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	   The	   purpose	   of	   this	   thesis	   is	   to	   provide	   research,	   supporting	   paperwork,	   production	  

photographs,	  and	  other	  sundry	  materials	  that	  document	  the	  scenic	  design	  for	  the	  co-‐production	  

between	   the	   University	   of	   Maryland	   -‐	   College	   Park,	   Department	   of	   Theatre,	   Dance	   and	  

Performance	  Studies	  and	  the	  Georgetown	  University,	  Department	  of	  Theatre	  titled	  A	  Child	  Shall	  

Them:	   The	   Making	   of	   The	   Night	   of	   The	   Hunter.	   This	   thesis	   contains	   the	   following:	   research	  

images	   collected	   to	   develop	   and	   communicate	   ideas	   about	   location,	   shapes,	   forms,	   texture,	  

scale,	   mood,	   and	   historical	   reference	   to	   the	   production	   team;	   preliminary	   sketches	   and	  

photographs	  of	  the	  1/4"	  scale	  model,	  visual	  tools	  used	  to	  convey	  the	  ideas	  of	  the	  scenic	  design;	  

a	   full	   set	  of	  drafting	  plates	  and	  paint	  elevations	  used	   to	  communicate	   the	   look	  of	  each	  scenic	  

element	   to	   the	   technical	   director	   and	   paint	   charge;	   a	   unit	   list	   providing	   detailed	   information	  

about	  each	  element	  of	  the	  scenic	  design;	  a	  props	  list	  detailing	  each	  prop	  used	  in	  the	  production;	  

prop/paint	  research	   images,	  used	  to	  visually	  support	   the	   information	   in	  the	  unit	  and	  prop	   list;	  

and	  additional	   ground	  plans	  and	  paperwork	  generated	  during	   the	   rehearsal	  process.	   	  Archival	  

production	  photographs	  are	  included	  as	  documentation	  of	  the	  completed	  design.	  
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CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  

1.1:	  DESIGN	  CONCEPTULIZATION	  
	  

	   A	  CHILD	  SHALL	  LEAD	  THEM:	  THE	  MAKING	  OF	  THE	  NIGHT	  OF	  THE	  HUNTER	  presented	  a	  

unique	  set	  of	  challenges	  for	  a	  designer,	  which	  I	  have	  hitherto	  never	  encountered.	  The	  first	  and	  

largest	  of	  these	  challenges	  was	  the	  simple	  fact	  that	  there	  was	  no	  script.	  The	  basis	  for	  much	  of	  

what	  a	  designer	  chooses	  is	  found	  in	  the	  written	  word	  of	  the	  play,	  and	  the	  rest	  generates	  from	  

the	  abstract	  or	   emotional	   ideas	   that	   those	  words	   communicate.	   Those	  words,	   however,	  were	  

not	  present.	   In	   their	   stead	  we	  had	  our	  director	  and	  writer,	  Derek	  Goldman,	  his	   ideas,	   and	  his	  

resource	  materials.	  The	  idea	  was	  an	  ambitious	  one:	  to	  make	  a	  play	  about	  the	  making	  of	  a	  film	  

that	  was	  adapted	  from	  a	  book.	  The	  film	  and	  book,	  of	  the	  same	  name	  The	  Night	  of	  the	  Hunter,	  

were	  the	  two	  main	  resources	  we	  had	  to	  draw	  from.	   In	  addition,	   there	  were	  various	  texts	   that	  

had	  been	  written	  about	  this	  particular	  movie,	  as	  well	  as	  the	  original	  screenplay	  written	  by	  James	  

Agee.	  With	  the	  wealth	  of	  material	  and	  information	  available	  the	  hardest	  challenge	  became	  how	  

to	   narrow	   down	   to	   a	   specific	   idea.	   After	   many	   meetings	   with	   Derek	   and	   the	   rest	   of	   the	  

production	  team	  a	  common	  thread	  emerged:	  the	  concept	  of	  dichotomy.	  Good	  versus	  Evil,	  love	  

versus	   hate,	   innocence	   and	   corruption;	   this	   dualistic	   and	   somewhat	  over	   simplification	  of	   the	  

world	  became	  the	  inroads	  to	  an	  idea.	  	  

