences of each.  I pulled out the paper during tech or cueing a 

few times and quickly was able to either think of the plan going forward, or remind 
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myself of said plan for each location.  I did not create a presentation or document quite 

like this for my other shows, but I recommend it.  This was also a place where I could 

further work on using descriptive and emotional language to describe the mood and feel 

of each of the scenes, and also to work on describing what exactly I was paying attention 

to in each image that I included. 

 Next I worked on the cue sheet, or really it was at the same time.  Like I have 

mentioned before, I used the cue sheet as a place to write all the descriptions of each cue 

in detail, like a place for all ideas to end up.  I think I could have condensed some of the 

information and saved some space, rather than having three columns to describe the 

scene, but I am glad that I included as much information as I did.  Also I included a 

section to quickly see if a cue was an audience moment or not, which was very helpful in 

the end.  I also made sure to include the name of each location, in addition to each act and 

scene number, because keeping those all organized was pretty essential to my success.  

See figures 48 through 52 for the full cue sheet (fig. 48-52).  

 Continuing along in the process, I started to draft in Vectorworks.  At that point, 

Vectorworks was still new to me, so there are plenty of things that I would change about 

both the plot and the drawing of it, but I am still quite proud of what I was able to do, just 

one semester into grad school, and also given the 100 instrument limit of Randall 

Theatre.  See figure 53 for the plot from Vectorworks (fig. 53).  

 For this plot, I was given the existing Vectorworks file of Randall Theatre, as well 

as the DWG file of the scenery from the scenic designer, Tim Pence.  That meant all I 
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really had to do was combine both of them into one usable file, and add my plot from 

there.  The reason I got a DWG file of the scenery is because a lot of times, including at 

Temple, the scenic designer uses AutoCAD rather than Vectorworks to draft.  Actually, it 

could also be said that I used Vectorworks while mostly everyone else uses AutoCAD, 

and I (lighting designers in general) was the outlier.   

 There is a little bit of formatting work and scaling to do before the DWG file is 

usable, but it does not take too much effort.  Actually what I did was create a totally 

separate Vectorworks file from my plot, just to import the scenic DWG file and get the 

formatting to look good, and then just copy and paste the correct Vectorworks 

information into my plot file on a new layer.  This made it easier to deal with layers and 

also allowing myself to keep a complete version of the scenery while also being able to 

delete what I did not need from the plot version.   

 There are some small technical things about the final plot drawing I would 

change, just to make it easier to read.  Mainly I would pay more attention to line weight 

so that elements are easier to differentiate.  Basically all the lines are the same weight or 

thickness and so it can be a tiny bit more challenging to quickly see the information.  

There are also plenty of lines that are unnecessary that I could just get rid of.  Which lines 

are hanging positions, which are scenery, and which are theatre architecture; all things I 

would fix.   

 Some things that I like about how I did this plot are the title block, and also the 

label legend.  I cannot explain why, but I really like the look of this smaller title block, 
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rather than the larger one takes up an entire edge.  Maybe it is because it seems more 

modern to me, or because I do not see the need to add a lot of extra information and to 

take up more space that could be saved for the drafting itself.  Whatever the reason is, I 

am glad I went with it here, as well as adding the graphic for the show title, and the 

Temple logo.  I think it looks professional. 

 The label legend is something I debate with myself every time I make a plot.  I 

think the plot looks much cleaner and professional when the only parts added to each 

instrument are the unit number and the channel number.  The rest of the information, 

mainly the color, does not need to be there for me because it will be easily found in the 

other paperwork.  Really I could have left off the channel numbers as well, but as an 

educational institution with other students still learning light plots and hanging entire 

plots, benefits of adding the channel numbers outweighed the arguments against them.  

This is the only design I did at Temple where I left some of the information out like this. 

 Looking into the actual design of the lights in the plot, mostly I am happy with 

what I did and would not change much, but I do realize that I put a lot of instruments very 

close together above the center part of the stage.  If it were possible, I would have liked to 

spread some of that apart a little more.  It was pretty tight, both to hang it all, but 

especially to get through focusing them all without bumping the others. 

 While I was designing, and throughout the tech process, I was very proud of the 

half-circle of LED lights and what I was able to do with them.  Looking back, I would 

either cut them or do something different.  Now I have the opinion that they were a 
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distraction, drawing the audience members’ eyes up and away from the action, rather than 

adding much to the show.  I will not say that they were totally wrong for the show or that 

they ruined the show, but I did not see the distraction they were adding at some points.  

To my credit, I was never told that they were distracting by anyone other than Norris, my 

lighting mentor, and he was right.  I did tone them down a bit from my original idea, 

which was to have some pulsing effects at some audience moments.  I cut those effects 

and left it just as a light turning on for the audience moment.  I think they made for some 

pretty production photos and some intense moments in the show, but overall I would 

change that aspect of the design.  See figure 54 for a production photo of an audience 

look in the Brooklyn kitchen, and figure 55 for a photo of the end scene with all twelve 

LED instruments turned on (fig. 54 and 55). 

 Something in the design that I did not like at all, but was told was necessary by 

the director, is a light focused exactly to the border of the painting hung on the wall at the 

top of the show, and having that light draw attention to it in the blackout at the top of the 

show.  I know that the painting represented power to Undine, but there was not any 

moment in the show that referenced it, other than the moment of taking it down during 

the scene where her belongings were slowly taken out of her office.  There was no 

moment in the show that told me the importance of the painting, and so I did not want to 

draw special attention to it in such a moment of high anticipation such as the blackout 

before a show begins.  Bringing attention like that feels like it should be saved for the 

most essential of callouts, but not one that is not referenced again.  I would have cut it, 

36



but I was told it was necessary, and I just had to agree at that point.  I do not think it took 

away from the show in any capacity, but it also did not add anything in my opinion.  See 

the painting hanging on the wall in figure 7 (fig. 7). 

 This is the show where I made my first iteration of my style of magic sheet, and 

where I decided I really liked the style and felt how easy it was to find things on it.  See 

figure 56 for the magic sheet (fig. 56).  There are some things that I have changed slightly 

about my style, but in general this style really stuck with me.  

 During focus for the show, I would say it was a pretty stressful day.  I had never 

been the designer at a focus before, and I had only seen it done a handful of times at the 

other shows at Temple.  I made sure I was as prepared as I knew to be, but it was still an 

entire day of trial and error, while also being the person keeping everyone there if I took 

too long.  Previous to this focus, I had only focused lights from behind the instrument, 

rather than onstage in the beam of light.  It is a big shift in thinking and in 

communication.  I am glad I have had more opportunities to focus as designer from on 

the stage, but I think I could never have too much practice at this, as it is still a skill I am 

learning and perfecting.  The lack of continued practice has been a big down side to the 

COVID pandemic. 

 Another challenge during this focus day was that the Master Electrician, Shon 

Causer, was not in attendance that day, and he was who I would have asked the most 

questions to, or happily accepted advice from, as it was my first time.  I was not perfect 
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and probably pretty flustered at times, but we did get through the whole plot in one day, 

which was the goal.   

 Something I made sure to do for this production and for every other show since 

then, was to be prepared and pre-cued in the light board before coming to tech.  I will say 

that I came to first tech with only act one programmed, and if we had gotten to act two 

during the first rehearsal, I would have been in trouble with myself and had to program 

with everyone else’s time.  Fortunately we stopped at the end of act one, and I was able to 

continue programming light cues for the next day of rehearsal, where I was fully cued 

and ready.   

 A new part of tech I had never dealt with before was having a board operator 

which I spoke board commands to.  It really forced me to learn the board, its functions, 

and key layout.  The operator was someone who had never used or seen the light board 

before, so there was a learning curve for her.  Toward the beginning there were moments 

of waiting while she searched for the right button on the board.  I had to think about 

talking with her like I was sitting at the board, so I could tell her exactly which keys to 

push, rather than just telling her what I would like done, because she would not know the 

way to do it.  It was a challenge for me at first.  I knew the board well enough to be able 

to do what I needed, but not necessarily well enough to know exactly the keystrokes 

involved without seeing the board and experiencing it.  I almost had to be at the board 

and relearning the process every time, and even though I was fast at the light board, there 

was still a hesitation in actually knowing the steps.  It took some struggling during tech, 
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and being away from the board, but it reinforced it all in my head by the end of the 

process. 

