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CONCEPT STATEMENT 

 Clove explores the accountability of a community of students after the 

loss of one of their peers to suicide. The protagonist Sam Miller is a 

transgender student who suffers deeply from being ostracized by some of his 

peers and family.  Once Sam goes missing, the audiences views flashbacks that 

compile to form the loneliness Sam felt. As the community copes with the 

anger and grief of losing Sam, they come together in a final vigil celebrating 

Sam’s life. This vigil culminates in an ensemble performance of dance, music, 

and art that emanates hope for the Clove community.  

 A major inspiration in the design for Clove was the amount of reference 

to social media in the script. The students of Clove Hall rely on their image on 

social media for the validation of their own identity. They post immature selfies, 

poems about their connections with each other, and dark blog posts calling for 

help. I dreamt of a world for this design where the students have taken over 

their dorm and transformed it with their own self-expression. The 

interconnections of their different personalities cascade over the framework of 

their dorm. Within this, I used a collage of light box screens, that could 

transform into an oppressive and chaotic force as the students learn about the 

suicide of their fellow student,.  
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 From our first meeting, our director Paige Hernandez wanted the 

audience to have a response of ownership to Sam’s story. We wanted the 

audience to feel as if they were members of the dorm meetings within the play. 

Designing Clove, became an exercise in working with a immersive design idea 

that would allow transitions into many different locations and scenes.  The 

composition of the design had to allow for scenes to happen throughout the 

whole space, and not force scenes to be redundantly  blocked in one location. I 

used contemporary benches for audience seating, that followed the contour of 

pathways and intersections of acting areas within the world. 

 That design had to remain fluid. I focused on a collage aspect for the 

light box panels in the design, that would become a part of the dedication to 

Sam’s life at the end of the play. It was an exciting challenge of working with a 

world that could be chaotic and electrified during hip-hop dance sequences, 

as well as quiet and remorseful during Sam’s monologues.  

 Ultimately, I wanted the students of University of Maryland to see 

themselves and connect to the world we created onstage. I drew from seeing 

these same students sitting on window sills and in hallways on campus, and 

how they would connect with each other in these spaces. Since this play was 

devised from their experience, I remained attentive to the details that would 

make this specific to their own experience.  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CHAPTER ONE 

THE PRE-PRODUCTION PROCESS 

1.1 Initial Design Meeting 
  

 Before our first design meeting, Paige sent the design team an initial 

draft of the working script. This first draft was compiled from a devising 

workshop Paige had with students from the theatre department the previous 

spring semester. Paige shared with the design team that she was taken aback 

by the severity of issues which the student wanted to explore in the workshop: 

depression, anxiety, and suicide on campus. The first page of this draft (Figure 

1) included the goals, inspirations, and aspirations Paige had for the 

production.  

 She envisioned a devised work which would be the culmination of 

theatre, dance, spoken poetry, instrumental music, and visual art. Within these 

forms, the piece would follow the journey of a campus working through the 

loss of a fellow student, and reconnect with their artistic community. It was 

important for Paige that the work had a foundation of the hip-hop style, and 

that it would include both past and present references to hip-hop culture.  

 Paige used the term “take away” throughout the design process as 

another goal for the work. She wanted the audience to experience the story of 

what these students were working through on many emotional levels. It 
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became important that audience did not only engage with the show, but could 

interact with the world of the play pre and post performance. The audience, 

more specifically the students from this university, should feel as if they were 

another part of the community presented in the script. She wanted the 

audience to take ownership in what the stakes were in the work itself.  

 At our initial design meeting Paige described how she wanted the 

design to become another character itself. Each transition would become an 

artistic movement. The idea of Clove Hall would not be a realistic portrayal of a 

dorm, but an elevated, fantastical space, where the audience could experience 

the creative synergy of the characters. Audience could witness both the chaotic 

and solitary moments of the students world. We discussed how we would 

utilize bodies in space and movement as the visual vocabulary of going from 

different locations mentioned in the script, versus literal depictions of each 

locale.  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Figure 1



1.2 Research 

 I explored the university campus first hand as an initial avenue of 

research. I slowed down, and observed how the members of the campus 

community interacted with the physical space around them. Without getting 

stuck in details that could become literal, I recorded how students used 

window coves, hallways, and doorway as common spaces. I took note of the 

imagery surrounding them—the bombardment of campus graphics, posters, 

flyers, and screens. Through this research, I made the connection that so much 

of the world of these students was seen in and amongst a world of screens and 

frames. Most students had the faces buried within their phone messages, 

Instagram accounts, and laptops. The idea of how the characters of the play 

use social media for validation, communication, and self expression became an 

inspiration of mine.  

