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Chapter 1: The Play And Its Origins 

 Once upon a time, a young woman wrote a play about a very special topic.  In another 

place, a young man was searching for a special play that would make his theater company’s 

season complete.  The young man fell in love with the young woman’s play, and he dreamed of 

directing it.  Another company offered him a workshop, but only if he traded away the privilege 

of being in the same room with his actors.  The young man accepted the bargain, directing the 

workshop on Zoom.  The performers were condemned to see and hear each other while never 

being able to touch.  But the young man and the young woman remained determined.  The 

workshop had allowed them to meet and trade ideas.  Years later, their patience was rewarded 

when a kindly university administrator hired the young man to direct the young woman’s play.  

The play opened on November 19, 2024 and lived happily ever after, until it closed about a week 

later. 

 This imperfect fairy tale describes the very last steps in the journey of Sometimes The 

Rain, Sometimes The Sea to the page and then to the stage at American University.  The process 

began at least seven thousand years ago, when humankind began to invent supernatural sea 

creatures and project complicated feelings upon them.  It took a major leap forward in 1837 

when a complicated Dane wrote a fairy tale, weaving from these myths a pastiche character 

called the Little Mermaid and creating a story of her interaction with human beings.  More leaps 

occurred in 1989, when the Disney Corporation sanded the edges off Hans Christian Andersen’s 

fairy tale and made an animated movie; and in 2003 when they did it again with live actors.   
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Many years later, a woman who had grown up in an age of pluralism and equality 

struggled with the story’s retrograde attitude to love and gender, despite which the tale somehow 

remained lovable and relatable.  To make sense of it, she read Andersen’s correspondence and 

studied his life and times.  Julia Izumi’s Sometimes The Rain, Sometimes The Sea attempts to 

reconcile Andersen’s story with her own values.  Like any play on the page, it was ready but not 

yet able to walk.  So the young man, director Nick Martin, assembled a cast and a design team to 

give it legs. 

This is that story.  

 

Mermaids Across Cultures And Through History 

Mermaids, often traveling under other names, are found in the ancient folklore of many 

cultures.  Early mermaid-like creatures like the Babylonian fish-god Ea and the Semitic moon 

goddess Atargatis were often benevolent.  But stories originating later in human history show 

mermaids as tricksters or even villains.  The complex relationship that men—and women, for 

that matter—have with female sexuality and empowerment may be traced through human history 

by following the mermaid.   

Consider the Asparas, Hindu water nymphs who first appeared in ancient Vedic hymns.  

Humans certainly had no problem with them: they were beautiful, they were talented musicians 

and dancers, and they could foretell the future.  These benevolent attributes will reappear in more 

modern descriptions of mermaids and their kin.  Luring men to their deaths would be added to 

the repertoire in short order, as in the case of the Jalpari, or water fairy.  When a man comes 

along, she seduces him aggressively.  If he acquiesces, he is allowed to depart with only the guilt 
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of what he has done.  If he refuses, she kills him, unless he had the forethought to bring along an 

offering of lamb and flowers (Benwel and Waugh 31-32). 

Mami Wata is found in the folklore of parts of Africa, notably Liberia and Nigeria.  An 

encounter with her is said to bring good luck and wealth.  Her hair is her defining feature, and 

her hairbrush is her most valuable possession.  If you encounter Mami Wata brushing her hair, 

you should yell loudly at her in hopes of startling her so that she will drop her hairbrush 

(Wintrob 145). 

The Greek Nereids and Oceanides, water nymphs who were often depicted with fish tails, 

are the closest precursors to mermaids as we imagine them in Western culture.  Slender and 

beautiful, with lovely singing voices, they were friendly unless provoked.  The most well-known 

Oceanid, Calypso, appears in the Odyssey when Odysseus is shipwrecked and stranded on her 

island.  “She, like Circe, was an enchantress, but her charms lay in lovely looks and loving 

eyes...” (Moncrieff 317).   

In mermaids and their ancestors we find a reflection of contradictory attitudes about 

gender.  Such views still inform many men’s ideas about women, both individually and as 

formalized into religions and societies.  Even the most committed misogynist recognizes that 

women are necessary to the survival of the species.  From a primitive male point of view, women 

are biologically necessary and sexually appealing, yet their agency and intelligence threaten male 

dominance.  Throughout human history, as family units sorted out the complications of gender 

roles and human institutions made rules and rituals that both elevated and subjugated women, the 

contradictions found in mythology mirror those in daily life. 

It is revealing to consider which aspects of the mermaid’s cultural legacy we have 

retained, which ones we have forgotten, and which ones we have embellished.  Today’s 
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mermaid, while attractive, is not safe.  Depending on the version you encounter, she is liable to 

sink your ship, steal your soul, or seduce you.  Whatever reverence or awe we may feel for the 

unknown is offset by the survivalist’s impulse to kill what is different or unexplained.  Benwell 

and Waugh cite as an example of this impulse the Loch Ness Monster, a mythical creature who is 

by all accounts entirely benign, and yet has been hunted and marked for death for its entire 

recorded history (92-93).  Our skepticism toward the mermaid is deeply complicated by her 

gender.  She is appealing, having evolved through millennia to satisfy the male gaze.  But she is 

not to be trusted.  This is true despite her earlier incarnations, which were benevolent and even 

self-sacrificial.   

The mermaid is both the whore and the virgin, with flowing hair and large breasts but no 

genitalia.  When sex is taboo, people come to fear what they desire, and an inherently sexual 

creature who carries her femininity without shame is a dangerous seductress.  We fear what we 

do not understand.  Men have always known that women’s ability to bring forth life is crucial to 

the survival of the species, while having only a minimal comprehension of what happens after 

their contribution to the process is concluded.  Fear and worry curdle into hate and disgust, and 

the result is an attitude as old as humanity itself: lust and admiration that cannot be disentangled 

from suspicion and envy.  It is a situation that requires a great deal of enlightenment and 

evolution to overcome—an effort, some might say, that the species has barely begun.  

 

The Mermaid In The Popular Imagination: Disney vs. Andersen 

Sometimes The Rain, Sometimes The Sea seeks to redeem the story of the little mermaid 

from the character’s troubling legacy.  For many of us, the story of the little mermaid is a story 



 

 

 

5 

 

we learned from the Disney Corporation, either through the 1989 animated film directed by John 

Musker and Ron Clements, or the 2023 live-action remake written by David Magee and directed 

by Rob Marshall.  It is impossible to engage with Hans Christian Andersen’s fairy tale without 

also acknowledging these films’ impact on the popular understanding of the mermaid myth.  

Both films have the same plot.  The mermaid Ariel falls in love with the human prince Eric.  She 

makes a bargain with the Sea Witch, trading her beautiful singing voice and her tail for a pair of 

legs so she can live among humans.  If she can win the prince’s love, she will be turned into a 

human and the two will live happily ever after.  If not, she will revert to mermaid form and live 

in service to the Sea Witch.  After a pitched battle, Ariel and Eric defeat the Sea witch.  