 Like I have said, I write notes during tech and dress of things to change, and I like 

to have no notes by the end of final dress.  If that is the case, it is a good indication that I 

am really done with the design and I am happy with the outcome.  Remembering back, I 

do not think I was quite to that point, but after my notes from final dress were finished in 

the board, that is when I had to be done and be okay with it. 

 I was very happy with a lot of the looks and scenes I was able to create for the 

show.  I would say my favorites are the dance with Herve, Undine’s dinner with Guy, the 

scene where Undine and Guy finally say what they are feeling to each other, and the final 

scene. For these production photos, see figures 57, 58, 59, and 60 (fig. 57-60).  

 This is the show where I realized that I design with a certain aesthetic a lot of the 

time; darker with blues and purples.  It is good that I realize this and I can keep it in mind 

when I design in the future.  If it is my default aesthetic, I have to think about if it fits the 

current show, and if not, how do I change?  Can I change?  I have to really think about 

the show and see what is important to the story and the design.  Maybe elements can fit in 

with the design, like these moments from Fabulation, and the entirety of act two from 

Elixir of Love, my second and final realized design at Temple.   

 Looking at the first of those four looks I mentioned (fig. 57), Undine’s dance with 

Herve, it is a look I am really proud of myself for creating.  It is the first time I made a 

look like this with lots of colors and things tying together to make a sort of magical, 
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flashback look.  I played with shadows and highlights, as well as color and texture, to 

make a powerful memory for Undine.  I also played with sculpting their bodies in side 

light.  I lit up the surrounding scenery as well, allowing me to highlight the actors and 

create a difference from foreground and background.  While looking back, something to 

keep in mind for myself is to remember that the actors are what is important to light, so I 

want to remember not to make the scenery prettier and more distracting than the actors 

who are really telling the story.  Make sure it adds to the scene and to the storytelling. 

 Undine’s dinner with Guy (fig. 58) is honestly almost the same look as the dance 

with Herve, but it is still one of my favorites anyway.  It has the same blues and purples, 

but the focus is more upstage and more condensed to one or two lighting areas.  There 

was a red backlight acting as a sort of halo effect around them to signify that they are out 

at a cool restaurant with that color of light from a neon sign or mood lighting on the 

inside.  Also a pale, soft highlight from the front to mimic moonlight and to be a hint at 

romance.   

 There is a scene toward the end of the show, (fig. 59) which does not have as 

descriptive of a name like the dinner with Guy or the dance with Herve, but it is a 

moment where Undine and Guy finally say their feelings to each other, and the rest of the 

characters onstage either froze or just went about their business without hearing the main 

conversation in the scene.  The transition into this look is a big change from the cue 

previous, because it changes to just high-side light and some color in the back.  There are 

such harsh shadows, and the color is very stark white, it is almost like they are the only 
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things onstage and that forces them to have to be honest with each other.  They are forced 

to say what they have been scared to say thus far.   

 Finally, the final scene (fig. 60).  The only lights are the twelve LED PARs.  It 

brings everything with lighting full circle.  In the moment, I was very proud of how this 

look ended up and the whole concept.  Looking back, I still think it is good, but there are 

things relating to it that I would change.  The look does not match the feel of “delivery 

room,” but also this moment is not a flashback or magical.  It sort of matches with the 

concept of the rest of the show, but also goes against the conventions I had set in place 

for how these scenes interact from real to flashback or audience moment.   

 If this were to stay how the end of the show looked, I would want to change the 

end of act one, because it is basically the same exact cue, with the addition of a spotlight 

on the judge up in the corner.  They are two very different scenes with very different 

emotions and motivations, so that should be reflected in the lighting, too.  Along those 

same lines, many of the audience moments had the same elements and feel as the ends of 

acts one and two, even if each of those audience moments were technically custom to 

each scene they took place in.  They did feel very similar, so I would want to keep a 

connection but have more difference in the audience moments and the final scene.   

 I have some final thoughts on Fabulation.  Even though there are some things I 

would definitely change or improve on because this was my first grad school design, I am 

still very proud of how it turned out.  It was a big design and I think it worked well for 

the show and the story.  We told a great story, it was funny and done really well.  It was 
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the most advanced design and programming for a show that I had ever done by that point 

as well.  It is a great addition to my portfolio and one of the shows I am most proud of. 

Elixir of Love 

 During the Fall of 2019, Temple put on the opera L’Elisir d’Amore (The Elixir of 

Love), by Donizetti, directed by Brandon McShaffrey.  My role was lighting designer, 

and at the time of writing this thesis, this happens to be my most recent lighting design 

for a show that was fully produced and performed.  It is written and performed in Italian, 

so it was really beautiful to hear, but a challenge to design to.  This show was very fun to 

work on, and is one of my proudest moments and achievements.   

 Conversations about the show started fairly early on with the other designers and 

the director.  It was made clear that, while we are still trying to create a wonderful, 

truthful world for this story to take place, a secondary goal from the show was to create 

beautiful art to showcase as designers.  With those goals in mind, we started to talk about 

the feeling of the show and how we want it portrayed. 

 My core action for this show was, “skeletal but full, grande but complicated.”  

Sort of simultaneously trying to show these opposite feelings, I wanted to combine 

elements of soft, light, curves, and abstract, with contrasting elements of harsh, straight 

lines, contrast, and shadows.  To go along with that, McShaffrey and I wanted to show 

“feelings of nostalgia and times past, well worn.” and one of my favorite quotes to come 

from this show was said by him, “in memory, things glow.”  This was a moment that 

everything clicked in my head, and I was able to move forward.  In the same meeting 
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with McShaffrey, we decided that, to be able to have more of the beautiful looks onstage, 

both act one and act two were going to be evening and night scenes, rather than act one 

taking place during the daytime.  I was completely fine with this and honestly, excited to 

create plenty of evening and night looks. 

 Starting on the research, I wanted to find images of these contrasting feelings.  

See figures 61 through 74 for my research image presentation (fig. 61-74).  Beginning 

images I found represented a look of daytime turning into evening.  They feel warm and 

inviting, almost glowing in the evening light like that feeling of nostalgia.  Then I tried to 

find examples of combining this with the harsher lines and shadows of the contrasting 

feel.  I found big, sprawling shadows across the floor, and lots of use of texture, which I 

felt would work wonderfully for me.   

 More research went into act two, where I looked for images showing all the colors 

of the evening, as well as lanterns (fig. 68-71, 73).  These are the biggest elements used in 

the show for act two.  We start the act with a wedding dinner, surrounded by hanging 

lanterns and a chandelier, just glowing in the setting evening light.  These two combined 

in the most magical way.  By the end we are fully at night, so I found many pictures of 

blues and purples, that showed the right feeling of starry and romantic. 

 Another thing to add to the show was the use of a dynamic cyc (fig. 72).  The 

ability to have clouds change from scene to scene felt like it would really elevate the 

show, even if it may not be something that everyone in the audience notices.  I also 
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wanted to play with an element of this dynamic cyc, but with the harsh, contrasting 

feeling as well.   

 I may have gone overboard a little bit on this, but I used a lot of gobos and texture 

for this show.  I was experimenting, and seeing what worked and what did not.  I have 

learned that I can go too heavy handed with texture, so that is something I will always 

keep in mind with new designs moving forward.  A normal amount of gobos is anywhere 

from five to twenty or thirty, depending on the number of systems with gobos in them.  

My gobo count for this show went over ninety, and I think it is pretty obvious and easy to 

notice when I look at the production photos.  I do not think that it took away from the 

show in any means, but it is definitely something to think about.  Another way I was able 

to play with texture was to use the existing scenery, mostly the chair mountain, and shine 

lights through it.  Most of my sprawling shadows came from this, as well as some that hit 

the cyc upstage.   