	   The	  story	  about	  a	  small	  innocent	  boy	  and	  his	  sister	  being	  hunted	  by	  a	  sadistic	  con	  artist	  

preacher	  only	  to	  find	  refuge	  in	  the	  arms	  of	  an	  old	  farm	  woman	  seemed	  to	  play	  well	  on	  this	  idea	  

of	  opposites.	  Since	  the	  play	  was	  about	  making	  a	  film	  we	  knew	  there	  would	  be	  moments	  where	  

we	  would	  live	  in	  between	  the	  outer	  frame	  of	  the	  world	  of	  the	  film	  shoot	  and	  the	  inner	  frame	  of	  

the	   story	  about	  a	  boy	  and	  his	   sister.	  Another	  major	   challenge	  arises	  when	   trying	   to	   restage	  a	  

film,	  and	  that	  is	  simply	  a	  matter	  of	  scale.	  We	  cannot	  shoot	  on	  location	  like	  film,	  we	  do	  not	  have	  

the	  budget	  or	  equipment	  at	  our	  disposal	  as	  do	  films,	  even	  films	  of	  that	  era.	  	  My	  focus	  was	  how	  
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to	  create	  the	  feeling	  of	  a	  film	  shoot	  and	  give	  as	  many	  options	  as	  possible	  to	  the	  director	  without	  

betraying	  the	  integrity	  of	  the	  ideas	  involved.	  	  As	  I	  watched	  the	  movie	  countless	  times	  to	  analyze	  

it	  for	  various	  references	  I	  became	  aware	  that	  the	  style	  and	  the	  ideas	  of	  the	  film	  itself	  should	  be	  

reinterpreted	   for	   our	   use.	   In	   an	   interview	  with	   the	   cinematographer,	   Stanley	   Cortez,	   he	   said,	  

"There	  are	  times	  when	  nature	   is	  dull,	  change	   it."	   	  This	  summarized	  the	  approach	  of	  the	  artists	  

involved	  with	  making	  of	  the	  film,	  and	  became	  the	  license	  for	  the	  design	  to	  do	  the	  same.	  The	  set	  

would	  become	  a	  heightened,	  or	  fairytale	  reality,	  the	  way	  the	  world	  looks	  through	  the	  eyes	  of	  a	  

young	   child,	   a	   wondrous	   dream	   full	   of	   danger	   and	   imagination,	   where	   adults	   play	   as	   little	  

children	  do	  at	  make	  believe	  and	  foolery.	  	  

	   We	  start	  with	  a	  film	  studio,	  a	  large	  empty	  space,	  full	  of	  all	  the	  dreams	  and	  possibilities	  it	  

might	  hold.	  In	  this	  void	  danger	  is	  still	  lurking	  like	  the	  circling	  gar	  overhead.	  The	  giant	  false	  grid	  of	  

studio	  lights	  hangs	  in	  a	  broken	  slant,	  a	  nod	  to	  the	  danger	  of	  the	  world	  and	  also	  the	  fact	  that	  the	  

film	  was	  considered	  broken	  and	  a	  failure	  in	  its	  time;	  the	  cutting	  shape	  also	  harkens	  to	  the	  direct	  

voices	  of	  the	  German	  expressionism	  that	  the	  film	  uses.	  	  The	  giant	  studio	  doors	  diminish	  people	  

to	  youthful	  proportions	  and	  give	  a	  sense	  of	  magic	  to	  the	  world,	  as	  we	  peer	  through	  their	  frames	  

we	  see,	   though	  not	  always	  clearly,	   like	   looking	   though	  a	   reflection	  on	  a	  dirty	  mirror.	  The	  ever	  

present	  idea	  of	  the	  river	  as	  the	  source	  of	  both	  good	  and	  bad	  is	  pulled	  into	  the	  fanciful	  world	  of	  

the	  studio	  by	  the	  graphic	  stylization	  of	  the	  planks	  on	  the	  floor,	  a	  river	  of	  living	  wood	  in	  the	  midst	  

of	  cold	  hard	  concrete.	  The	  world	  is	  drained	  of	  its	  color,	  not	  devoid	  of	  life,	  but	  in	  homage	  to	  its	  

