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Chapter 1: The Pre-Production Process

1.1: Initial Thoughts and Design

After I first read the script, my mind immediately started racing with ideas of

how to design a world where the audience gets split into four groups during the

second part of the play. I then had to step back and ask myself why the play was

written this way. I also pondered the arc of the story, and the seeming lack of a

traditional plot structure.

As I let these questions incubate, I started to understand that this was a show

about how women are viewed, especially in the absence of men. This is also a show

about the external pressures of the world and how the women in this show balance

their self identity against these external forces.

In the initial meetings, it was decided that due to Covid-19 restrictions

currently in effect, we would be using the version of the script in which the audience

does not move around the room, but is instead viewing the whole show in one

location. However, we still wanted to retain some element of that fractured

experience. We solved this need in part when Devin introduced the idea of “live

cinema”, where camera operators exist onstage and a film is edited together and

shown in real time to the audience. I knew that because of this idea, I would need to

be able to light the actors' faces even when they turn upstage so that they could be
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seen clearly in every camera angle. In addition, I knew that we would need to see a

few theatrical lighting fixtures present in the space, as if the stage were actually a film

shoot, so that the audience would more readily accept this deviation from the normal

theatrical format.

A design language started to develop among the creative team which revolved

around viewership, self-identity, and relationship to others. The scenic design was

developing into something based in reality, but abstracted to a degree that it

transcended realism and became sculptural. To align with this direction, I pitched the

idea of using LED tape to highlight the edges of the framework of the house in order

to transcend realism and take on this sculptural quality that was desired. The costume

design was seated in historic tradition, but incorporated some contemporary elements

and color choices. In order to emphasize those color choices, which equated to

self-expression of each character, I knew that my color palette for some scenes would

be a counterpoint to the costumes.

My design for this show began with thinking closely about how Fefu would

control the lighting in her house, since control is a strong theme of the show and is a

key priority for Fefu. This led me to desire many sources of light in the house, from

lamps, to overhead fixtures, to windows. I also thought about the way lighting could

work to isolate characters, in the same way that they feel isolated from the other

women in the house. Light cutting through the window in a sharp beam of light to

highlight one person or pulling down to the couch and letting the rest of the house

fade away were some of my original ideas for how to achieve this isolation. I wanted
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the lighting for each woman’s monologue to become an expression of the outside

world encroaching on their inner self, in the same way that outside cultural pressures

encroach upon their self-identity.
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1.2: Research Images

Image 1 - Potential sources of light in the space, could be emotional research of Fefu.
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Image 2 - Specifically for part two, was an idea that ultimately got cut.

Image 3 - Emotional research, and gives insight into the use of light through windows
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Image 4 - Light through windows, and a period-specific image.

Image 5 - To show the idea of downlight, specifically for highly emotional scenes.
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Image 6 - To show the idea of a strong uplight, for the intense monologues.

Image 7 - The idea of a crystal chandelier, something that would be a main source of
light in the living room.
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Image 8 - The abstract world that exists in relation to Julia. An emotional research
image as well.

Image 9 - Closeup of Julia during her monologue.
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Image 10 - Research of a period-specific film shoot. The idea of voyeurism.

Image 11 - More research of a film set, and how much lighting equipment is actually
seen behind the scenes.
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Image 12 - The idea of seeing lights upstage - as if it were a film set.

Image 13 - The idea of isolation, or specifically highlighting one character.
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Image 14 - The idea of isolation, or specifically highlighting one character. Alternate
skin tone.

Image 15 - The idea of a sharp downlight, specifically for moments of high intensity
or abstraction.
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Image 16 - Scenic research image, and how the set might look with a strong
backlight through it.

Image 17 - A different idea of how to light the set, also including a practical.
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Image 18 - The main image used to convey the idea for the LED tape that was
embedded in the walls of the set.