 The lanterns were a big challenge for a few reasons.  There were a lot of them, 

some were handheld, while some of them had to be strung up to a position and flown in 

or out, and also half of them were LED light sources and half of them were not.  In 

addition to the team of electricians, it was my job to come up with the plan of circuiting 

them, as well as color correcting them to look warm and inviting, and like they are not 

different sources of light.  To make them look the same, I used small cuts of specific 

orange and diffusion lighting gel, created small cones to go over the source inside the 
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lanterns, and taped them down.  From close up, they did not look especially great.  But 

from far away, i.e. the twenty foot rule, they looked realistic and believable.   

 A challenge when using handheld lanterns in any show is that I always would like 

to be in control of every light by the light board, and having several lanterns that rely on 

the actors to turn on can be slightly stressful.  I am starting to get better about this feeling 

of control, especially now after the COVID pandemic.  We also had to string a power 

supply to all the lanterns to be hung up on the hanging position, and try to hide the 

cabling behind rope.  I used a diagram created by the scenic designer Stephen Wiseley, 

measured specific lengths of zip cord, and tried my best to zip tie it along the back of a 

twisted rope.  This proved to be a difficult task, because it is not easy to tell which way a 

rope will turn.  I managed pretty well, although there were a couple spots here or there 

that could have been better.  It was a good thing that these ropes were pretty high up and 

generally did not have direct light on them, so it was fairly easy to hide the mistakes.   

 Working on designing the light plot for the show, I had many ideas that I wanted 

to try.  I had a bigger limit to the number of light instruments I was allowed to use, 

because the show took place in the bigger theater, Tomlinson Theater.  I was excited to be 

able to use more lights and create a grande experience.  I also wanted to try making a plot 

that did not have to stay symmetrical, but rather, had lights hung where they needed to be, 

but not where they did not need to be just for the sake of symmetry.  This plot turned into 

a hugely unsymmetrical light plot, but it worked because the lights were where they 

needed to be.   
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 An example of this is how from the stage right side, there were side lights on 

booms behind the legs, focused as light coming straight from the side, while on the stage 

left side, because of the chair mountain set piece, the side light came from the lighting 

ladders, in more of a high-side type of system.  The dynamic between these two different 

side light systems worked well.  But to save time and energy, I saw no value in adding the 

same boom side lights to the stage left side or the high-side lights on the stage right 

lighting ladders.   

 I used this show as a way to experiment with some colors of gel that I had never 

used before.  I had a decently sized lighting budget, so I used it for buying new lighting 

gel and gobos.  Normally, theaters that I have worked in have a nice stock of Rosco gel, 

so naturally those are what I have most experience with.  But I never have much 

opportunity to use Lee or other companies of gel, so I wanted to try some.  I found the gel 

that I wanted to try and experiment with, see how they work and interact with the other 

Lee gel and with the Rosco gel that I am used to.  The Lee gel that I tried for the first time 

were; L058 Lavender, L071 Tokyo Blue, L075 Evening Blue, L079 Just Blue, L085 

Deeper Blue, L180 Dark Lavender, L201 Full C.T. Blue, L202 Half C.T. Blue, L205 Half 

C.T. Orange, and L781 Terry Red.  For all the gel information, see my Lightwright 

paperwork in figures 75 through 136 (fig. 75-136).  While I do appreciate the chance to 

experiment and experience new gel, in the future I will most likely stick to the ones that I 

know, and that would be from the company, Rosco. 
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 I included a lot of side light in this plot, which allowed me to learn how to use 

them on a larger scale, both in terms of the size of the stage, and the amount added.  I had 

to figure out how to make all the information fit on the plot, still make it look good, and 

also clearly state the information it should include.  Included in my side light systems are 

floor booms, ladders, and tormentor positions.  Along with this, I wanted to have plenty 

of locations to hang light instruments for the clouds on the cyc.  I found a way to 

basically have a rectangle of hanging positions around the edge of the cyc, using two 

flying positions, and two tall floor booms.  This worked very well for me, but in the 

future I might add a bit more space between the cyc and when the booms and hanging 

positions start.  The angles were a bit extreme.  To see this paperwork on the plot, see 

figures 144, and 147 through 149 (fig 144, 147-149).   

 When the plot was all finished and ready to be sent to the Master Electrician, 

Causer, I could have left it simple and sent the Vectorworks file and its Lightwright file.  

But I wanted to see how professional I could be and create a hang card for each position, 

to help with the hang.  I had not done this before at that point, so I was figuring out how I 

wanted to make them, as well as what should actually be included.  I did end up making a 

separate hang card for each position, and even though it was completely unnecessary, I 

was glad I made them.  See figures 137 through 152 (fig. 147-152).    

 A reason that I was so excited to work on this design is because directly before, 

during the summer, I had a job at the Ohio Light Opera as the Assistant Lighting 

Designer.  At Ohio Light Opera we perform a repertory season of seven shows, so I went 
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through a tech process for each of the seven shows, watching how two other lighting 

designers dealt with operettas and musicals.  I went through the process with them, saw 

how they dealt with certain things and how they were able to do so, quickly.  From there, 

I remembered everything from the summer, and was able work on and design an opera of 

my own.  That was a really cool experience, and good with the timing as well. 

 From Ohio Light Opera I learned how to go through a fast tech process, and how 

to do it without calling hold.  I learned how to decide quickly whether to try and fix a 

note in the moment, or to just write it down and deal with it later.  There are times for 

each, and deciding quickly can be a skill.  In addition, I was in charge of follow spots, 

creating the cues and paperwork for them, training the operators, and creating and 

keeping their work schedule.  Being so intimately involved for the whole summer left me 

up to the challenge of adding follow spots to this design. 

 At Temple, we are able to have four follow spots at once, and that is exactly how 

many I needed.  I wanted the lights to feel like they belong in the scenes, rather than just 

being extra front light thrown into a scene, so I had a few gels that were capable of being 

added, depending on the scene.  I just had to keep in mind that the operators had to 

quickly and quietly be able to change those gels out during a moment that their follow 

spot was off, in addition to being in charge of turning their light on or off manually. 

 This is where the differences lie between Temple and Ohio Light Opera.  The 

follow spot cues were built in to the light board cues, so the lights turned on 

automatically, where at Temple, and much of the theater world, the operators had their 
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own faders so they could turn on without the use of the light board.  This meant that I had 

to give the follow spot cues to the stage manager so that she could call them over the 

headset.   

 One of the challenges I faced with this show is that, while the stage manager was 

great and very helpful, she struggled some with following music, which is kind of an 

essential skill when the show is all music and Italian vocals.  There was a bit of time 

leading into tech week that she was unable to call the light or spot cues, so it fell to me 

for those days.  I was fine to help out for a while, although it was hard when I was trying 

to finish a note in the board with the light board operator and also trying to follow along 

and keep track of when the next light cue or spot cue is.  Eventually I had to say to the 

stage manager that at the next dress rehearsal I could not call the cues anymore, and that 

she would have to be ready.  If she kept relying on me, then she would not have practiced 

enough to call them right during the actual performances.  The next day at rehearsal, she 

did perfectly fine, so all was good in the end. 

 The tech process for opera at Temple is very different than for musicals and 

standard plays.  The normal process of running through the show, cue by cue, and 

stopping when we need to, is not how opera is done.  We only have full runs with no 

stopping, for each day of tech and dress.  I actually appreciated this method a lot, and I 

think more theater should be done this way.  It makes me realize that the lighting is not 

the most important element of the show, but the show as a whole is the most important.  I 

do not need to call hold all the time to get my job done.   
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 I went about my cue sheet and programming the light board in a different way for 

this show.  While I was at Ohio Light Opera, we used a cue sheet that was able to be 

imported into the light board with correct cue numbers, labels, and timing.  It cut down a 

lot on inputting the same information to different places.  Plus, once the cues were 

imported to the light board, that meant the cue list in the board could be my cue sheet 

during tech, rather than looking down to my paper cue sheet or following along in the 

score.  I could just look at the screen and see what cue we were in, and what was coming 

up.  It helped me save a lot of time, which was necessary while trying to say notes as 

quick as possible.  See figure 153 through 156 for my cue sheet (fig. 153-156).  

 Talking about paperwork, another type I worked with is follow spot paperwork.  