monochrome	  predecessor,	  and	  the	  color	  compresses	  until	   it	   is	  only	  the	  push	  of	  the	  cool	  grays	  

against	  the	  warm.	  In	  this	  way,	  any	  time	  the	  red	  of	  an	  apple	  or	  the	  blush	  of	  a	  cheek	  is	  present	  it	  

will	   help	   to	   pull	   the	   audience's	   focus	   to	   that	  which	  we	   determine	   to	   be	  most	   important,	   the	  

actors.	  The	  world	  is	  populated	  like	  a	  child's	  toy	  room,	  with	  parts	  of	  film	  set,	  cameras	  and	  lights,	  

stacked	  and	  buried,	  busting	  at	  the	  seams	  with	  all	  the	  things	  that	  they	  might	  be	  or	  may	  be	  used	  
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for.	  Inventiveness	  is	  a	  hallmark	  of	  a	  child's	  imagination,	  we	  do	  not	  need	  a	  car	  just	  something	  to	  

sit	   on	   and	   a	  wheel.	   A	   bed	   can	   become	   a	   boat,	   a	   counter	   becomes	   a	  wharf,	   stairs	   leading	   to	  

nowhere	   can	   take	   us	   anywhere.	   This	   conceit	   of	   a	   child's	   imagination	  becomes	   the	  motivating	  

force	   behind	   the	   choices	   of	  which	   elements	  we	   need	   from	   the	  movie	   for	   the	   play	   and	  which	  

ones	  we	  do	  not.	  	  

	   The	   integration	   of	   the	   other	   design	   disciplines	   led	   to	   a	   blending	   between	   projections	  

design	  and	  scenic	  design.	  We	  determined	  that	  as	  the	  children's	  lives	  were	  ever	  more	  threatened	  

by	  chaos	  and	  change	  from	  the	  evil	  of	  Preacher	  exemplified	  both	  in	  the	  tricks	  of	  the	  technology,	  

and	  in	  the	  amount	  of	  chaos	  on	  the	  set.	  We	  would	  begin	  to	  pull	  away	  from	  the	  spectacle	  and	  the	  

experiment	  and	   find	  safety	  and	   rest	  as	  Rachel	  Cooper	  saves	  not	  only	   the	  children,	  but	  us,	   the	  

viewer,	  as	  well.	  It	  is	  in	  this	  rest	  that	  the	  blending	  between	  inner	  frame	  and	  outer	  frame	  becomes	  

complete;	   instead	   of	   two	   forces	   fighting	   for	   control	   and	   power,	   the	   world	   is	   unified	   both	   in	  

storytelling	  and	  in	  design.	  	  

	   A	   CHILD	   SHALL	   LEAD	   THEM:	   THE	  MAKING	  OF	   THE	  NIGHT	  OF	   THE	  HUNTER	   is	   a	   child's	  

dream;	   full	   of	   fear	   and	   wonder,	   being	   neither	   good	   nor	   bad,	   but	   innocent;	   and	   therefore	  

possessing	  the	  capability	  of	  both.	  Like	  a	  parent	  watching	  a	  sleeping	  child	  the	  question	  is,	  which	  

will	  it	  be?	  
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	   The	   process	   of	   starting	   to	   interpret	   the	   world	   that	   the	   inspirational	   images	   and	   the	  

conversations	  I	  was	  having	  with	  the	  director,	  pushed	  me	  into	  an	  exploratory	  methodology	  that	  

varied	  greatly	  from	  my	  normal	  procedures.	  Instead	  of	  a	  classic	  scene	  breakdown	  leading	  me	  to	  

sketching	  or	  rendering	  specific	  moments	  or	  settings,	  a	  more	  broad	  and	  gestural	  sketching	  was	  

employed	  since	  there	  was	  still	  no	  sure	  knowledge	  as	  to	  which	  parts	  of	   the	  movie	  we	  were,	  or	  

were	  not	  going	  to	  do.	  I	  instead	  focused	  my	  energies	  on	  the	  environment	  or	  “the	  box”	  that	  would	  

hold	  the	  play,	  trying	  to	  keep	  as	  much	  of	  an	  open	  an	  environment	  as	  possible;	  thus	  allowing	  for	  

the	  exploration	  that	  would	  inevitably	  come	  long	  after	  the	  set	  was	  designated	  to	  be	  finished.	  This	  

fact,	   combined	  with	   the	  particular	   challenges	  of	   the	   spatial	   relationships	  of	   the	  people	   verses	  

the	  setting,	  moved	  me	  to	  develop	  and	  work	  in	  a	  scale	  modeling	  quicker	  than	  I	  might	  otherwise	  

have.	  I	  explored	  more	  options	  in	  a	  purely	  sculptural	  and	  visceral	  way	  rather	  than	  an	  analytic	  and	  

hand	  drawn	  approach.	  	  