Naturally, they live happily ever after. 

The Disney films are based on the 1837 story “The Little Mermaid”  by Hans Christian 

Andersen, who was much more interested in a moral than a happy ending.  The Little Mermaid 

visits the surface and falls in love with the prince.  She makes a deal with the Sea Witch, 

exchanging her tongue (and along with it her beautiful voice) and her tail for a pair of human 

legs so that she can pursue the prince.  Other literary figures such as Philomel and Lavinia have 

lost their tongues, but these are examples of tragic and wanton violence done to a woman in the 

context of rape.  In the Little Mermaid’s case it is a consciously chosen act, but still a bodily 

violation.  If she can make the prince fall in love with her, she will win a soul.  In Andersen’s 

world, the winning bet is that a man will be more attracted to a woman’s figure than to whatever 

she might have to say. 

The prince marries another woman.  The Little Mermaid’s sisters cut off their beautiful 

hair as a desperate offering to the Sea Witch in return for a sword with which the Little Mermaid 

can kill the prince, thereby reverting to her original form.  But she will not betray her betrayer.   
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Instead, as the sun rises, she throws her broken-hearted self into the sea and dissolves into sea 

foam.  For this good deed, she is given the opportunity to earn an eternal soul, which is not quite 

the same thing as living happily ever.   

In Andersen’s story, the Little Mermaid’s virtue and selflessness win out over her 

happiness.  In the Disney films, she wins happiness as a result of her virtue.  Both versions place 

her firmly in a complicated and contradictory pantheon of supernatural feminine aquatic 

creatures that is as old as history and as broad as the globe.  Andersen’s attitude toward the 

feminine is hardly unique.  But can the story be salvaged if the moralizing and self-sacrifice are 

stripped away? 

 

The Lonely Hans Christian Andersen 

 “Andersen lived seventy years, and I believe his fairy tales will live forever,” writes the 

translator Erik Christrian Haugaard, who continues: 

...he had that great courage that poets must have; and that made it possible for him 

to be totally aware of his own faults and virtues.  A poet’s laboratory is himself, 

and Andersen made use of those traits for which he would have been laughed at 

or censored, as well as those that might earn him applause (Haugaard, xiii). 

The genius that we appreciate today was a bit of a misfit in his own time.  Born in 

Odense, Denmark to a poor family, he was forced to seek work as a young teen after his father 

died.  He had fits of paranoia and hysteria as a youth, but found some success in young 

adulthood as a poet and a writer of autobiographical novels.  “The fantastic projection of a better 

life in Andersen,” writes the fairy tale scholar Jack Zipes, “is often the representative of a 
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contradictory urge to be accepted in the high society of Denmark and to expose the shallowness 

of this very same upper-class society” (137). 

Upon moving to Copenhagen as a young man, Andersen was befriended and all but 

adopted by the prosperous Jonas Collin and his family.  Hans and Jonas’s son Edvard formed a 

deep friendship which would last for the rest of their lives, eclipsing Andersen’s overtly romantic 

relationships, which tended to be clumsy and short-lived.  This may seem like a polite allusion to  

homosexuality, and Andersen and Collin were indeed likely lovers.  In their time, though, 

relationships between men existed on a scale of intimacy that was both complex and respected as 

private.   

In the period 1800-50, men could more or less freely display the feminine side of 

their character in a larger social context.  They could also allow themselves to test 

the boundaries with regard to sex and love.  At the same time, the idea of the 

sensitive friendship held the possibility that men could differentiate and actually 

choose between a love feeling and the sexual act in relation to other men 

(Andersen, J. 154). 

An 1814 Copenhagen ministerial decision, now known as the Dumont case, provides an 

important foundation for this attitude toward sexuality.  Fourteen gay men, some of prominence, 

had been exposed.  The ministers chose to hand out punishments in secret rather than publicly 

(Andersen, J. 154).  By choosing discretion in punishment, these officials seemed to 

acknowledge that the “crime” was not the homosexual act itself, but the failure to be discreet 

about it.  This amounted to a wink and a nod at a societal level, freeing men who were gay to be 

quietly gay, and freeing other men to explore friendships with other men, wherever they might 

lead, free of the suspicion that might seem familiar to us today. 
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Why should we care about Hans Christian Andersen’s sexuality?  I submit that the issue 

is not his sexuality so much as his relationship to his gender.  By this I do not mean his gender 

identity as we understand the term today.  Andersen lived, thought, and wrote during a time 

when a cisgender male could freely and safely explore and inhabit what future generations might 

call his feminine side, without fear of great social consequence.  Therefore, however we may feel 

about the gender politics in Andersen’s stories, we must acknowledge that whatever feelings 

Andersen is directing toward women he is also directing at a well-explored, if not fully accepted, 

aspect of himself. 

Much of what we know of Andersen and his contemporaries comes from their preserved 

correspondence.  Particularly among well-traveled men with far-flung friends, letters were the 

primary currency of affection.  Upon Andersen’s death, it fell to Edvard Collin as executor of his 

estate to dispose of a lifetime’s worth of correspondence.  Andersen was celebrated enough that 

his papers would have been of public interest.  In the spirit of the Dumont case, rather than reveal 

intimate details of Andersen’s relationships by publishing the letters, Edvard returned each one 

to its writer.  Thus, what we know of Andersen’s most intimate relationships has been filtered by 

the preferences of his friends.   

 

The Play 

Sometimes The Rain, Sometimes The Sea features no mermaids eager to explore the world 

of the humans above.  There is, however, a sentient Rain Could who is in love with the human 

Ralmond, who is already in love with his human girlfriend, Midi.  A cow, Bessie, is Rain 

Cloud’s source of advice and inspiration as she pursues her human love.  The story is interrupted 
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from time to time by Dolan, an avatar of Hans Christian Andersen who enjoys making an 

entrance in peals of thunder and lightning.  He introduces himself as the “genius” writer of the 

new story “The Little Rain Cloud.”  This story continues to unfold onstage, as an endless rain 

storm threatens Ralmond, Midi, and seemingly the earth itself.   

It soon becomes clear that Dolan is losing control of his own story.  The human prince 

Edvard woos his beloved Ina, but Dolan does not recognize them.  Thunder and lightning occur, 

uncommanded by Dolan, terrifying him.  At several occasions, characters in his story morph into 

real-life figures from Andersen’s intimate life.  Eventually and gradually, a new narrator emerges 

and takes over control of the story from Dolan.  This new narrator, an adorable girl called Little 

One, is the voice of today’s consciousness engaging with the story onstage. 

The play ends with a new and improved version of Andersen’s fairy tale resolution, 

narrated by Little One.  Midi and Ralmond reaffirm their love.  Rain Cloud, happily single, has 

become their good friend.  In Little One’s summation, Dolan is referred to as the little mermaid.  