Again, I learned from Ohio Light Opera how a follow spot cue sheet should look, and 

also found a good program to use for making them.  I got pretty good at using it when 

going through seven tech processes in seven weeks.  It allows me to input all the 

information to the program, and then formats it perfectly for printing, and made my life 

and the lives of the follow spot operators much easier.  I was able to format it all to one 

sheet to see all follow spot information at once, or separately to see individual spots 

separately.  See figures 157 through 152 for my follow spot paperwork (fig. 157-162). 

 I am also still proud of my magic sheet for this show.  Even though there were 

way more lights than the previous show, I was still able to keep the information to one 

sheet of paper.  I will say, I think I could have been a little more careful in organizing the 
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systems on the page, because sometimes finding a specific channel was a challenge, but it 

still worked very well.  See figure 163 for my magic sheet (fig. 163). 

 A challenge I faced in this show came during tech.  After one of the tech 

rehearsals finished and we were getting post tech notes from the director, McShaffrey, a 

note I got was that act one was getting dark very fast for a midday look.  This confused 

me, because of the fact that we had specifically discussed that both act one and act two 

were going to be evening and nighttime.  Well it turns out that McShaffrey had forgotten 

to tell me that he realized that was not possible, given some of the language in the score.  

This meant that I had to go back and cue act one again, but try and make a daytime look 

out of the colors I chose for evening and nighttime scenes. 

 I was not upset, and actually I was up for the challenge, so we got to cueing right 

away, and within twenty minutes, I had the act finished and ready to show McShaffrey.  

He was much happier with the cues now, and I was happy because of that.  I was happy 

that I was so easy to work with and adaptable.  Also it added this level of comfort and 

trust between McShaffrey and me as collaborators.  We will get through anything as we 

work together, and it will turn out great.  We work well, have great taste, good eyes for 

design. 

 The way I know I am getting toward the end of my design is when, at tech and 

dress, I start taking less and less notes.  I make sure I am paying attention as much as I 

can, watching the show initially for any changes I can make.  What could be brighter, or 

what could be more subtle?  Does something stick out?  Maybe a color does not work 
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well with the rest of the colors in the scene, or makes a costume look a little weird.  

Maybe a shadow is distracting.  Those are the notes I initially look for.  As we go along 

and get closer to opening, I start watching the show to enjoy it.  I am not trying to find 

notes anymore; with my trained eye, catch something that sticks out enough to make me 

notice it while I am not paying attention for it anymore. 

 This point is where I got to by the end of the dress rehearsals for Elixir.  I actually 

watched the entire show without taking a single note, and that was a very exciting place 

to be in a design.  I was even able to use my own camera and take pictures of the final run 

for myself.  By the time we got to opening night, I was completely ready to just enjoy the 

work of art we all created, and experience it with the audience.  This is my favorite part 

of the process, and where I truly enjoy staying in the moment.  I know that the show only 

performs a certain number of times, and then we will never get to see it again, and even 

worse, have to tear down all the work that we worked so long for.  So to enjoy the show 

for what it is, enjoy all the work the rest of the team and I have done, is my favorite part.  

See figures 164 through 166 for a few production photos (fig. 164-166). 

Country Wife 

 The most recent realized lighting design, or at least partially realized, was for The 

Country Wife, by Rachel Atkins and was directed by Brandon McShaffrey.  The design 

team started collaborating in the fall of 2019, before any mention of the pandemic.  We 

went through the design process in the spring, finalized our designs, and had gotten 

started on building them when Temple decided to shut down for COVID.   
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 I was excited to be assigned this show because it meant I could work again with 

McShaffrey as director.  We had a great time just previous with the opera, so I had high 

hopes with this show.  Other designers on the team were third year costume graduate 

student Kathleen Embrey, and third year undergrad scenic student Clayton Dombach.  

This show was the thesis project for Embrey and she usually came to meetings with a lot 

of ideas and research.  Dombach was actually a first time designer to the world of 

realized mainstage designs, and it was cool to, in some ways, help him through the 

process. 

 The play is a restoration comedy, and the original was written in the 1600’s, so 

themes of that era were definitely brought into play.  But also, this specific play was an 

adaptation, written in 2017, and had new elements added.  We thought, to combine these 

pieces together, we could do a combination of old and period, with new, modern, and 

neon.  Through the first few design meetings with the team, I came up with the capital-C-

concept of, “An old play with a contemporary overlay.”  That might have been a quote 

from McShaffrey, but I am not sure.  Along with this, I had an image as my core action.  

See figure 1 for this image.  See figures 167 through 169 for other research images (fig. 

167-169).   

 After the idea of neon was thrown into the mix, Dombach had an idea to 

incorporate LED tape into the scenery, and I loved that. It really pulled together the 

concept to combine old and modern.  We eventually planned to add the LED tape along 

the inside edge of the walls, and around the doors, as well as inside a big ring that was 
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going to hang in the air above center stage.  See figure 170 for a drawing that explains 

this (fig. 170).  

 When it came time to start designing the plot, I had just finished on the opera 

Elixir of Love, which had a bigger and more complicated plot, so I wanted to go with a 

simpler plot design for this show.  It also works well because the show basically takes 

place in two locations, the Horner residence and the Pinchwife residence, each of those 

being half of the scenery.  Creating a symmetrical plot actually would work for this show, 

and I wanted to try my hand at that.  It ended up to be hung symmetrical, but the colors 

and textures were not symmetrical. 

 The main elements of the plot were a system of front light, a system of down 

light, two systems of texture down light, and two of angled light.  I wanted to have some 

slightly colorful lights, but still on the paler side, colors representing the more modern 

part of the concept, but pale to still stay along the lines of old or period.  I had the down 

light system as a yellow, which could be added to most scenes as a top and back light.  

The front light system was a very pale pink, which I chose because it would combine 

well with all the other colors I chose. 

 One system of angled light was a pale blue, and pointed toward upstage-right, 

while the other angled system of light was a lavender, and pointed toward upstage-left.  

These were to represent the corresponding moods of Horner’s residence and Pinchwife’s 

residence.  Both looks were a base of warmth and light pink coming from the front, and 

yellow from behind and above.   
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 Horner, to me, seems more cunning and tricky, and trying to sleep around. But 

also I can sense some actual love in his heart to give.  This look would have felt more 

open compared to Pinchwife’s.  He seems to be continually getting more of what he 

wants, so the lighting felt sort of fuller.  This look still has the warmth of light pink from 

the front and yellow from behind, but still a blue wash is coming from the front diagonal 

in the other direction, house-right to stage-right, as well as a lighter blue texture as a 

downlight as well.  This texture is a bit more floral in comparison to the Pinchwife 

texture.  I was able to use the virtual renderings from Dombach and Embrey to create a 

lighting rendering for each location.  See figure 171 for the digital lighting rendering of 

Horner’s house (fig. 171).  

 Compared to Horner, Pinchwife to me seems controlling and awful to his wife. 

But, more than just that happens in this location.  So I wanted the lighting to be pale and 

fresh, like the morning, and throughout each day got less pale and more full with color.  

Lavender came from the front on a diagonal, from house-left to stage left, and a fun 

lavender texture as a downlight.  See figure 172 for the digital lighting rendering of 

Pinchwife’s house (fig. 172).  See figure 173 for the light plot drafting (fig. 173).   

 After we had decided on the LED tape, it started to cause a problem.  The scenic 

design was these two curved walls, which actually curved in two directions at once, 

creating a slight bit of panic with the technical team to how the LED tape could bend and 

stick to the wall, because the tape can only bend in one direction and not two.  I kept a 

positive mind and had some faith that it would end up working, but others were not as 
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hopeful.  Once the scenery was built enough to try and add the tape, it did end up 

working perfectly.  As it turns out, the curves in the walls were not extreme enough of 

curves to make a big difference.  It could have turned into a bigger problem if those 

curves were more extreme, though, and that is something to remember for the future. 

 To go along with the simpler light plot, my magic sheet ended up simpler as well, 

which I was excited to use.  Everything was laid out in a way that was easy to understand 

and easy to find.  I used the same layout and style that I did previously, and by now I 

think I am getting pretty good at making these magic sheets.  See figure 5 for the magic 

sheet (fig. 5).  My cue sheet for this show was still in version one, but I still tried to be as 

descriptive as I could when describing the cues.  It is actually unfinished because of the 

timeline with the start of the COVID pandemic.  See figures 174 and 175 for my cue 

sheet (fig. 174-175).  To see the Lightwright paperwork, see figures 176 through 200 (fig. 