After	  coming	  to	  a	  level	  of	  satisfaction	  with	  the	  direction	  that	  the	  set	  was	  shaping	  out	  to	  

be	  I	  produced	  a	  series	  of	  staged	  shots	  with	  the	  neutral	  model	  that	  I	  could	  then	  send	  out	  to	  the	  

creative	  team,	  which	  was	  at	  this	  point	  scattered	  up	  and	  down	  the	  eastern	  seaboard,	  to	  facilitate	  

a	  more	  concrete	  discussion	  of	  possibilities	  and	  aesthetics.	  The	  point	  of	  these	  shots	  was	  not	  to	  

give	   explicit	   ideas	   but	   rather	   suggestions	   of	   how	   elements	   could	   move	   and	   repurpose	  

themselves	  with	  a	  little	  imagination	  and	  child	  like	  creativity.	  My	  hope	  was	  this	  idea	  would	  allow	  

us	  to	  hold	  to	  our	  concept	  that	  the	  line	  between	  the	  outer	  frame	  of	  the	  world	  of	  the	  filming	  and	  

inner	  world	  of	   the	  movie	   could	  blur	   and	  move	   the	  audience	   into	   and	  out	  of	   said	   realms	  with	  

relative	  ease	  and	  impunity.	  



	  

	  
	  

20	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  



	  

	  
	  

21	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  



	  

	  
	  

22	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  



	  

	  
	  

23	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  
	  

	  
	  
	  

	  
	  
	  
	  



	  

	  
	  

24	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  
	  
	  

	  
	  



	  

	  
	  

25	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  
	  
	  

	  
	  



	  

	  
	  

26	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  
	  
	  

	  
	  



	  

	  
	  

27	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  
	  
	  

	  
	  



	  

	  
	  

28	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  
	  
	  

	  
	  



	  

	  
	  

29	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.4:	  PRELIMINARY	  SKETCHES	  AND	  COLOR	  NEUTRAL	  MODEL	  

	  

	  
	  
	  

	  
	  



	  

	  
	  

30	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.5:	  DESIGN	  REVISIONS	  AND	  COLOR	  CHOICES	  

	  

	  
	  
	  

	  
	  



	  

	  
	  

31	  

CHAPTER	  1:	  THE	  PRE-‐PRODUCTION	  DESIGN	  PROCESS	  
1.5:	  DESIGN	  REVISIONS	  AND	  COLOR	  CHOICES	  

	  

	  
	  

	  

	  

	  

	  

	  

	  

	  

	  



	  

	  
	  

32	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.1:	  PHOTOGRAPHS	  OF	  1/4"	  SCALE	  MODEL	  COMPLETED	  

	  

	  	  
	  



	  

	  
	  

33	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.1:	  PHOTOGRAPHS	  OF	  1/4"	  SCALE	  MODEL	  COMPLETED	  

	  

	  

	  



	  

	  
	  

34	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.1:	  PHOTOGRAPHS	  OF	  1/4"	  SCALE	  MODEL	  COMPLETED	  

	  
	  

	  
	  



	  

	  
	  

35	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.1:	  PHOTOGRAPHS	  OF	  1/4"	  SCALE	  MODEL	  COMPLETED	  

	  
	  

	  
	  



	  

	  
	  

36	  

	  CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.1:	  PHOTOGRAPHS	  OF	  1/4"	  SCALE	  MODEL	  COMPLETED	  

	  

	  

	  
	  



	  

	  
	  

37	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.2:	  DRAFTING	  PLATES	  

	  



	  

	  
	  

38	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.2:	  DRAFTING	  PLATES	  

	  



	  

	  
	  