Her ending is decidedly different from that of the original character: 

She feels her body expand and bubble up 

As she becomes the foam. 

She floats atop the sea, 

She crashes on the beach, 

And she plays with the humans as they splash alongside her. 

Being seafoam IS fun!”  

... She goes up ... where the sky is as vast as the imagination. 

And from up there she watches the world below  

... And that’s how the Little Mermaid lives a very fulfilling life 
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Being sometimes the rain, sometimes the sea” (73). 

 Julia Izumi’s accomplishment is to bring the characters of “The Little Mermaid,” and the 

avatars of Andersen’s life, together in an environment where each of them has agency and is 

motivated by more than an impulse toward virtuous sacrifice.  Here, characters make themselves 

vulnerable and are rewarded for it, regardless of anyone’s expectations.  She has created a play 

about empowerment, inclusivity, and honesty, where turning into seafoam is no sacrifice at all. 
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Chapter 2: Process 

 

Why This Play? 

Director Nick Martin and I sat down several months after our production closed to 

discuss our opinions and experiences of the play and the production.  Nick discovered Sometimes 

The Rain, Sometimes The Sea while cold-reading new plays for Constellation Theater, a 

Washington company where he is associate artistic director.  He was immediately taken with the 

play, but Consellation did not have a slot for it in an upcoming season.  Another Washington 

company, Rorschach Theater, facilitated a workshop of the play through its Magic In Rough 

Spaces series.  This workshop was conducted over Zoom during the Covid-19 pandemic, which 

was not ideal.  However, it did give Nick the opportunity to work directly with Julia Izumi.  We 

talked about what he had learned from the workshop, what made the play meaningful to each of 

us, and what was unique about our production. 

I asked Nick about his first impressions of the play, and I was initially surprised when he 

cited its “queerness.”  In my reading, the play celebrates individuality.  Whether an individual’s 

identity includes queerness did not seem central.  I didn’t read any of the characters as 

necessarily queer, though no one’s sexuality is explicitly defined.  (It is not hard to imagine 

Ralmond, who at one point explains open relationships to Rain Cloud, discoursing on how a 

heterosexual relationship is not incompatible with queerness.)  Discussing this point clarified for 

each of us that the play invites artists to bring their full selves into the story.  It is no coincidence 

that a queer director related to the play’s queerness, just a designer re-evaluating his priorities in 
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middle age related to the idea of self-discovery as an ongoing journey.  In her casting notes, 

Izumi specifies that the cast should be diverse, not looking like they stepped out of 19th century 

Denmark.  There is lots of room for personal identity in the telling and shaping of this story. 

During the Rorschach workshop, Nick came to believe that a director’s greatest 

challenge, and greatest responsibility, would be to help the audience follow the delineation of the 

play.  The action jumps rapidly and frequently between places, and characters often turn up in 

places where we do not expect them, interacting with characters that they have never interacted 

with before, and sometimes taking on different personae as people from Andersen’s life.  I had 

come to a similar conclusion as a lighting designer, and although Nick and I discussed this 

priority during our pre-production process, I was interested to learn that we had arrived at it 

independently.  It is a credit to Izumi that her play, despite its complexity, left two artists with a 

very similar sense of how they could help to tell her story.  Nick also came to believe that the 

play follows an arc that begins with an undertone of melancholy, but ends with the characters 

demonstrating that love can be realized in many different ways.  Nick is proudest of the 

American University cast for keeping the complex story grounded in humanity, and for their 

ability to exude joy.  It occurred to me that a flashier production, in a larger space with more 

dazzling design and effects, might have overwhelmed that humanity.  

I view the play as a celebration of pluralism, which is the notion that two or more 

principles can—in fact, should—exist in the same time and place.  Humans, clouds, and cows 

co-exist and form friendships.  Each character’s journey leads to growth and self-acceptance.  No 

character’s objective involves defeating another character.  Only the situation is the enemy.  

Against this backdrop, the representations of Andersen’s tortured and lonely life seem 

particularly tragic because this sort of isolation feels so unnecessary.   
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Izumi wrote the play, and we created the production, during an era when Americans are 

deeply divided about pluralism.  I found the students at American University to be typical of 

college students I have encountered on many campuses, finding great joy in their differences.  A 

wide spectrum of race, sexuality, and gender identity existed in our company.  These students’ 

pluralistic values, and mine, are under attack today from swaths of American society where, in 

my view, cynical political and cultural leaders are strategically manipulating the decency out of 

decent people.  Not everyone has the opportunity to form meaningful relationships with people 

from different walks of life.  Unfamiliarity is not the same thing as bigotry, but the former can be 

whipped up into the latter by those who wish to recruit others to their own prejudice, or to create 

a diversion that distracts popular attention from a sinister agenda.  Empathy like the characters 

show each other, and re-examination of old narratives as the playwright has undertaken, are 

sorely needed and deeply welcome today. 

 

The Space And The Set 

The Katzen Studio Theater at American University is a forty-foot by forty-six-foot black 

box theater with a fifteen-foot ceiling and a twelve-foot lighting grid.  Sometimes The Rain, 

Sometimes The Sea was one of three productions staged in the space during the fall 2024 

semester.  The creative teams for all three productions agreed upon a three-quarter thrust 

configuration for the space, meaning the audience would sit in three sections with their backs to 

three of the four outer walls of the space.  Each of the three productions used the space in the 

same way: the primary playing space was framed by those three banks of seating, and the 

upstage space served as some combination of visual backdrop and special staging location. 
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 Izumi describes her settting as: 

 

A far off city where rain clouds fall in love with humans 

A far off kingdom where mermaids fall in love with humans 

A far off past where humans fall in love with humans  (1) 

 Set designer Lin “Thea” Luo and I had a conversation after the production was completed 

to discuss our process and the finished result.  I asked her for the most immediate thought she 

had after first reading the play.  “It’s a fairy tale.  It’s not structural, it’s not dark—it’s a cute love 

story,” she said.  She recalled the thought process that led to her simple but effective design.  

“The biggest difference” from the fairy tale, she told me, “is that there is a storyteller—a 

narrator.  Also, a different line—it goes back and forth, combining different stories.  Showing 

those different stories in the same place is a huge challenge” (Luo). 

 Thea and director Nick Martin gravitated toward research images that juxtaposed 

practical, real-world elements, such as a log fence, with fantastical elements, such as a large 

cloud with windows and doors in it.  The image below, created by Thea based on her research, 

informed her final scenic choices and helped to inspire my notion of what the rain should feel 

like. 
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 Thea’s set consisted of a painted floor depicting wooden floorboards emerging from, or 

being consumed by, water.  Upstage was a low platform that functioned to create distinct acting 

space, and which could evoke a pier, cliff, or other terra firma overlooking water.  A teal curtain 

upstage of the platform was intended to be used for scenes that take place in or under the sea, 

though that idea evolved over the course of tech (more on this later).  Rain scenes were indicated 

by simple, two-dimensional white cloud forms hanging upstage left, and by other clouds on 

wheeled trucks to be manipulated by actors.  A hanging window unit, when activated by light, 

became part of the indoor or “human” scenes. 