176-200). 

 As we were getting closer to the start of tech week, the light plot was getting hung 

in Randall Theatre.  It was going great, the entire plot was hung, and the team and myself 

were ready for focus day.  We started hearing news about this Coronavirus thing that was 

starting to spread, and we were getting a little worried.  Eventually, it obviously got 

worse, and Temple University decided that in two days, on Friday, the campus would shut 

down, and classes would continue online via Zoom.  Along with that, the theatre 

department decided to postpone The Country Wife until the fall.  With two days left of 

being in person, we decided that during our work hours, we were going to try and rush 
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through focusing as many lights as we could.  They were just going to stay in the space 

over the summer anyways, so we could come back and already have them focused in the 

fall.   

 We really rushed, and we got through most of the plot by the time we had to 

leave.  Over the summer, the show was cancelled, un-cancelled, and finally moved to 

virtual through Zoom.  This meant that all of the scenery and lighting that had currently 

been onstage, was useless and needed to be struck when we got back.  This was a huge 

bummer, but not the end of the world.  I still got the chance to design the show, to work 

with McShaffrey and the rest of the design team, I created more paperwork that I was 

proud of, and I had digital renderings of what the outcome was supposed to look like.  

My efforts were not lost.   

 The show was added before the original opening show of the season, Ivanov.  So 

when we got back in the fall, we went into high gear to get the show up and running.  The 

cast had to come back to rehearsals after an entire summer of most likely forgetting the 

lines and other things they rehearsed.  It also turned out that Dombach and Embrey, the 

other two designers, both were not returning to Temple, so I was left as the only designer.   

 As lighting designer, rather than creating an entire plot, my job changed 

drastically.  I created a short video on Youtube as a demonstration for how to light 

yourself well at home for Zoom, using just the lamps that are at home.  The video was 

sent out to the actors, and then eventually I joined a Zoom rehearsal to help them further.  

One by one, I worked with each actor to decide how many lamps were usable, and where 

57



they could be placed.  Rather than creating specific looks and moods for the scenes, my 

new goal was to make the actors look slightly better than having no help.  There were at 

least some dynamic shadows, and everyone’s face was at least lit up.   This was an 

interesting time, because I had never done anything like this with lamps, I had never done 

anything for camera or for the screen, and I am pretty sure the actors were new to this as 

well.  Everyone was brand new at this, and just trying their best. 

 We eventually realized that Zoom had a feature that could virtually replace the 

background for each person with any picture they wanted.  This was a cool idea and we 

decided to try and use that to our advantage.  I started designing some virtual 

backgrounds to help the audience differentiate the characters, and to try to incorporate at 

least something from my original ideas for the design.  I ended up creating a blue look for 

the Horner house (figure 201), a pink look for the Pinchwife house (figure 202), a purple 

look for the Virtuous Gang (figure 203), and a fourth look just for the character, Lucy 

(figure 204).   

 Unfortunately, some of the actors had computers that did not support the virtual 

background feature, or if they did, they were not very good at it.  So the idea for the 

virtual backgrounds was scrapped, too.  The final result for the show was just the walls in 

their apartments, with some slightly adjusted lighting.  The show really changed forms 

from the beginning to the end of the entire process, but it showed the entire team 

involved, as well as the audience, that no matter what, we made the show go on, and I am 

proud of that. 
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CHAPTER 4 

ESSENTIAL CLASSES 

Graduate Lighting Design 

 Every semester during my time at Temple, one of my classes in my schedule has 

been a grad level lighting design class.  It almost served as a calming sense of steadiness, 

I always would have this class no matter what.  The class started out, if I am guessing 

correctly, trying to get me, and maybe my classmate James Bilnoski, up to speed and 

where we should be with our skills.  I feel like the class started out slow and simple, but 

also moved quite fast and learned a lot.  One of the programs that we started out learning, 

and never stopped learning, was Vectorworks. 

 Virtually all of what I know about Vectorworks has come from my time at 

Temple.  I really thought I knew how to use it effectively from when I was at undergrad, 

but when I started in my grad level lighting classes, it quickly became evident that did, in 

fact, barely know the program at all.  For me it grew from a measly program that I had to 

use and was a pain, to an incredible program that has so much capability and so many 

features, that I cannot even imagine trying to create the same documents without it.   

 During my many semesters of grad level Lighting Design classes, we worked 

with Vectorworks on basically all of our projects.  I have learned how to draft a theater 

space and scenery, in two and three dimensions, in addition to creating the light plots.  

Before I learned some of these skills, I never thought that the level of skill needed for 

these types of documents, was obtainable by me.  It seemed so complicated and detailed, 
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but just while in my first year of school, I learned enough to be able to make those exact 

documents.   

 Mainly the big takeaway from Vectorworks that I have learned is that everything 

can be done a million different ways, and everyone has their preference.  I learned the 

difference between classes and layers, and when I should be using each of them.  I still 

prefer layers, but classes have their moments.  Also I like to use sheet layers and 

viewports to create what will be printed.  I appreciate being able to differentiate from the 

design layers where I do all the planning and designing, and the sheet layers where the 

“design” does not exactly matter as much as the layout of everything. 

 Then comes learning about drafting in three dimensions.  We started basic, and 

wrapping my head around this took longer than anything else did.  It just takes practice, 

and the more that I could keep going and doing more 3D projects, the better I became at 

it.  I would not say that I am perfect or even great at it, but I know how to look at the final 

result for what I am trying to make, simplify it to a starting point, and get from point A to 

point B.  It takes a bit of turning off the worry part of my brain to stay unstressed when I 

look at what the final outcome is supposed to look like.  It can be overwhelming.  How 

can I possibly draft and end up with that?  It looks too complicated!  But nothing is 

impossible, and if somebody is going to draft it, it might as well be me. 

 While learning all about this and other elements of lighting design, and furthering 

our skills, something that I always appreciated was how the professor, Jason Norris, was 

able to foster a learning environment that always encouraged questions.  I think being 
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able to ask questions is a great quality in a class, and I never thought I had a question that 

was too dumb to ask.   

 This is the class where I learned one of the more prominent parts of my design 

process, to design for what the show needs.  I think it is a good way to design, not to 

overanalyze the script and add in things that would be too flashy or not be enough.  I 

want to be able to see what a show needs, and based on that, design a plot using exactly 

what is needed.  Maybe a show only needs a simple plot, so that is what I should design.  

Maybe a show really does need to be flashy, even for just a moment, but that moment 

needs ten intelligent light instruments.  That would be the moment to add those to the 

plot.  But the process of seeing what a show needs and nothing more or nothing less, is a 

good skill to have learned.   

 We had several paper projects where we had to basically design the show, draft 

the theater space and scenery, create a light plot, cue sheet, magic sheet, and paperwork 

like the instrument schedule.  But we also were able to virtually hang and focus the plot 

in a program called Capture, to make and visualize cues on a 3D version of the scenery.  

We were able to only get the student edition, rather than one of the full editions.  

Normally the full editions of this program have a digital version of virtually every 

lighting instrument that exists.  Unfortunately, because the student version is free, they 

had to take out some functionality, and the thing they decided cut is almost all of the 

lighting instruments.   
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 I have been able to fake it though, because it does include Source 4 Zoom 

instruments.  I am able to make an educated guess to recreate the specific degrees of 

barrels for regular Source 4’s.  It could be better, but it is definitely workable.  The same 

problem happens when trying to use Fresnels or PARCANS.  Those do not exist in the 

student version of the program, so faking it with the Source 4 Zooms becomes the fix.   

 The paper projects have always been something that I value, because I think that 

practice eventually makes perfect, or at least gets me closer to it.  I like being able to 

practice all these elements for design, both to get better, and also to try some things out 

without the big stress of having it associated with an actual show.  I have always thought 

of educational theater as a place where I am allowed to fail and still move on from it, and 

learn from it.  These projects are where I can also fail and learn from it, but also not affect 

or ruin a show.  Each of those are valuable in their own ways to me, so I am glad we did 

so many paper projects throughout the classes. 