Image 19 - The idea of light streaking through windows and the mullions casting
shadows on the back wall.
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Image 20 - The idea of a tiffany lamp, which would provide motivation for uplight
and sidelight in the heightened monologues.
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1.3 Design Meetings

1.3.1: Concept Meeting Minutes
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1.3.1: Concept Meeting Minutes
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1.3.2: Research Meeting Minutes
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1.3.2: Research Meeting Minutes
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1.3.2: Research Meeting Minutes
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1.3.3: Design Meeting 1 Minutes
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1.3.3: Design Meeting 1 Minutes
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1.3.3: Design Meeting 1 Minutes
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1.3.4: Design Meeting 2 Minutes
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1.3.4: Design Meeting 2 Minutes
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1.3.5: Design Presentation Meeting Minutes
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1.3.5: Design Presentation Meeting Minutes
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1.3.5: Design Presentation Meeting Minutes
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1.3.6: Cost Out Meeting Minutes

28



1.3.6: Cost Out Meeting Minutes
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1.3.7: Revision Meeting Minutes
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1.3.7: Revision Meeting Minutes
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1.3.8: Production Meeting 1 Minutes
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1.3.8: Production Meeting 1 Minutes
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1.3.9: Production Meeting 2 Minutes

34



1.3.9: Production Meeting 2 Minutes
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1.4: Material Testing

1.4.1: Light Lab Test
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1.4.1: Light Lab Test
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1.4.1: Light Lab Test
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1.4.1: Light Lab Test
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1.4.1: Light Lab Test
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1.4.1: Light Lab Test
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1.4.2: Reflections on Material Testing

Brandon and I met in the Light Lab to test some fabric solutions and floor

paint treatments under stage lighting conditions. We found that the fabric that

Brandon had selected worked very well as a traditional “scrim” material, where when

it is lit from the front it turns opaque, but when lit from behind it becomes almost

translucent. We also confirmed that the gray color of the fabric would reflect color

from lights and projections in an accurate way, and would allow the greatest degree of

contrast in value as compared to a white or black fabric.

We also found that the etching in the floor, which was there to simulate the

appearance of wood planks, was most visible when the floor was only being backlit.

This detail was important to Brandon in his vision of the design, so I took note of that

characteristic and looked for opportunities in my lighting design where I could

achieve that look.
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1.5: Equipment Request

43



1.5: Equipment Request
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Chapter 2: The Production Process

2.1: Crafting the Lighting Idea

- CH 1-10 (Front HL): To be used for front lighting in the living room from house left,

and will be used often in conjunction with the lighting idea through the windows.

- CH 11-20 (Front HR): To be used for front lighting in the living room from house

right, and will be used to fill in the shadows created from the house left front light.

- CH 21-30 (Front Steep): To be used to create deep shadows on the actor’s features,

especially in tense moments.

- CH 31-38 (Front Upstage): To be used to light the actor’s face when upstage of the

cased opening, or on the stairs and second level.

- CH 41- 50 (Low Front): To be used to light the actor’s face when upstage of the cased

opening, and to light scenery as if coming from the chandelier.

- CH 51-68 (High Back HL): To be used to provide definition to the actor’s bodies,

light the actor’s faces for the cameras when they face upstage, and to simulate

afternoon light coming in from the windows.

- CH 71-75 (High Back HR): To be used to provide definition to the actor’s bodies,

light the actor’s faces for the cameras when they face upstage, and to simulate light

coming from the upstage chandelier.

- CH 81-83 (Fake Window): To be used to simulate the light that is coming in from the

window.
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- CH 84-90 (Window): To be used to light through the window, and to simulate a

sunset through the window. Also to provide definition to the actor’s bodies, and to

light the actor’s faces for the camera when they are looking through the window.

- CH 91-100 (Practical Reinforcement): To simulate the light that is coming from the

various practicals.

- CH 103-110 (Chandelier Reinforcement): To simulate the light that is coming from

the main chandelier in the living room.

- CH 116-117 (Chandelier Direct): To light the main chandelier in the living room

itself, and to be able to control the simulated brightness of the chandelier.

- CH 121-126 (US Wall Scrape): To light the upstage wall and to provide dimension to

various scenic details, such as the trim.

- CH 127-129 (SR Wall Scrape): To light the SR wall and to provide dimension to

various scenic details, such as the trim. Also to simulate light coming in from the

windows by creating a shadow of the mullions on the window casing.

- CH 130-138 (Center Wall Scrape): To light the center wall and to provide dimension

to various scenic details, such as the trim.