The scenic ground plan and section may be found in the Appendix. 

 

Fundamental Lighting Choices 

Under different circumstances, Sometimes The Rain, Sometimes The Sea could receive 

quite a lavish production.  The play calls for torrential rain, terrifying lighting and thunder, 

dramatic flooding, and characters falling from the sky.  Theaters in Las Vegas have been 

designed from the ground up to accommodate such spectacle.  The Katzen Studio Theater is not 

that sort of theater.  Its physical dimensions impose limitations, as do its limited lighting 

inventory and minimal electrical infrastructure.  Furthermore, I was constrained by a repertory 

light plot that I had designed months earlier to accommodate all three of the season’s 

productions.  Changes to that plot would need to be minimal, and they would have to be 

accomplished by a small student crew with limited hours to work.  The budget, less than $300, 

was intended to cover not much more than a few sheets of gel and some gobos. 
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With all that in mind, Nick Martin and I tried to think in very broad strokes.  What were 

my obligations to the play?  Like Thea Luo, I considered it my first obligation to help the 

audience follow the action of the intertwined stories.  I identified four basic environments in 

which the play takes place: 

(1.)  The rain.  This is the environment in which we meet Rain Cloud, and in which Rain 

Cloud meets Ralmond and later Midi.  Scenically, it is dominated by the clouds which must be 

activated by light.  It should feel damp and cold. 

(2.)  The sea.  This is Bessie’s world, where she swims.  It is where Rain Cloud splashes 

down, and where everyone is nearly lost before the book is torn apart.  This is the location of the 

play’s most absurd and chaotic scenarios, like the cow’s operatic death and the madcap chase 

sequence.  It should feel off-balance, akimbo, disorienting, and wet. 

(3.)  The humans.  This is the space that Ralmond and Midi share, and that Edvard 

inhabits with Ina.  It is the least magical place in the show.  It is a counterweight to the first two 

spaces: familiar, comforting, maybe even banal. 

(4.)  The lovers.  The brief vignettes between Hans and his real-life lovers and 

companions are lit with a sepia-toned nostalgic glow.  They should feel tender and a little bit 

sentimental, but also terribly sad. 

This play could be designed with a pointillist’s touch, working moment by moment to 

compose one unique stage picture after another.  We knew that our resources would not permit 

that approach.  Instead, the team discussed and agreed upon these four environments.  My task 

was to establish these environments and then use them punctuate and emphasize the beats of the 

play, adhering to our chosen logic to help the audience find their way into the rhythm of the 

story.  If our limited resources forced us to simplify our ideas, perhaps this was a virtue.  The 
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director valued simplicity and fluidity in his staging.  Designing the lighting in broad strokes was 

in keeping with his approach to staging. 

 

Lighting Research 

Research can be an important step in forming an analytical relationship to the play.  It can 

inform emotion, too.  More than any number of spoken or written adjectives, visual research can 

immediately communicate a mood or feeling.  But what mood or feeling?  For lighting designers, 

this is a double-edged sword.  No image, not even a digital rendering, can depict precisely what 

stage lighting will look like.  The danger is that a director will latch onto the designer’s research 

and then be dissatisfied with the lighting that occurs in reality.  Even words about lighting can 

get us in trouble, because only after many projects together can a designer and director be 

confident in their shared vocabulary.  The lighting designer Beverly Emmons is vehement on this 

point: 

Mike Riggs:  You were saying that research is useless for [lighting designers] in 

the development process. 

Bevery Emmons:  Not useless.  But you can’t show it to anybody. 

MR:  If you can use words effectively to communicate with a director— 

BE:  Nope.  Unless he’s said something specifically to you, that you need to 

answer, then no.  Because he won’t understand you, brilliant as your words might 

be with respect to what you’re going to make, he won’t understand it ... Lighting 

designers should not talk to directors.  Listen to directors.  Sit there and listen to 

the conversations of the scenic designer and the costume designer with the 
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director.  Get an idea of the evolving theme from that.  That’s where you get your 

clues.  Then you bring those images to the plot, to the space, and work things out 

that way. 

Emmons started her career at a time when the set designer was, by unspoken convention, 

the leader of the design team.  (Program credits were usually for Design, Costume, and 

Lighting.)  She is also the least territorial lighting designer I have ever met, caring much less 

about who gets credit for an idea than about how the team can put the best version of that idea 

onto the stage.  I believe that the lighting designer should sit at the table with the rest of the team, 

not on a back bench where they can only listen.  I think we can and should talk to directors.  But 

like Emmons, I believe that listening, and looking at the other designers’ research, are our best 

tools during the early stages. 

Early in my career, I would sometimes make the mistake of getting too excited about a 

play before a set design had been created.  Eager to start plotting lighting ideas, I would come up 

with a basic ground plan that addressed the needs in the script.  It would change, I knew, but if 

the script said there was a chain-link fence and I came up with a strategy to light that fence 

upstage right, the process of having developed that strategy would inform my lighting choices 

for that chain link fence, wherever it ended up onstage.  The problem with this strategy was that I 

would become excited about ideas before I realized that they would not be possible.  To me, 

lighting research can be similarly unhelpful.  It can inadvertently promise something it cannot 

deliver, or it can lead me in a direction that isn’t supported by the other design choices. 

Research is inherently analytical.  The process of lighting design begins analytically, but 

it is the designer’s instinct that makes their work unique.  Instinct is also our only hope at 

working quickly in tech.  Successful lighting designers can look at the stage, instantly identify a 
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necessary improvement, and then execute it rapidly.  It is the scaffolding of my instinct onto the 

analytical choices of other designers, not my own research, that has brought me the most 

satisfying results.  However, now that I am thinking like a teacher, I realize that analysis can be 

taught but instinct can only be learned.  While that instinctive muscle is developing, research can 

and should be the basis of a growing designer’s choices. 

Research for Sometimes The Rain, Sometimes The Sea, which may be found in the 

Appendix, served mostly as visual reminders for myself about the quality of light in the various 

spaces of the play.  Some of the other designers’ research accomplished the same thing for me. 

Lighting research may be found in the Appendix. 

 

The Scene Breakdown 

In geometry, three points determine an arc.  In lighting design, identifying a few key 

moments in the play can help to identify the arc of the design.  The scene breakdown is my effort 

to find the patterns and logic in the play.  Nick had already divided the play into sections, so I 

followed his structure.  I created a document that specified, for each scene, one of the four basic 

lighting environments.  There are notes on further environmental details (“after the rain” vs. 

“raining,” for example).  It identifies any special needs for that scene, such as Ralmond’s “I love 

the rain” special or a light for Bessie’s cue cards.  It keeps track of the intended usage of the set 

pieces, with the understanding that this would change. 