Convergence 

 A class that has been very valuable to my education at Temple, and by the end had 

turned into one of my favorite classes to take, was called Convergence, taught by the 

head of lighting design, Jason Norris.  The premise of the class was a combination of 

light board programming, and also learning about connecting and linking different 

systems to work together in a theater environment.  The light board portion of the class 

used a Hog 4 console, rather than the ETC Ion that I was used to.  The other portion of 
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the class was really interesting to learn how lighting can connect with a computer, and 

both can connect to a projector or even the sound system, all working together.   

 There were a lot of new things for me in this class, the first of which being that I 

had never used or even heard of a Hog light board before the first day of class.  It is a 

light board built and focused more for concerts and live performances, rather than theater 

and events with very specific cue sets.  The Hog allows the designer to create cues but 

also to improvise a lot as well.  The way of thinking about programming on this is 

completely different than what I am used to on the Ion, and differentiating the two was a 

challenge; also because I did not want to lose any skills on the Ion, so keeping sharp on 

both definitely took some brain power. 

 Our first couple projects started out pretty simple.  Each project was to program 

lighting to a song that was assigned to us; sometimes each student got the same song, and 

sometimes the songs were assigned custom, depending on what Norris thought we should 

work on more for that project.  I appreciated the simplicity of the first couple projects, 

because it was quite stressful to be learning a new board and to know how much it can 

do, but not know how to do really any of it.  It allowed me to regroup, calm down a bit, 

and think about what I really wanted to program and design for the song, without trying 

to jump straight to anything too complicated.   

 Another new concept for me that was introduced in this class was the concept of 

“beam architecture.”  This is where the beams of light are visible in haze, and this is what 

we were designing for each song.  Not only were we designing lights for the song, but 
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thinking about how they interact with each other through the air, and designing to the 

whole space, including the floor and walls and air.  I was used to imagining lighting looks 

and how they would look onstage, but this was something entirely new; I had no idea 

what some looks would end up to be like, and there was something both exciting and 

tense about that.  I was learning a new element of lighting again, and I was able to 

experience firsts again.  I was in awe at some moments during the class with what I 

expected a cue to look like, and how it actually turned out.  I will not say that the looks 

always turned out how I expected, and in some moments when I was trying to finish 

quickly, that could get on my nerves, but other times I just enjoyed myself; what did I 

manage to make, how exactly did I do it, and what can I learn from that? 

 When it came time to present our projects to the rest of the class, there was a cool 

rule set in place for us by the professor.  He wanted our work to speak for itself.  I think 

he also wanted us to get that in our heads to keep once the class was finished, and we 

move on to other projects or shows.  I cannot please everyone, and I should not expect to.  

I cannot explain myself and the intent behind my design to every audience member.  I 

should just let it speak for itself.  To do this, the person presenting would firstly present 

the project from start to finish, and then sit in a chair at the front of class for critiques.  

But here is the key, we were not allowed to say anything, or respond to our classmates at 

all.  We just sat there, accepted the critiques and feedback, and moved on from there.  I 

actually found it very helpful in learning how to take a critique without arguing or having 
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to defend myself.  Some of us handled the critique chair better than others did.  Some 

really struggled to refrain from speaking. 

 On the flip side, the critique chair allowed me to critique classmates, to say 

exactly what I was thinking, and forcing them to hear my full thoughts without going on 

the defense.  I was able to improve my word choices and work on my critiquing skills; 

actually paying attention during each project and remembering what I want to say can be 

a challenge for me.  I was also able to evolve the types of critiques I was giving, and I 

became less and less scared to give a critique that was not positive.  If I had a negative 

critique to say, by the end I was able to say it. 

 My two favorite projects from this class were cueing for the songs “The Circle of 

Life” from The Lion King, and “The Simpsons Theme.”  “The Circle of Life” is actually 

a long song, it is over three and a half minutes long, which in light board programming 

time, is so long.  Looking back at this project, I will definitely say that there are plenty of 

things I would do differently, but I am still proud of it.  Rather than just focusing on 

spectacle and going overboard, I was able to create some actually pretty looks.  There are 

some moments during the song where the music is swelling and about to hit the top of the 

chorus, and the lighting did not reflect that.  Rather than swelling with the music, I went 

with dimming down and being small, so there was a bigger contrast to when the chorus 

started.  It was an interesting take on the song, but I would change what I did to actually 

reflect the music, and further, to tell the story of the song, rather than just try to make it 

flashy and full of spectacle.  In reflecting on this project I am really learning, and adding 
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to my design process, how to create what is necessary for the show, rather than just what 

I think is fun or pretty. 

 Our final project, we actually did twice.  The first time, the assignment was to 

create the lighting for our given song, but we only had a total of four hours each to 

complete the programming.  Again, that sounds like a lot, but that is not that long to 

program for a song that is a couple entire minutes long.  Then the final project for the 

class was to take the same song, analyze the critiques that were given, and do the whole 

thing again, this time with no time limit.  It was interesting to complete a project, feel 

happy with it, and have some separation from it after presenting, then to come back to it 

and have to add and change what I did.  It allowed me to keep some elements I was proud 

of, while also changing what I thought I could improve.   

 Critiquing myself on my final project a little, I am very proud of what I did.  I 

think the colors I used, cyan, magenta, and yellow, both work well with the Simpsons art 

style, and also feel like they reflect the sense of playfulness I get from the music.  They 

are simple, primary colors of light, and I think they go very well with the mood of the 

music and of the show itself.  I could have gone off and used more colors, but I like that I 

stayed to the color palette the whole time.   

 Part of the class that I became slightly disappointed by is that throughout the 

semester, it seemed we were learning less and less about the system connection portion of 

the class, and focusing solely on programming with the Hog light board.  The class was 

still infinitely beneficial to me in how it turned out, but I do think I missed some of the 
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technical skills we could have learned if the class stayed to what was planned.  Overall, it 

was a class that is very worthwhile. 

Projection Design 

 In addition to having a graduate level lighting design class every semester, most 

semesters we had a Projection Design class as well.  I started school with absolutely no 

knowledge of this subject.  But I was very excited to get started on learning this new 

design area.  It was a big learning curve, but once I got into the right mindset and into the 

swing of things, it was not quite as hard to me anymore.   

 An interesting problem that I noticed myself having is that I got so used to 

designing with lighting, such an abstract and intangible design element, that then 

switching my brain to think in pictures and actual visual elements was a big challenge to 

me.  That seems like the opposite problem that most people encounter when starting to 

think about lighting when coming from a different design element.  When we were 

starting to design content to be projected for one of our first projects, I found myself still 

designing in more abstract types of shapes.  I appreciated that our first project or two 

were fairly simple, so they were not too hard to wrap my mind around just yet. 

 Our first project was to take a song and tell a story with images in a powerpoint.  

There was no element of creating or designing new art, it was just to find images online, 

and put them in an order to tell a story to the music.  As a first stepping stone into the 

world of projection design, I think it worked very well.  After that our projects moved 
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toward creating the projected content, and actually projecting onto objects rather than just 

using the television to view our first project.  

 As we started with the second project, there was also the learning curve of many 

new computer programs.  Mainly the program we used most was Adobe After Effects.  It 

is a program originally created to deal with green screen replacement, but has grown to 

include a ton of content creation and designing as well.  It is a big program, but 

throughout the semester we kept learning in class and it eventually started to become 

easier.  I would not say I am an expert at using it by any means, but I know enough to tell 

what may be possible and to think broadly how it would be done, then to be able to 

search that online to find out how it is actually done.   

 Most of what we learned throughout all the Projection Design classes has been 

about what we are creating, rather than the technical side of which projectors to use and 

how to focus them and things like that.  We definitely got some of both, but the classes 

were more focused on art and creating.  I did like that, because it played to how I love to 

create and design in lighting.  It also makes total sense to me to lay out a class like that, 

because there are so many directions that a designer could go in the world of projections, 

in terms of style or artistic direction.  But once I know the formulas to figure out 

projector placement and what to look for in a projector, it is fairly easy to figure out that 

side of it. 