39	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.2:	  DRAFTING	  PLATES	  

	  



	  

	  
	  

40	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.2:	  DRAFTING	  PLATES	  

	  



	  

	  
	  

41	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.2:	  DRAFTING	  PLATES	  

	  



	  

	  
	  

42	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.2:	  DRAFTING	  PLATES	  

	  



	  

	  
	  

43	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.3:	  PAINTERS	  ELEVATIONS	  

	  

	  
	  



	  

	  
	  

44	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.3:	  PAINTERS	  ELEVATIONS	  

	  



	  

	  
	  

45	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.3:	  PAINTERS	  ELEVATIONS	  

	  



	  

	  
	  

46	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.3:	  PAINTERS	  ELEVATIONS	  

	  



	  

	  
	  

47	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.3:	  PAINTERS	  ELEVATIONS	  

	  

	  



	  

	  
	  

48	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.4:	  SCENIC	  UNIT	  LIST	  	  

	  



	  

	  
	  

49	  

	  CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.4:	  SCENIC	  UNIT	  LIST	  	  

	  



	  

	  
	  

50	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.4:	  SCENIC	  UNIT	  LIST	  	  

	  



	  

	  
	  

51	  

CHAPTER	  2:	  THE	  PRODUCTION	  PROCESS	  
2.4:	  SCENIC	  UNIT	  LIST	  	  

	  



	  

	  
	  

52	  

CHAPTER	  3:	  THE	  PRODUCTION	  PROPERTIES	  
3.1:	  PROPERTIES	  LIST	  AND	  BREAKDOWN	  

	  

A	  brief	  note	  on	  the	  functionality	  and	  usage	  of	  the	  following	  document:	  

The	  properties	  list	  and	  piece	  breakdown	  was	  a	  living	  document	  that	  fluctuated	  

given	  what	  the	  script	  needs	  called	  for,	  and	  the	  design	  required	  for	  dressing	  and	  

the	  needs	  discovered	  during	  the	  rehearsal	  process.	  This	  list	  and	  the	  subsequent	  

pages	   reflect	   an	   organizational	   system	   that	   would	   allow	   for	   the	   addition	   and	  

subtraction	  of	  props	  without	  a	  need	  to	  reorder	  the	  entire	  list	  of	  the	  properties	  

for	  a	  show.	  The	  column	  labeled	  “Prop	  Number”	  correlates	  the	  page	  number	  of	  

the	  images	  that	  follow.	  Thus,	   if	   	  a	  person	  wanted	  to	  know	  what	  style	  of	  movie	  

camera	  the	  designer	  had	  chosen	  for	  aesthetic	  reasons	  they	  would	  look	  and	  see	  

it	  is	  labeled	  prop	  number	  10	  and	  then	  turn	  to	  page	  number	  ten	  in	  the	  reference	  

guide.	  	  

A	  Child	   Shall	   Lead	   Them	   demanded	   a	  massive	   amount	   of	   flexibility	   on	  

behalf	  of	  the	  shops	  crafting	  the	   items.	  The	  nature	  of	  not	  knowing	  which	  props	  

would	  be	  needed	  in	  which	  quantities	  until	  such	  a	  late	  date	  dictated	  that	  fortune	  

favors	  the	  prepared,	  and	  as	  a	  result	  countless	  props	  were	  fabricated,	  purchased	  

or	  provided	   that	   inevitably	  never	  made	   it	  on	   to	   the	   stage.	  The	  document	   that	  

follows	  shows	  the	  list	  where	  it	  stood	  as	  of	  a	  month	  prior	  to	  opening,	  the	  point	  at	  

which	  responsibility	  for	  tracking	  the	  changes	  left	  the	  designers	  control	  and	  was	  

over	   seen	   by	   stage	   management.	   All	   aesthetic	   choices	   still	   remained	   the	  

purview	  of	  the	  designer,	  throughout	  the	  rehearsal	  process.	  
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A	   Child	   Shall	   Lead	   Them	   became	   a	   mammoth	   undertaking	   in	   almost	  

every	   respect,	  but	  especially	  as	   far	  as	   staging	  was	  concerned.	  When	   the	  script	  

arrived	   I	   quickly	   realized	   that	   the	   amount	   of	   scene	   changes	   was	   dramatically	  