More than anything else, the scene breakdown is a resource for myself and the stage 

manager.  In this case, though, the director requested it and found it helpful.  We talked through 
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the play, making a few adjustments but mostly confirming that we shared a language for the 

play.  This effort prepared us well for technical rehearsals. 

The scene breakdown may be found in the Appendix. 

 

Collaborating With Other Designers 

This play calls for significant problem-solving.  Lighting must help to establish location, 

weather, and various magical interruptions.  Yet resources were limited.  This situation forces a 

certain clarity of thinking.  Knowing that I would have few spare resources and a minimal 

budget, I did a lot of listening, aiming to use lighting in an efficient, effective way to support my 

colleagues’ priorities.  When it became clear that Nick planned an essentially transition-free 

staging, I realized that broad, sweeping choices in my cueing would support his vision while 

making the most of a small lighting rig. 

Costume designer Ted Hill brought meticulous research and a heavy dash of whimsy to 

his design.  His big, bold color choices encouraged my own.  Most significantly, I felt 

emboldened to choose a more saturated blue tint for my frontlight — the definition of “white 

light” for this show.  If the costumes had been more monochromatic, this would not have 

worked.  The heavier tint would have flattened the subtleties of color in the costumes, which 

would in turn have provided an unhelpful backdrop to the performers’ complexions.  All of it 

would have been rendered in a bland, unappealing way.  Instead, vibrant details in the costumes 

popped out vividly, allowing my paler-than-usual color choice to provide an appropriate chilly 

base coat for the cold and wet world of the play. 
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 A particularly satisfying element of my collaboration with set designer Lin Luo was the 

reaction of the floor to the different lighting environments.  The floor was painted to resemble 

wooden floorboards, either being overtaken by or emerging from water.  The wooden component 

of the floor receded in the blue and green tones that I used for much of the play.  It came to life 

under the no-color tints used in the human scenes.  In the lovers scenes, which were concentrated 

at center stage and which were lit in the warmest colors of my palette, the watery surrounding of 

the wood floor almost vanished. 
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Chapter 3: Production 

 

The Katzen Studio Theater: Virtues and Vices 

Venues like the Katzen Studio Theater are found in college theater departments 

everywhere.  The “main stage” is likely a proscenium theater: larger, with more seating and more 

production resources.  But the small black-box space is where the typical undergraduate first 

encounters the exhilarating problem-solving of production.  The Katzen Studio is forty by forty-

six feet in plan, with a lighting grid nearly twelve feet from the floor.  By theater standards, it is a 

squat space: it leaves little vertical space for set designers and directors to work with.  Its three-

quarter thrust seating configuration had been determined in advance to meet the needs of two 

other productions in addition to Sometimes The Rain, Sometimes The Sea.  (I had designed a 

repertory light plot that would serve all three shows, and I had also designed lighting for the 

musical, In Pieces, that preceded Sometimes The Rain, Sometimes The Sea.) 

The theater is equipped with forty-eight dimmers, each with a capacity of twenty 

amperes.  This is a minimal system by any standard.  The system was augmented by three small, 

portable dimmer packs of the sort that a wedding DJ might use.  These had rough and 

unpredictable fade times, so I avoided using them for fixtures that were part of a wash that would 

need to fade up and down uniformly.  They were more useful for fixtures intended to work by 

themselves, where inconsistent fade times could be corrected in the console.   
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The inventory of lighting instruments is small, consisting only of fixed-focus 

incandescent fixtures.  As of late 2024, the modern world of color-changing equipment and 

moving lights had not reached the Katzen Studio.  The budget, in the low three figures, was 

intended only to cover a few gobos and sheets of gel.  The legendary lighting designer Tharon 

Musser, who lived and worked before our post-incandescent era, had a maxim that “every light 

has to pay its own way” (Chybowski 124).  I lived in Musser’s world during this production. 

 

Lighting The Playing Space 

The lighting designer’s first responsibility is to provide an even wash of adequate light on 

the actors’ faces.  This is frontlight.  No part of the lighting design is as elemental as the 

frontlight, or area light, and yet it may be used the least.  The lighting designer Craig Miller 

compared frontlight to salt and pepper: they are always available on the table, but a good chef 

prefers to use them sparingly if at all (Taylor).  In some designs, most illumination is provided 

from other angles, using frontlight only as necessary to fill in the hollows of the face and reveal 

the eyes.  For this project, however, I knew that I would be using the frontlight extensively.  

With a limited inventory and no dimmers to spare, I didn’t have the luxury of installing 

equipment to be used “just in case,” or never brighter than a faint glow.  Every light needed to 

pay its own way. 

This step in the lighting design process is a problem of optics and geometry.  There is 

little creativity involved, and the process is similar for any show.  The first consideration is 

intensity.  A well-chosen fixture with the correct lens, hung at an appropriate distance from the 

performer, will provide all the illumination we are likely to want.  That fixture will typically 
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cover a portion of the stage about six to ten feet wide.  This is an “acting area,” and the next task 

is to determine how many areas, and in what array, will best cover the performance space.  On a 

set with a relatively open floor, the solution an array that is X areas “across,” meaning spanning 

from stage left to stage right; and Y areas “deep,” from downstage to upstage.  I will go into more 

detail on the technical considerations of area lighting in Chapter 4. 

The primary purpose of the fixtures focused to each area is to serve the most fundamental 

purpose of lighting design: to provide selective visibility.  Like the frontlight fixtures used in a 

proscenium space, these area lights must render the flesh tones and costumes in an accurate and 

flattering way.  They must blend together into an even wash, while being independently 

controllable so they can be used to help pull the audience’s attention to a particular part of the 

stage.  For most projects, I choose a very pale (unsaturated) hue of blue for this light.  This is not 

necessarily because I want the finished product to look blue, or pale, or cold.  Compared to the 

warm white of incandescent fixtures, usually about 2,700 Kelvin (2700K), light with a pale blue 

corrective filter comes closer to the approximately 10000K light of a sunny sky.  A sunny day is 

a reference point for our idea of what anyone, or anything, should look like.  I have found that 

light corrected to a higher color temperature flatters the face and renders the colors of skin, eyes, 

and fabric accurately.  This establishes a foundation that can support other, less realistic choices 

in color and composition. 