- CH 139-140 (Roof): To light the roof without lighting any other part of the stage.

- CH 141-150 (Texture Wash HL): To create a texture wash in the main living room,

especially for moments of tension.

- CH 151-160 (Texture Wash HR): To create a texture wash in the main living room,

especially for moments of tension.
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- CH 161-162 (Footlight): To simulate a fireplace. Also, to fill in the shadow’s in the

actor’s faces in conjunction with CH 21-30 (Front Steep).

- CH 171-175 (Screens): To light the screens if there is ever any time in which there is

not a projection on them.

- CH 201-229 (LED Tape RGBA): To highlight the structure of the house, especially in

relation to its sculptural quality.

- CH 231-235 (Sconce Practical’s): To provide motivation for lighting in the show,

especially the evening scenes. Also, to create visual interest and to balance the overall

composition.

- CH 251-252 (Chandelier’s): To provide motivation for lighting in the show,

especially the evening scenes. Also, to create visual interest and to balance the overall

composition.

- CH 253 (Tiffany Side Table Lamp): To provide motivation for lighting in the show,

especially the evening scenes. Second, to create visual interest and to balance the

overall composition. Lastly, to allude to Fefu’s wealth and status.

- CH 254 (Kitchen Overhead Light): To provide motivation for lighting in the show,

especially the evening scenes. Also, to create visual interest and to balance the overall

composition.

- CH 255 (Piano Light): To provide motivation for lighting in the show, especially the

scenes where the piano is being played. Also, to create visual interest and to balance

the overall composition.

- CH 271-272 (US Stairs): To light the escape stairs for safety of the performers.
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- CH 273-283 (Offstage Wash): To light the areas outside of the house for exits and

entrances, and also to see camera operators in part 1 of the show.

- CH 274-284 (Offstage Wash): To light the areas outside of the house for exits and

entrances, and also to see camera operators in part 1 of the show.

- CH 301-307 (Solaframe Moving Light): To add light to scenes in special ways, or to

add light quickly to a scene that was otherwise missed. Also to light the set with

textures.

- CH 311-313 (VLX Moving Light): To light the roof, and also to provide downlight in

the main living room which is directly correlated to the color and intensity of the roof.

- CH 321-329 (VLX Moving Light): To light the set from behind in order to increase

the value contrast between the structure of the house and the fabric. Also, to highlight

the etching in the floor that gave the appearance of real wooden planks.
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2.2: Area Layout
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2.3: Light Plot
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2.3: Light Plot
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2.3: Light Plot
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2.3: Light Plot
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2.3: Light Plot
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2.3: Light Plot
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2.3: Light Plot
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.4: Channel Hookup
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule

84



2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.5: Instrument Schedule
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2.6: Design Run Reflections

I used the Design Run to build my preliminary Cue List. This was my first

time encountering the blocking that Kelsey had been working on, which meant that

my Cue List had to be built quickly and by relying on my intuition as a designer. I

used the software Lightwright to build the list, which meant that later on during the

tech process I could network my laptop into the lighting system and immediately

export labels to the cues that I was building. Most of the cues that I wrote down were

to track blocking, as I knew it would be important to have subtle shifts in the

composition which would lead the audience’s eye to the most important character on

stage as we progressed throughout the show.

88



2.7: Preliminary Cue List
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2.7: Preliminary Cue List
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2.7: Preliminary Cue List
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2.7: Preliminary Cue List
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2.7: Preliminary Cue List
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Chapter 3: The Tech Process

3.1: Magic Sheets

3.1.1: Paper Magic Sheet
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3.1.2: ETC Eos Magic Sheet 1
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3.1.3: ETC Eos Magic Sheet 2

96



3.2: Designing During Tech

3.2.1: Initial Challenges

At the beginning of the tech process, the technical team that was loading in

the show experienced a couple of issues which ended up impacting my ability to

design. First, the light fixtures that were ordered for the sconce practicals ended up

being the wrong size base. Once a new fixture had been ordered and installed, it was

discovered that the NYX bulbs, which would allow me to change the color of the

lights, would not fit inside of the globe of the new fixture. So we ended up swapping

these out for standard 60w light bulbs. Second, the LED tape that lined the set was

not installed and fully working until the third day of tech. I had a few lines of it on the

first day, so I ended up basing most of my initial color and intensity decisions off of

what I was seeing from those working units. Although these limitations were

frustrating, they did not impair my ability to design within my original concept.