 I continued in my research by looking at how the use of line, shape, and 

light source could be used to make compositions within the design of the play 

(Figure 2). I was intrigued by how contemporary graffiti artists, such as Samuel 

Rodriquez (Figure 3), utilized the intersection of line within portraiture. I found 

more specific research in how students take over the dorm buildings they are 

assigned to: how their lived in spaces could become a collage of the life they 

inhabit (Figures 5-11).  
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Figure 2
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Figure 3 
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Figure 4 
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Figure 5 
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Figure 6 
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Figure 7 
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Figure 8 
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Figure 9 
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Figure 10 
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Figure 11 



1.3 Developing the Design: Part One 

 With presenting my research to Paige and the design team, I proposed 

an immersive configuration for the world of the play. I discussed my impulse to 

create a container of an abstracted, electrified space of a student common 

room, where the personality and energy of the characters could explode 

through the rectilinear, repetitive geometry normally found in that type of 

architecture. We talked through how we wanted the design to surround us, 

along with the idea that audience would be able to explore an inner and outer 

area to the design. Audience could interact and view instillations that could be 

found on the outer perimeter of the space. With confirmation from Paige to 

continue in this direction, I explored the relationship of space in the Kogod 

theatre through bash modeling and sketching. Taking inspiration from the 

intersecting line work in my research, I explored how the seating and acting 

areas could relate with each other in the design, and how frames and planes 

could begin to intersect. (Figures 12-13). Through sketching on top of photos 

of my bash model, I developed a gesture of monitors and light boxes that 

could cap the composition of the space and appear to be flowing out of a 

corner of the room. (Figures 14-15) 
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Figure 12 

Figure 13 
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Figure 14 

Figure 15 



1.4 Developing the Design: Part Two  

 I met with my mentor Daniel Conway and showed him my initial 

sketches. He approved the ideas within the design, and encouraged me to 

enhance the sculptural quality of the surrounding walls. He referred me to the 

work of Rowena Reed Kostellow, and how she composes with intersecting 

forms (Figure 16). From here I worked with a color neutral model to pursue a 

stronger idea of larger header elements in the space. These headers became 

light boxes above that would weigh against the performers in the space. 

(Figures 17-20) More development was also made on a possible deck 

treatment for the design. (Figure 21) This treatment would be a combination of 

tinted, polished concrete segments and a charcoal drawn, graffiti texture.  
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Figure 17 

Figure 18 
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Figure 19 

Figure 20 
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Figure 21 



1.5 Preliminary Design 

 I sat down with Paige and my color neutral model and fleshed out a few 

more details with the audience and actor spaces. Overall, she was thrilled with 

how the design in its initial stage was transforming the space, and allowing it to 

have a character of its own. We had a great discussion with our projection 

designer Paul Deziel about how projection could augment the emotional 

quality of the space for specific scenes. We were very interested in projection 

content that could represent flashbacks of memory as the characters would 

have recorded it on social media.  

 After our meeting, I photoshop rendered the moments that we talked 

through.  I explored how the design could have a range of emotional feeling: 

from a celebratory performance where the students would come together in 

the space (Figure 22), to moments where characters were isolated by the harsh 

gossip of their peers (Figure 23 and 26). One of our favorite renderings was 

Figure 25, where the students would first receive text messages and posts that 

their missing peer has committed suicide, and a bombardment of news reports 

and Facebook posts would infiltrate the world surrounding the actors and 

audience.   

 In these renderings, I was able to explore how I could achieve color 

depth in the design: I choose to use a combination of poly-gal translucent 
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panels, a grey/purple wall treatment, and a multitude of separate LED light box 

frames for the surround. This reflective surface would contrast with the earthy 

glow of custom designed, wooden benches that would have graffiti 

vandalization carved into them by the students. Practicals allowed me to 

suggest a variety of locations and feelings within each scene: string lights 

students would hang in their dorm rooms, sconces found at a campus sound 

studio, and hidden sources built into columns that became the emergency call 

towers outside on campus.    
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Figure 22 
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Figure 23 
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Figure 24 
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Figure 25 
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Figure 26 
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Figure 27 



 

1.6 Final Design and Color Model 

 After Dan and Paige approved my renderings, I built the color model for 

the final design presentation. Dan suggested a great idea for the ceiling 

element of the design: a curvilinear pipe that could hang underneath the 

sculpture of light boxes and monitors. On this pipe I hung pendant lights which 

Dylan could use to oscillate and track throughout the main playing space.  