In a lighting design with multiple color washes available from multiple angles, and with 

tightly focused specials or follow spots on individual performers, the frontlight might not be used 

often—perhaps in a large ensemble scene, or in the curtain call, but certainly not in every cue.  In 

this production the prosaic area lights, doing their fundamental job of providing visibility, would 

have to do so in a color that supported the rest of the palette even when used at higher intensities.  
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I chose Lee Filters #174 Dark Steel Blue.  With a transmission rate of 30%, this filter blocks the 

majority of the light from its source.  I usually choose frontlight colors with transmissions rates 

over 60%, but I had two reasons to push the envelope in this case.  The first was simply that two 

of my four basic environments were intended to be quite blue and cold.  Under different 

circumstances, I would probably light these scenes using relatively saturated washes of color, 

sneaking in a minimal amount of pale frontlight as necessary.  I reasoned that more saturated 

area light, a bit less neutral that I might usually choose, could contribute its color to the overall 

composition.  The second reason was red shift, which is the tendency of an incandescent lamp to 

become warmer—meaning more amber, or lower in color temperature—at lower intensity.  In a 

small black box space, with fixtures ten feet away from performers, I wanted to be able to use the 

area lights at low levels without entirely losing their cool tone.  By starting at a higher color 

temperature when the fixtures ran at full power, I was able to maintain a higher color 

temperature when that intensity was reduced. 

 

Considerations For A Three-Quarter Thrust 

To a lighting designer, a three-quarter thrust stage is two stages in one.  The majority of 

the space is essentially theater in the round, so it must be lit in a way that reveals the performers 

to spectators watching from all sides.  The upstage portion, however, is more like a proscenium 

stage.  All spectators are downstage of it, and lighting choices can be made accordingly.  For 

example, a fixture hidden behind a piece of masking upstage right may be focused to a performer 

standing upstage center, and the spilled light may disappear behind masking upstage left.  A 

level of specificity is possible upstage that is not possible in the thrust portion of the space. 
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The upstage platform in Thea Luo’s set lent itself to the staging of special moments, and 

so it felt appropriate that this platform was lit differently than the main playing space.  I placed 

fixtures in the grid at angles that caught the performers faces as frontally as possible, while 

ensuring that spilled light would travel into the wings and not visibly onto the backdrop.  

Additionally, I placed booms upstage of masking legs upstage right and upstage left, roughly 

aligned with the downstage edge of the platform.  Fixtures on these positions lit the platform 

from a low angle that excluded the floor, as well as from a higher angle that caught the 

performers’ heads from above the level of their shoulders.  None of this left much room for error.  

The director and performers understood the practical considerations and made blocking 

adjustments, but for two moments in particular it was necessary to focus an extremely precise 

front special.  Some light from this special was visible on the backdrop, but it was a small price 

to pay to make faces visible at crucial moments. 

 

The Aqua Traveler 

The set design called for a pale aqua curtain, made of a sheer, voile-like material, which 

would travel onstage to form the backdrop for action occurring in or on the sea.  We did not have 

answers to several practical questions that would help decide how this curtain was used.  Would 

it be a bi-parting or a one-way traveler?  Operated by a stagehand in the wings, or moved by 

performers?  We discovered at load-in that it was a two-piece, or bi-parting, traveler, and that 

there was no mechanism for control from the wings.  It would have to be walked on and off stage 

a’vista by performers.  Furthermore, it had been built shorter than specified.  It was intended to 

be hung directly from the carriers of a traveler track mounted in the grid, but this left the 
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traveler’s bottom hem floating about eighteen inches off the floor.  The crew used tie line to hang 

each grommet below its carrier, so that the bottom hem of the traveler floated at floor level.  

These eighteen-inch ties prevented the top edge of the curtain from being pulled taut, so the 

traveler would always hang with partial fullness.  After trying various options, the team decided 

that the teal fabric, with the partial fullness created by the rigging compromise, was a satisfying 

visual backstop for the entire play.  Ultimately the traveler never traveled.  It existed in ambient 

light most of the time, and I further activated it with some textured light during sea scenes. 

 

The Window 

The window, which was primarily used as an element of Ralmond and Midi’s apartment, 

was not executed precisely as designed.  Thea intended for the window to be an open frame with 

mullions.  Most of the time, the mullions would be scraped with light from upstage to give the 

window some three-dimensional plasticity.  In the apartment scenes, a painted rainy cityscape 

would be hung upstage of the mullions.  During Bessie’s scenes, a stagehand would hold large 

cards upstage of the mullions to provide the translation of Bessie’s language.  I plotted lighting 

equipment to support each of these ideas.  Light would pour through the window from upstage in 

two colors, scraping the mullions; and a special fixture would light the painted cityscape and the 

cue cards.   

As built, the window was opaque, with the painted cityscape permanently installed.  The 

equipment intended for the window did not go to waste; all of it was repurposed to meet other 

needs that emerged during technical rehearsals.  Bessie’s cue cards, and their special light 

fixture, were moved to an easel placed at the center of the platform by a grumpy-looking 
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assistant stage manager who trudged onstage wearing a fluorescent safety vest and a pink hard 

hat.  The compromise solution was funnier than the original idea. 

 

The Clouds 

The hanging clouds were designed to have a two-dimensional, storybook quality.  I 

embraced that, but I also searched for a way to activate or emphasize the clouds during scenes 

that take place in the rain.  I lit the hanging clouds with a soft blue glow from downstage right, 

and with a paler blue, softly-focused textured light from downstage left.  A touch of the blue 

glow was enough to acknowledge the clouds in the overall composition, while a kiss of the 

textured light signified that the clouds were central to the current scene. 

The rolling clouds proved cumbersome, and their traffic was not fully resolved until late 

in previews after all masking had been installed.  Ultimately, no particular lighting treatment was 

needed for the floor-mounted clouds, as they could simply exist in the blue glow of the rainy 

environment. 
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Chapter 4: The Light Plot 

The lighting plot, section, channel hookup, and instrument schedule may be found in the 

Appendix. 

 

Lighting Areas 

I have already provided some explanation of the process of dividing the primary playing 

space into discrete areas.  Working in tandem, the fixtures focused to these areas blends together 

to create a smooth wash.  Using discrete control of individual fixtures, the lighting designer can 

make a specific area of the stage brighter, darker, or otherwise different from the rest of the 

composition.  Dividing a space into acting areas can be a useful approach to lighting all sorts of 

spaces.  In a proscenium space, each acting area might have its own frontlight, its own top light, 

and a side light from each side.  In the round, however, each area must be lit more or less equally 

from a sufficient number of angles that every spectator has a clear view of a performer’s face, 

wherever they may be onstage.  One audience member’s frontlight is another’s backlight. 

For each area, four spotlights would be placed in the grid where they would light the 

actor’s face from a vertical angle of about forty-five degrees.  These fixtures would be arranged 

like the secondary points of a compass, located downstage left, downstage right, upstage right, 

and upstage left of the area.  A fifth fixture, this one a flood light hung directly over the center of 

each area, would provide extra light for the head and would help to blend and tone the wash of 

the other area lights. 

I have found that it seldom makes sense to divide the stage into an even number of areas 

across.  The downstage center position is too important.  There will always be a crucial moment 

staged there, and the lighting designer will need to bring focus to that moment.  For our twenty-
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five-foot wide playing space, this left me with two options: three areas across, or five.  