 The other element of designing for projections is to analyze the song, or piece of 

theatre, to know what to actually create.  A lot of our projects were centered around 
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songs, and they are interesting to analyze in terms of story and arc through the lens of 

projection.  Rather than what lighting feel represents a moment, I thought about what feel 

or idea represents a moment.  Then as a whole, what is the concept for the song and for 

the project.  Some of our projects had some restrictions, but in general we were allowed 

to go in any direction for our concept.  That was honestly one of the more stressful parts 

of the projects.  We could go in any direction, but that gave me way too many options to 

be able to make decisions, especially when I was not versed yet at coming up with good 

ideas in this medium. 

 By the end of our first year, our final project in the class was to use three 

projectors in the Light Lab, and rather than designing the actual content that we were 

going to see, we designed the Beam Architecture, just like from the Convergence class.  

We were able to choose our own song, and depending on how we used the projectors, we 

could make them look like moving lights by how the light was interacting with the haze 

in the air.  Designing in this way actually forced me to revert back to simpler shapes and 

ideas, rather than getting more and more complex.  Most of my concept for this project 

actually came from one of the previous projects, where the restrictions were to use only 

black and white.  I enjoyed that thought process so much that I ended up staying in black 

and white for a few more projects, including this final project.  There were some 

moments that were in color, but not a huge amount.     

 It has been a cool process to start and learn projection from nothing, and it 

definitely makes me a better designer.  It has allowed me to learn to think in new ways, 
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and to analyze in new ways.  My brain is not quite as stuck on abstract lighting ideas 

anymore, and I think that is very valuable. 

Drawing and Rendering 

 Finally, the last class that has really been essential to how I have learned at 

Temple is both semesters of Drawing and Rendering taught by Dustin Pettegrew.  The 

first semester was physical rendering and the second semester was all digital rendering.  

This is a required class for the design graduate students, and for good reason.  It has 

hugely helped with my knowledge of new art media, and also I found out about myself 

that I can actually draw. 

 A big goal of the first semester for this class was to get us to learn and experience 

using different forms of media to create art and renderings.  Most of the projects were to 

use a specific type, and then for the last one or two projects, we were able to use the ones 

we liked the most.  It felt like the class really was meant for us to grow and eventually 

decide for ourselves how we work best.   

 When I started this class, I did not think I could draw.  But after trying in class 

and getting better at it, I realized something about myself.  When I have actual time to 

draw, and I take the time, that is when I can be good.  If I have ever tried to draw at 

home, something happens where even though I have virtually unlimited time, because I 

could be doing anything with my time and I could finish anytime, I rush the drawing and 

it ends up bad.  This is why I thought I was bad at drawing.  See figure 205 as an example 

of a pencil and charcoal drawing I am very proud of (fig. 205). 
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 I have come to some conclusions about what media I like to use.  Pencil drawings 

are my favorite, as well as colored pencil.  I like grayscale markers, I do not mind 

charcoal, and I really do not like painting that much.  The type of paint we used in class 

was acrylic-gouache, but the type of paint did not have much to do with the reason why.  

The big reason is because, I know I am perfectionist in many ways, and it is near 

impossible for me to get a lot of things perfect in a painting.   

 The portion of the class I liked more was the second semester, which was based 

only on digital renderings and techniques.  We learned how to use Adobe Photoshop and 

a few other programs.  See figure 206 for a Photoshop project (fig. 206).  Because of my 

focus on lighting, and the comparative ease in rendering lighting digitally over physically, 

I was especially interested in learning and practicing these new digital skills.  Renderings 

of lighting designs, and other design areas as well, are an essential in the design process, 

especially now in our world of virtual collaboration.   
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CHAPTER 5 

TEACHING LIGHTING DESIGN I 

 During my final semester here at Temple, I have been able to teach my very own 

section of Lighting I for undergrad.  It is a completely new experience for me, and I am 

still learning every day, but it is very rewarding.  Not only am I able to spark a new 

interest in young designers, but I am also really solidifying what I already know.  

Teaching is helping me to become the best version of myself as a designer that I have 

been.  I am taking everything that I have learned and reflected on so far in graduate 

school, and creating what I think is a great first impression of lighting to new designers. 

 Due to the combination of; this is my first time teaching a class, and also I never 

actually had a lighting design class before graduate school, I used the main course 

structure from the professor who normally teaches the class, Shon Causer.  But, I took 

liberties to make it my own as well.  I am a unique designer with special touches in how I 

design, that I think will do my students wonders as designers of lighting and otherwise.  

The biggest takeaway I want my students to have from my class is how to think about 

designing, lighting, and concepts, with the descriptive and emotional language that I have 

been focused on.   

 I want them to be able to describe a look or a feeling, or an idea or concept, in 

more than just brightness or color, but really focus in on how it makes them feel, what 

does it or should it invoke?  Be able to describe why they like something, in more words 
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than just, “because I liked it.”  That, to me, is a fake, cheap answer, and does not tell me 

anything about the show.   

 The class had an interesting start to planning.  I expected at least ten students, 

because that is the normal limit to students for this specific class, and also a waitlist is to 

be expected as well.  I had a plan for the class to be hybrid, where half of the class would 

come in to campus on Mondays, and the other half on Wednesdays, to keep numbers of 

students down; basically I would be teaching the same thing twice to the two sections of 

students.  In addition to that, I planned to record the lectures and post them online, as well 

as the quizzes, so that all of that portion of the class could be done online, and the 

projects would be focused on in person.  It was a pretty good plan, and I even told the 

head of the theatre department, Fred Duer, that I would be able to handle up to twelve 

students, rather than just ten, so that even more students could start their interest in 

lighting.   

 My plan had to change when, moving closer and closer to the beginning of the 

semester, only two students had signed up.  I kept waiting for more to add the class last 

minute, but that never happened.  The final number of students to add my class is two, 

and that is a big change from what I had expected, and also I felt I required a change in 

how I was going to teach the class.  Teaching in person, in my opinion, is always a better 

learning environment, especially for a form of art as hands-on as theatrical lighting 

design.  If I was able to teach in person for this low number of students, I wanted to do 
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that.  I asked, and was granted permission, so I thought through the class again and 

formatted the class to be fully in person. 

 I followed the schedule from Causer, so there was a weekly lecture and associated 

quiz for the first half of the class, and a midterm exam.  Following that, the class shifted 

to be project based, with three main projects, called “Light a Haiku,” “Bread,” and 

“Shadow Box.”  Drawing on elements from the lectures, they were to design specific 

cues for each of these projects. 

 The lectures went fairly well, although I would not say I am good at public 

speaking by any means yet.  It did help a huge amount that the lectures have been for two 

students, rather than six or twelve.  When I go up to speak in public or give a lecture, my 

brain just goes blank when I try to speak.  I know this about myself, so I had to plan for 

that.  Prepare enough so that I had notes to look back to if and when my brain goes silent.  

I see many experienced teachers or professors who can just talk for the entire class period 

about the subject, and even could keep going after that.  There seems to be an endless 

stream of information that they can just organize and speak without a problem.  I hope I 

can learn this skill eventually, but right now I am not there.  I basically wrote out a script 

for myself for each lecture.  I allowed myself to look up and be engaged when my brain 

went along, but it was right there for me to jump back to when I needed it.  For myself it 

was essential to teaching the subject matter successfully.   

 I also tried my best to keep the powerpoint presentations from being boring and 

full of sentences and reading word for word.  That is a pet peeve of mine, but also a 
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downfall at the same time.  I would rather see bullet points that I can quickly follow 

along with, while I am given the information about the bullet points.  Also essential 

information in the case of students writing down notes.  But, because full sentences are 

such a pet peeve of mine, I tend to over simplify the slides.  Then, if I do not have notes 

and I go to present, all I have are the simple bullet points to remind myself of what I am 

trying to say.  It has been so helpful to realize this about myself and force myself to add a 

bit more information to slides, and also force myself to make the notes or write the script 

to speak during the lecture. 