 The color model provided a way for me to explore the amount and 

density of collage dressing I wanted in the design. It was important for me to 

have an assemblage quality to this design to heighten the ideas of identity, 

creative energy, and outspokenness of the characters.  A balance of negative 

space was key for me. I did not want the world of this design to feel constantly 

loud, but be able to transform depending on our shift of focus with practicals 

and lighting. I was able to incorporate small LED lights into the model pieces, 

to show how the light boxes would illuminate the space. (Figure 28) 
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Figure 27 

Figure 28 
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CHAPTER TWO 

THE PRODUCTION PROCESS 

2.1 The Drafting Packet 

 The next step in the design process was to create a full technical drafting 

packet of the completed design. The drafting packet would be used by the 

technical director, carpenters, painters, props master, and artisans to accurately 

translate the design to the Kogod as intended. Since the design involved many 

intersections of different scenic elements, double-sided walls, and translucent 

panels, it was imperative that I drafted each side of the design as one whole 

element, and provided detail drawings when necessary. Color coding the 

different surfaces and materials became a clear method of communication with 

my assistant technical director Michael Driggers. 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Figure 31 
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Figure 33 
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Figure 35 
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Figure 36 
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Figure 37 
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Figure 38 



2.2 Cost-Out and Budgeting 
  

 The cost out of the design revealed that I was over budget. Most of this 

overage came down to the sheer square footage of material, as well as the 

amount of LED tape needed for all of the light boxes. Mark Rapach, Dylan, and 

I worked through the design meticulously to find ways to save in material to get 

the idea of the design within budget. The design was revised to only have 

three main sides, with return walls at the end of the walls that would mask the 

backstage areas. I looked at ways to reuse black smoke plexi already in house 

for the translucent panels. I replaced a wallpaper specification for some of the 

columns in the design with a routed MDF panel design made in house, which 

became a stunning material to light in the design. (Figure 48)  Overall, we got 

the design within budget while maintaining the idea of the show.  
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Figure 41 
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Figure 42 
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Figure 43 
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Figure 44 
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Figure 45 
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Figure 46 
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2.3 Paint Elevations/Printing Elevations 

 I created two sets of paint elevations for this design, one before and one 

after cost-out, for our scenic charge artist Ann Chismar. She would use these 

elevation to interpret the scenic paint treatments and textures for the show. 

Shown below (Figures 49-50) are two different elevations for the custom 

benches which shifted in idea after cost out.  

 Since this show involved a sizable amount of printing on light box film, I 

also created elevations for all these prints. I sized up these images for the 

shops to send to the printer. Paul and I had a separate photoshoot in the 

middle of the production process to obtain imagery of the actors in the cast. I 

edited some of these images to be included in the printed graphics for the 

show.  
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Figure 49 
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Figure 50 
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Figure 51 
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Figure 53 
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Figure 54 
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Figure 55 
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Figure 56 
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2.4 The Properties List 

 The properties list is intended to communicate to the properties master 

what props are needed for the production, how many of each, and a small 

description each prop. In addition, some props may require additional notes/

information in order to communicate a specific request, intent, or effect. 

Figures 58-60 is the submitted properties list. 
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CLOVE Props List-REVISED
TDPS UNIVERSITY OF MARYLAND Director: Paige Hernandez
REVISED 1/22/18 Designer: Richard Ouellette

Prop 
# Prop Description Qty. Reh

Tec
h Perf Notes

(location, paint, function) Y/N Y/N Y/N

FURNITURE AND SET DRESSING

1 BENCHES
MDF Painted benches 
with custom bent metal 

legs and frame.
15

2
WALL 

SCONCES
modern wall sconces 

(discuss with LX)
5

3
PENDANT 
LIGHTS

GLOBE pendant lights 
from Tartuffe 12” 

Globes. 
13

4
STRING 

LIGHTS TYPE 
1

large bulb string lights, 
incandescent  

5

5
STRING 
LIGHTS 
TYPE 2

small bulb string lights 1

6
RECESSED 

LIGHTS

recessed can lights 
painted aluminum. 
FROM STOCK

8

7
TV MONITOR 

#TV1
TV MONITOR in MEDIA 

Dept stock
3

8
MONITORS 

#M

MONITOR to be 
acquired by 

PROJECTIONS. Discuss
12

9
MUSIC 
STAND

Classroom music stand 1

10 PILLOW Pillow for Alex 1

11 BLANKET Blanket for Alex 1

12 BULLETIN 
BOARD

Custom Bulletin Board 
design for Outer West 

1

13
PHOTOS 

CLIPPED TO 
WIRE

strings of photographs 
clipped to wire

5

14 TAGGED 
YEILD SIGN

yield sign with graffiti 
tag

1

15
SKATEBOAR

DS
skateboards hung with 

printed graphic
2

Figure 58 
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16

TAGGED 
PARKING 
TICKETS 

COLLAGE

collage of campus 
parking, attached to 

wall with painted graffiti 
over top

1

17 POSTERS
printed posters for 

dressing 
100

18
COAT 

HANGERS
wall attached coat 
hanger for dressing

2

HAND PROPS

19
“CELLPHONE

S”
refurbished i-pod touch 

to be phones
7

20 TABLET
contemporary tablet to 

be borrowed from 
projection/media lab

4

21
THERAPIST 
NOTEBOOK

folio notebook with pen 
attachment

1

22
THERAPIST 

PEN contemporary, thick pen
1

23
DETECTIVE 
NOTEBOOK small leather notebook

1

24
DETECTIVE 

PEN contemporary small pen
1

25
PAINT 

BRUSHES fine artist’s brushes
6

26
PALETTE 
KNIVES

fine artist’s palette 
knives

2

27
VIDEO GAME 
CONTROLLE

RS

wireless video game 
controllers

2

Figure 59 
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CONSUMABLES

28
WRITTEN ON 

STICKY 
NOTES

collage of stick notes 
with quotes/skecthes 

written on them. 
Audience encouraged 

to take from the collage 
during pre-show. 