Experience has taught me that my preferred lighting area is about six feet wide with a two-foot 

overlap (for example, fixtures that throw an eight-foot wide pool of light would be spaced six 

feet apart).  That preference would lead me to design five areas across and five areas deep, even 

if they were a little smaller than they needed to be.  The alternative, three areas across by three 

areas deep, would space the fixtures just a little wider than optimal, leaving a slight dip in 

intensity between one area and the next.  The choice between these two options would be 

determined by resources.  Here is an analysis of options for just one row of acting areas: 

 Five-Across Three-Across 

Coverage: Optimal 

(five-foot areas) 

Compromised 

(eight-foot areas) 

Number of fixtures: 25 15 

Number of dimmers: 15 9 

 

Extrapolating over at least two additional rows of acting areas, the upstage-downstage 

spacing of areas being approximately the same as their stage left-stage right spacing, it became 

apparent that a five-area approach would exhaust the available resources.  I would divide the 

stage into three areas across and three areas deep, for a total of nine areas.  After setting aside the 

fixtures needed for non-negotiable house and aisle lights, assigning five fixtures apiece to each 

of nine acting areas would have used two thirds of the inventory, leaving almost nothing 

available for other needs.  I would have to spread the equipment a little thinner than I preferred—

but, I reminded myself, in what rainstorm was the lighting ever perfectly even? 

  I compromised by reducing the number of spotlights for each of these nine areas from 

four to two, hung downstage left and downstage right of each area.  I kept the flood fixture, but 



 

 

 

31 

 

moved it upstage to hit the area from an angle of about seventy-five degrees.  This provided a 

touch of facial light from the upstage angle, helping to render people accurately for spectators in 

the upstage portions of the side seating sections.  The new angle also meant this fixture by itself 

would light an actor in a shadowy, mysterious way; and from time to time I took advantage of 

that option.  

 

Color Washes 

Broad washes of color from the front served two purposes.  They helped to differentiate 

the environments of the play, and they helped to overcome the imperfections in the area wash 

that resulted from spreading the equipment too thinly.  I designed a diagonal wash that covered 

the near half of the stage using two fixtures.  An opposite pair of fixtures lit the other half of the 

stage.  The fixtures from each side were focused so that they fell off on the floor before they 

blinded the audience on the opposite side.  The resulting washes were capable of bathing the 

entire stage in color, though not all sides of every figure were lit evenly.  This was an acceptable 

result of a necessary compromise. 

Three identical versions of this wash were installed.  One, in a watery medium blue, was 

the foundation of the rain scenes.  Another, in a green-dominant hue of cyan, formed the sea, 

with an assist from softly textured lavender light.  A third, in very pale lavender, worked in 

conjunction with the pale blue of the area lights to create the humans’ space.   
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Backlight 

The upstage fixture in my area lighting scheme already served one purpose of backlight, 

which is to provide a rim or halo of light that helps to carve the performer out of their 

surroundings.  I still needed backlight to provide color on the floor and on the costumes, and 

once again I needed to do so as economically as possible.  My solution was to use extra-wide 

lenses in the available wash fixtures.  An array of six fixtures, ganged into two dimmers, could 

provide a smooth color wash to the entire floor.  Three more fixtures and one more dimmer 

carried this wash upstage onto the platform.  One such array was colored to match the blue 

diagonal wash, a color which would also serve in the sea scenes.  A second array was colored to 

match the humans’ pale lavender. 

It is increasingly rare to light a show using the technology of the mid-1980’s: 

incandescent fixtures that do not move or change color.  Newer technology allows one fixture to 

do the work of several older ones.  Even more valuably, it allows directors and designers to try 

new ideas in real time.  If I could have had more current technology for Sometimes The Rain, 

Sometimes The Sea, the backlight would have been a high priority for its deployment.  Late in 

the process, a fun and upbeat curtain call dance was added.  The cast had a ball with it and the 

audience loved it, but I had none of the resources that I would have liked to use to support it.  If I 

had color-changing equipment for my backlight, I could have used it in a tightly constrained 

blue-green palette for the entire play, then surprised the audience with wild color effects in the  

dance.  (This would also have freed up eighteen incandescent fixtures to use elsewhere.)  I am a 

strong believer in planning a lighting design carefully to prevent surprises like this.  But surprises 

do occur, and now that we have become accustomed to having the technology to respond rapidly, 

it can be disorienting to find ourselves unable to respond well to the surprise. 
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Special Moments And Effects 

The script calls for thunder and lightning many times.  Early in the creative process, I 

proposed that we make a distinction between the thunder and lightning that Dolan summons, 

which are a pathetic parlor magician’s trick, and the thunder and lightning that happen 

unexpectedly, which should terrify him.  To that end, I designed a custom gobo of the word 

“LIGHTNING” and projected it onto the hanging clouds.  Only an incandescent fixture was 

available for this purpose, but I would have chosen incandescent even if other options were 

available.  Unlike LED’s or strobes, which can mimic the instantaneous flash of lightning, 

incandescent lamps take perceptible time to heat up and cool off.  This lent the “LIGHTNING” 

gobo the quality of the blinking “APPLAUSE” sign in a television studio. 

 For the “real” thunder and lightning, which is beyond Dolan’s control, I used an LED 

version of a strobe light borrowed from another American University venue.  (Light-emitting 

diode technology has a similar latency to the xenon flash lamps used in traditional strobe 

fixtures, meaning they can create almost the same effect.  In casual usage today, the word 

“strobe” may refer to either xenon or LED fixtures.)  I have often used strobe fixtures to create 

lightning effects, and I generally prefer to place them where the audience cannot see them.  The 

light of a strobe makes more convincing lightning when it plays across surfaces and people, not 

when the fixture flashes directly into our eyes.  In a three-quarter thrust environment, this wasn’t 

an option.  I found that the most effective lightning effects were the briefest, registering to the 

audience and then ending before anyone had time to focus on the fixture itself.  I also found that 
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my lightning effects were most convincing when I used a programmed effect to randomize the 

strobe’s flash rate, making it more organic. 

 In two moments, the script calls for Ralmond to look up into the rain.  There is a sense of 

purpose or discovery in these moments.  “I love the rain” is a recurring line.  Later in the play, 

Midi does the same thing.  I proposed, and the director liked, the idea of staging all of these 

moments on the same spot, so that the characters could look up into a unique light.  This was a 

simple wash light, focused down into their upturned faces, colored in a shade of pale blue that 

was slightly warmer than my primary frontlight color.  The effect was to warm the face slightly, 

and to provide a subtle but noticeable repetition, lending significance to these moments.  
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Chapter 5:  In The Theater 

 

Good preparation begins to pay off on the day a designer first sets foot in the theater, 

where efficiency is paramount.  A day in the design studio is well spent if it saves an hour in the 

lighting shop.  An hour in the shop is well spent if it saves a minute of stage time.  Stage time is 

the most precious resource in theater.  Even in nonprofit resident theaters or academic 

environments, where there may be no need to pay for the use of the venue itself, stage time also 

constitutes personnel time.  If those personnel are professionals, they represent an hourly 

expense for the production.  Whoever they are, their time is worth respecting.  From this point 

forward there could be no dawdling or deliberating—only decisiveness.  