higher	   than	   originally	   estimated	   (raising	   from	   twenty	   or	   so	   to	   over	   sixty),	   and	  

that	   the	   focus	   of	   the	   project	   had	   shifted	   from	   being	   outer	   frame	   centric	   to	  

becoming	  inner	  frame	  centric.	  As	  a	  scenic	  designer	  I	  have	  done	  scene-‐by-‐scene	  

breakdowns	   before,	   but	   never	   once	   a	   show	   had	   started	   rehearsing.	   All	   pre-‐

planned	   storyboarding	  and	   setups	  and	  been	   rendered	  moot	  by	   the	  new	  script	  

and	   we	   were	   faced	   with	   developing	   the	   flow	   of	   the	   show	   in	   the	   rehearsal	  

process.	  For	  an	  average	  show	  that	  would	  have	  been	  difficult,	  so	  combined	  with	  

the	  fact	  that	  A	  Child	  Shall	  Lead	  Them	  was	  not	  average,	  but	  rather	  an	  ambitious	  

experiment	  in	  the	  melding	  of	  live	  theatre,	  film,	  and	  multi-‐media	  experience	  and	  

this	  challenge	  becomes	  colossal.	  	  

The	  methodology	  of	  divide	  and	  conquer	  became	  the	  mode	  by	  which	  the	  

piece	  was	  tackled,	  scene	  by	  scene.	  As	  the	  scenic	  designer	  I	  became	  responsible	  

for	  not	  only	  helping	  to	  set	  up	  the	  stage	  picture,	  but	   to	  stage	  how	  it	  came	   into	  

and	   out	   of	   position	   in	   the	   transitions,	   and	   tracking	   those	   movements;	   a	  

responsibility	   generally	   reserved	   for	   stage	   management	   and	   directors.	   This	  

active	  collaboration	  of	  the	  elements	  also	  found	  myself	  and	  Jared	  Mezzochi,	  the	  

projections	  designer,	  working	  in	  tandem	  as	  a	  sort	  of	  staging	  coach	  and	  assistant	  

director	   with	   Derek	   Goldman.	   The	   entire	   experience	   became	   a	   meta-‐theatre	  

one,	  which	  echoed	  the	  historical	  atmosphere	  of	  the	  filming	  of	  The	  Night	  of	  The	  
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Hunter.	   At	   some	   points	   the	   comparison	   between	   the	   relationship	   of	   Charles	  

Laughton	  and	  Stanley	  Cortez	  became	  an	  apt	  parallel	  of	  the	  relationship	  between	  

Derek,	  Jared,	  and	  myself.	  The	  story	  of	  Laughton	  approaching	  Cortez	  and	  asking,	  

“What	   are	   you	   planning	   to	   do	   here	   Stanley?”	   only	   to	   be	   rebuffed	   by	   Cortez	  

saying,	   “None	   of	   your	   damn	   business	   Laughton.”	   Played	   out	   almost	   verbatim	  

more	  than	  once,	  it	  was	  without	  malice	  or	  challenge	  to	  the	  authority	  of	  the	  other	  

person,	   but	   more	   an	   honoring	   or	   deference	   to	   the	   strengths	   of	   the	   team;	   a	  

reliance	  on	  each	  other,	  and	  trust	  that	  the	  other	  person	  was	  in	  it	  to	  give	  their	  all	  

no	  matter	  what.	  That	  trust	  was	  absolutely	  paramount	  as	  the	  show	  was	  a	  line	  of	  

dominos,	  if	  one	  thing	  fell	  it	  would	  cascade	  throughout	  the	  entire	  production	  and	  

through	  all	  of	  the	  disciplines.	  

	   The	   following	   documents	   are	   the	   list	   breakdown	   of	   all	   the	   transitions	  

and	  who	  was	  responsible	  for	  which	  piece,	  followed	  by	  the	  series	  of	  ground	  plans	  

generated	  to	  document	  the	  resting	  position	  of	  the	  scenic	  elements.	  These	  two	  

documents	  were	  printed	  out	  and	  posted	  backstage	  as	  a	  guidebook	   for,	  actors,	  

run	  crew	  and	  stage	  management.	  	  
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