3 
PACK

S

Figure 60 



2.5  The Properties Book 

The properties book is a visual catalogue of the properties list. The properties 

book includes the same information as the properties list, as well as more 

detailed information regarding each prop of its use. In addition, the 

propertiesbook includes research images and details of each prop, furniture, 

and consumable used in the design. Figures 61-67 is the properties book 

submitted to properties master, Tim Jones. Figures 68-70 were props that were 

added once the show was in rehearsal.  
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Figure 61 
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Figure 62 
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Figure 63 
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Figure 64 
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Figure 65 
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Figure 66 
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Figure 67 
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Figure 68 
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CHAPTER THREE 

PRODUCTION PHOTOS 

3.1 Production Photos 

 Figures 70-78 were production stills taken by Geoff Sheil during the 

dress rehearsal period of Clove. Figures 81-83 were detail shots I took during 

the technical rehearsal process.   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Figure 70 

Figure 71 
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Figure 72 

Figure 73 
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Figure 74 

Figure 75 
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Figure 76 
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Figure 77 
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Figure 78 
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Figure 79 
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CHAPTER FOUR 

REFLECTION 

4.1 Reflection 

 When I look back on my design process for Clove, it will inform the way I 

approach revising a design during the cost out phase. Overall, I am happy with 

how the design on stage contained the energy and gesture of light that I 

worked with in my color renderings. I regret that when I removed the south 

facing wall from the design during cost out, I didn’t find a way to keep a simple 

gesture of the light box headers that could continue around that side of the 

space.  When sitting in the more central areas that face this side of the set, the 

design yearned for something to contain that portion of the composition. I also 

wish that I could have found a way to keep some paint treatment to the stage 

floor.  

 Due to time constraints, the shops did find ways to cut corners to get the 

design completed by opening night. This did not allow me to carry out some of 

the fine detail finishing notes on the design. Elements that I drafted with steel 

framing were replaced with wood framing, causing some of the seating coves 

in the design to wiggle and warp. The printed light box material also was not 

stretched in a taut fashion which became problematic; looking back on this I 

Page �90



wish I would have suggested an alternative method of stretching this material, 

that would have allowed for easier access.   

 I am proud of the collaboration with my lighting designer Dylan for our 

ability to keep the light box idea integral to the design. Along with the other 

practicals in the design, I felt like these elements were very useful in moving 

our eye around the space, as well as providing an added element of humanity 

to the world. During tech week, we decided to remove the painted acrylic 

globes from the hanging pendants on the ceiling unit. These orbs felt too 

heavy when looking at them in the space. Removing these allowed the 

lightbulbs t to possess a gentle quality that was useful in the last vigil scene. 

 Just before the show entered the technical rehearsal period, Paige 

rewrote a sizable portion of the script with the devised input of her cast. She 

utilized the same framework from her original draft, so that no huge design 

elements needed to shift or enter a redesign, except for the principal’s 

costumes. The piece took on more of a focus towards LGBTQ activism. The 

protagonist became a transgender student who felt ostracized from his 

community and suffered severely from depression. In response to this, 

elements of the design in terms of scenic and projection content shifted to fit 

these specific issues.  
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 My collaboration with Paige flowed with great ease. She was an open 

director who valued designer input on some staging moments. The assault 

dance scene was an effective use of the translucent panels in the design, and I 

wish we could have found other uses for these areas. I do believe the script of 

the show became didactic, and I wish more of the moments in the play could 

have relied more on emotional landscape as in this dance section. I think this 

play developed a very specific target audience: those just entering college and 

fighting off feelings of depression.  

 I learned that in working on a devised work as a designer, it is crucial for 

the designer to be present in the rehearsal process and keep up 

communication constantly with the director and design team. Large aspects of 

Clove were created in the rehearsal room, and it was crucial for aspects of the 

design to have some flexibly to shift and change in new directions. The themes 

of transgender identity were added to the piece within a month before 

technical rehearsals, and became a core idea in the character of Sam Miller.  

 Overall I am thankful to have the opportunity to design in an immersive 

configuration. The experience was very different from other design processes, 

and will be something I draw from in future projects.   
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