 The goal of my lectures and quizzes is to have the students generally remember 

everything.  I do not want them to try and remember every single thing down to the 

detail, and stress about knowing it all.  To handle this, they take their own notes on the 

lectures, but then I have a short quiz with around four questions, all taken directly from 

the script I have for myself.  I pick and choose some questions that I know were covered, 

but might not always be the biggest points from the lecture.  I also do not want the class 

to be stressful, because learning an art form can be very hard.  So to help with that, I 

added a point of extra credit to each quiz, so that they had a chance to redeem themselves 

if they happened to not know an answer.  It may have made the class too easy, and I 

realize that, and am reflecting on it.  As of writing this thesis, the class is still happening. 

 “Light a Haiku,” is a project where the students are given a haiku, and they fully 

analyze it, come up with a design concept and research images, create a cue sheet with a 

cue for each of the haiku lines, and finally focus lights and program the cues in the light 
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board in the classroom.  It is a great start to the project section of the class because these 

haikus can be interpreted in such different ways, but also they are short and easily 

digestible at the same time; they are not too overwhelming.  It is also easiest to start with 

in terms of creating cues, because the number of cues is basically given from the start.  

There are three lines in the haiku, so that means three cues.  At this point they do not have 

to worry about analyzing as deep as deciding where the lighting changes should go or 

need to go.  They can focus on what goes into the cues for this first project, and then by 

the next project we can add that element back in. 

 The second project is called “Bread.”  It is actually the title of a short script that is 

two pages long.  Again, it is still on the easily digestible side of things compared to a full 

script.  Only two pages, and it is jam packed with imagery and descriptors for the scene, 

mood, and lighting.  It is also just a really weird script in general, so interpretations can 

go many directions.  This is actually my favorite part of watching these projects, how 

different even just two students can go in their concepts and designs for the same script.  

The assignment for “Bread,” is just the same as the haiku project; analyze the script, 

come up with a concept and design, present it to us, and then focus and program the 

lights for the final presentation of the project. 

 The third and final project in the class is a full length script called “Shadow Box.”  

It deals with three different families in three different cabins, and allows for creating 

moods and worlds onstage that look different from the others.  There is plenty to play 

with in the script to design with and to pull ideas from.  The subject matter is fairly dark 
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and deals with sickness and death, and includes “interview” scenes that are separate from 

the three cabins.   

 This time the project assignment is to do all the same designing and coming up 

with concepts, and also to do all the paperwork we have learned about in the class.  This 

time though, the show is not set on Randall stage, but rather, in a generic proscenium 

stage.  Instead of using the rep plot of lights from Randall like they have for the other two 

projects, they actually have to look at the new theater space and design a plot of their 

own.  Because of this, the physical focusing and programming portion from the other 

projects is not an element of this one.  They do have to turn in a completed light plot, cue 

sheet, channel hookup, instrument schedule, magic sheet, and color keys.  It is plenty of 

work for them to complete 

 There have been some challenges to how this semester has gone, one of which is 

that the class took place in Randall Theatre, rather than in the Light Lab in the basement.  

The biggest reason that this is a challenge is because both of my students started the class 

with a fear of heights, and that would have been much smaller of an issue if the class 

were in the Light Lab.  We worked on it through the first few weeks of class, and now 

both of them are able to climb the ladder high enough to hang lights at the grid, but I can 

tell they are still a little hesitant.  I am very proud of them for being able to work through 

it that quickly, but also I am not sure how I would have worked with them if they were 

actually unable to climb the ladder.  A big portion of the class depends on focusing lights 

the space, and it just so happens that this is the first time that the class is in this type of 
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space.  I think I would either try and get the class moved back to the Light Lab, or edit 

the class in some way to work in the bigger space.   

 Another challenge I have faced is handling all the COVID precautions that were 

set in place.  It definitely could have been harder with more students, so in that sense I am 

grateful for the amount of students I had, but it was still a challenge in some ways.  

Mainly, because a big part of lighting is physically hanging and focusing the lights, and it 

is very easy to get close to each other when doing that.  It is easy to pay attention to that 

with just the three of us in the room, but still is something to constantly keep in mind, 

especially on non-lecture days. 

 Other precautions we have to take is the fact that each student in my class, and 

each student in the Lighting Design II class, had to use the light board, and that would be 

a surface that could easily spread the virus from person to person.  We set some rules in 

place to combat this, and at the time of writing, they have been successful.  To be able to 

use or touch the light board, gloves must be worn, and then disposed of at the end of class 

or the cueing time.  In addition, after the light board is done being used, it must be wiped 

down with sanitization wipes and allowed to dry.   

 As we are coming to the end of the semester, the last day of the class being the 

exact day that this thesis paper is due, I am leaving the experience proud and hopeful.  I 

can see the change in my two students from the beginning to now.  I am positive they 

have learned a lot, and I have gotten them to think about lighting as an art form.  They 

can notice things that work and things that do not about a production.  They learned the 
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technical side of lighting, instruments, programs, but also the nontechnical side that it 

also requires, to create the art of the world around a story.  I definitely hope they continue 

to be interested in lighting. 
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CHAPTER 6 

ADAPTABILITY IN THE TIMES OF COVID 

 COVID has changed a lot about my experience at school.  Two and a half of my 

six semesters have been online, and I have been unable to design lighting for theater in 

the way that has become my passion.  But I have learned a lot about myself and 

collaboration that I do not think I would have learned otherwise.  I would sum it up in 

one word; adaptability.  I very quickly realized that decisions were being made very 

rapidly, out of safety for the people involved, and when we were told to pivot, it would 

not be the last pivot.  Our program, our designs, our projects, have all pivoted and 

changed form numerous times, usually unexpectedly.  The easiest way to get through it 

was to be able to adapt, and say, “Okay.  This is happening now, there is no changing that, 

there is no use complaining about it, so what can I do now?  What can I do to continue to 

try and make this the best it can be, given the new circumstances?”   

 I also kept in mind that this change is happening for everybody, not just to me.  

Everyone is dealing with changes and frustrations, so another main goal I set for myself 

was to always try and be in my best mood.  I know that everyone is just trying their best 

to keep going, and not in the most ideal of situations, so having grace and forgiveness for 

others is a must for me.   

 I had to confront my perfectionism head-on as well when the pandemic started.  I 

know very well that I struggle with it, so normally I just keep that knowledge in the back 

of my mind and adjust how I am acting a little, based on that.  After the start of the 
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pandemic, and there were many more things that were out of my control, I really had to 

start learning to just let go a little.  There were moments with some of the actors, in their 

homes on Zoom, where I wanted a certain look, which required a ring light to be moved a 

certain way, and some could do that, but others just said, “I can’t move it like that.”  In 

those moments, all I could do was say, “Alright then, it looks good how it is.”  There was 

no use stressing over it, because there was nothing to be done. 

 Another way that I had to be adaptable was in the design process, for our shows 

that changed to be online or recorded.  At the beginning of the pandemic, shows at 

Temple moved exclusively to Zoom, and were still performed or streamed live.  

Obviously there was no element of lighting design that I can do that I was used to.  The 

first few shows, I had to design like I ended up doing for The Country Wife.  The design 

was based on floor or desk lamps that the actors may or may not have had.  Designs were 

more on the subtle side.  I was brand new at this for a few reasons; I had never designed 

through a screen, never used lamps, and never needed actors to position the lamps one by 

one while the rest of the cast waited.  All of these things I struggled with, more-so at the 

beginning but still fully throughout until now at the time of writing.   

 It got a little better with the addition of the LED ring lights, because this allowed 

all of the actors to have the same type and intensity of lights, and in the case of the actors 

who had no lamps, this allowed them to have lights in the first place.  Using lighting gel 

that was mailed to each actor, as well as Scotch Tape, the actors could color their ring 

lights according to the lighting design.  From there I asked them to slightly move the ring 
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lights to get a better angle, and either slide it closer or farther, or change the intensity of 

the light itself.  It occasionally proved to be challenging to get the actors to make these 

changes quickly, but once again, we are all trying our best, so I forced myself to gain 

some patience. 

 In my opinion, COVID has changed the world of theatre forever.  We might get 

back to how it used to be in some ways, but it will never be the same.  We have this new 

form that is not exactly theater, and is not film, but is something between.  It is a new and 

valid form of performance art, especially now, and it is the best that we have right now.  

Temple University has taught me so much about what I love to do, and has grown my 

passion even more.  I would not trade my knowledge, skills, or experiences for anything. 
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