3.2.2: Designing Julia’s Monologue

We worked through the show until we got to Julia’s monologue, which is a

major deviation from everything that had previously happened in the design. This is

one of the first times that we moved into “headspace” as it became known in the

room. Essentially this means that the world turns into a dream/vision world and we

see a visual interpretation of what is happening in the character’s head. Kaydin and

Devin had already built out a complete structure for how they envisioned this moment

of the show. I had a cue list, but nothing built. We all decided to run what sound and
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projections had already built in real time, with the understanding that I would then

come back and build some looks to support the other two designs. This collaborative

structure provided a clear creative direction for this moment, without any need for

further discussion or overlap. I recorded the whole monologue sequence, and then we

went back and ran it again. Everyone was pleased with how cohesive all of the design

areas were, so we were then able to move on very quickly.

3.2.3: Designing the Video Shoot

In addition to the live camera feeds, Devin wanted to use recorded footage

during some moments of the show, particularly during the monologues when we

move into “headspace”. So, at the beginning of two days of tech, we set up

impromptu video shoots backstage using stage lighting equipment. We did not want

these pre-recorded videos to mimic the live-feed cameras that were already being

shown onstage, so I made sure that we did not use the exact angle or color to what

was being in the show’s cues. When we started, I had the idea to point a few moving

lights at the projection screens, effectively creating a “soft box” idea which lit the

performer’s faces very evenly without creating harsh shadows. We also used paper as

another means of diffusion, at one point bouncing light off of an old lighting plot in

order to achieve a diffused fill light. See Chapter 4, Image 6 for the final result.
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3.2.3: Designing the Video Shoot Image 1

3.2.3: Designing the Video Shoot Image 2
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3.2.3: Designing the Video Shoot Image

3.2.3: Designing the Video Shoot
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3.2.4: Designing the Show

The rest of the design process went smoothly. Kelsey was content to leave the

design team to their own devices for much of the process, only interjecting when

something was bothering her such as the overwhelming amount of pink that was

originally present in Julia’s monologue. Devin and I continued to find ways to

collaborate and we refined our ideas to be more unified as time went on. I had a deep

understanding of his goals based on our pre-production discussions, and vice versa, so

we moved towards unity almost effortlessly. I checked in with Becca multiple times

throughout the process, and they commended me on being able to pull out the

subtleties in their contemporary color choices. Brandon was equally pleased with the

details in the set that were being expressed through lighting, and throughout the

process he and I worked closely to make sure all of the LED tape was masked

properly.

I found that the ceiling, in particular, was especially helpful in setting mood

for the scene. I used it in conjunction with the LED tape in the walls to create a color

language throughout the show. I was also able to downlight through the ceiling to

provide definition to the costumes, especially when characters were sitting at the

couch.

Throughout the show, the lighting design oscillated between an abstracted

reality, and “headspace” which was a visual representation of the inner thoughts of

each character and thus was not subject to any type of reality. I felt that it was
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important to keep returning to this abstracted reality in order to ground the world that

these characters exist in and all of the problems that go with it. The characters needed

to feel real in some sense, so that the audience would care about their deeper

identities and how they relate to each other as women.

In conclusion, the lighting design for this show was unique and served the

needs of the production well. The story that we told as a design team was profound,

illuminating, and bold. Through a solid understanding of each other’s design goals,

diligent collaboration, and a high level of dedication to our craft we were able to

produce a unified show which elevated the original text while still representing the

original intent of the playwright. My design for this show brought specificity to each

character's inner monologue, magnified the external conflicts in the show, and served

as a clear foundation for the live cinema that was produced onstage.
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3.3: Final Cue List
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3.3 Final Cue List
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3.3 Final Cue List
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3.3 Final Cue List
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3.3 Final Cue List
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Chapter 4: Production Photographs

Image 1
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Image 2

Image 3

109



Image 4

Image 5
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Image 6

Image 7
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Image 9
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Image 11
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Image 12

Image 13
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Image 14

Image 15
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