 

Focusing The Plot 

The lighting designer’s ideas and the physical environment of the show encounter one 

another for the first time at the focus session.  Directed by the lighting designer and carried out 

by a team of electricians, focus is the process of setting and locking the attributes of fixed-focus 

lighting fixtures.  Electricians aim the lights by panning them (moving them side to side) and 

tilting them (up and down) until the designer is satisfied, and then lock the fixture with a wrench.  

Color, diffusion, and gobos are installed and calibrated.  Shutters are used to cut light away from 

where it is not wanted.  During this work, the lighting designer gets their first chance to see, “on 

the full-scale model,” how well their technical and creative choices will work.  

During focus the designer is on their feet, constantly moving around the stage according 

to which light is being focused.  The head electrician or assistant lighting designer is positioned 
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at a table, keeping track on the light plot of which fixtures have been focused and which 

electricians are standing by in the various lighting positions.  Sometimes another assistant 

follows the lighting designer around with a clipboard, documenting the focus in charts that may 

be referred to in the future to make corrections or even to re-mount the production from scratch.  

Done well, the whole operation is a marvel of efficiency.   

This is decidedly not how focus typically happens in smaller venues like colleges and 

community theaters.  There may not be a crew to speak of.  If there is, they may trickle in and 

out as their schedules permit.  Often, they are there to learn as much as to help, and therefore a 

more experienced crew member must double as a teacher, slowing down their own work.  Most 

of the focus for Sometimes The Rain, Sometimes The Sea was accomplished with just one other 

person in the room.   

A few strategies made this situation workable.  I found a rolling table for the light plot, so 

that it and my paperwork were always right next to me as I moved around the stage.  I used an 

iPad as a remote control for the console, eliminating trips back and forth to press buttons.  We 

made a plan to stack audience chairs to make room for ladders in the risers, and to move those 

chairs as little as possible while we worked our way through the positions over the risers.  

Specials that were dependent on actors, or on scenery that had not arrived yet, were dealt with on 

a catch-as-catch-can basis over the course of tech.   

Student electrician Jake Brennan, skilled beyond his years, is the reason we completed 

focus on schedule.  This is not just because he focused efficiently, though he did.  Hanging and 

focusing fixtures in a black-box grid can be challenging.  Often the fixtures are hung to the side 

of the pipe, rather than underneath, to increase headroom.  When the load-in crew gets the 

hanging angle right, taking care not to hang the fixture upside down, they prevent major delays 
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during the focus.  Jake was diligent about this, so each fixture was ready to focus right away 

when I turned it on.  The process might not have been ideal, but the team worked together and 

the job was done.  

 

The Tech Workflow 

If focus is the first time the lighting designer’s ideas and the equipment meet in real life, 

technical rehearsals are the first time those ideas come face to face with the rest of the team.  

Tech is when all of the lighting designer’s efforts come together into a cohesive whole that 

supports and enhances everyone else’s work—or it is when the wheels come off the wagon.  We 

prepare extensively, but ultimately we will do the most important part of our creative work in the 

room with everyone watching.  We can never work fast enough, yet we must not work so fast 

that we make poor choices.  It only works when we are so well prepared, so familiar with the 

play and our intended contribution, that we can trust an instinctive response rather than pausing 

to formulate an analytical one. 

By modern convention, lighting designers sit near the center of the auditorium during 

technical rehearsals.  We have computer monitors that allow us to keep track of what the lighting 

console is doing, but the actual programming of the console is not our job.  A specialist 

programmer, usually connected to us by an intercom system, does this work.  It is a sensible 

division of labor because it allows the lighting designer to pay attention to the visual composition 

while someone with better computer skills makes efficient decisions about how to make the 

console execute the designer’s ideas. 



 

 

 

38 

 

Under this arrangement, both the designer and the programmer are potential choke points 

in the efficiency of tech.  My maxim for tech is You don’t need to outrun the bear—you only 

need to outrun your hiking buddy.  In other words, try not to be the person that everyone is 

waiting on.  Only experience, and perhaps caffeine, can prepare a programmer to work as fast as 

the designer’s thought process will allow.  For lighting designers, the key is extensive 

preparation that is specific to the show.  If the designer struggles to find a channel number, or 

loses their place in the cues, or becomes indecisive, the whole room’s rhythm will be slowed or 

disrupted. 

I liken the organizational side of my design process to building a pyramid.  At the widest, 

base level, there is a sea of meeting notes, yellow stickies, research, recalled conversations, and 

notes-to-self from repeated readings of the play and various production meetings.  Next comes a 

set design, which clarifies and directs my thinking.  Working with this set, and taking into 

account the constraints of budget, inventory, personnel, and time, I am able to prepare the light 

plot.  This document communicates to the crew my plan for turning that eclectic, messy bottom 

level of the pyramid into a coherent visual experience for the audience.  Next, by attending 

rehearsals and observing the directors’ intentions coming to life, I’m able to mark up a script to 

document my page-by-page intentions for the lighting.  The only artifacts of the design process 

that I need or want when I sit down to cue the show are the top level of the pyramid: my dog-

eared script, carefully marked up in pencil, and my magic sheet. 
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The Magic Sheet 

Every lighting fixture, or sometimes groups of lighting fixtures, are assigned a control 

channel.  This is the number that the lighting designer will use to instruct the programmer to turn 

on, turn off, or otherwise modify the fixture(s) in question.  Channel numbers are the purview of 

the lighting designer, assigned in a way that makes sense to that designer.  The objective of their 

organization is to impose a logic that makes the numbers easy to remember.  It helps to prepare 

visual cheat sheet, or magic sheet, for quick reference.  Used only by the lighting designer and 

organized only according to their preferences, this document presents all of the channel numbers 

in the show, usually in some sort of logical, graphical layout.  I prepared a magic sheet, which 

may be found in the Appendix, but I ultimately did not use it for reasons I will explain 

momentarily. 

 

The Lighting Script And The Cue Synopsis 

I work from a paper script, from day one of design development until the show opens.  

Some designers use a laptop or tablet to watch the script, but there is something about the 

tangible quality of a No. 2 pencil that keeps me grounded.  Also, the last thing I want at the tech 

table is another screen to distract my eyes from the stage.   

Before we begin tech, I attend a designers’ run-through of the play.  By this time, the 

blocking and other big ideas are sufficiently finalized that I can mark my cues in my script.  

Even though the script is the only document I will refer to during tech, I prepare my cue synopsis 

in advance and share it with the stage manager.  At this point, the cue synopsis is a first draft of 

what will ultimately become the final record of the lighting cues.  It contains the same 



 

 

 

40 

 

information I’ve written into my script—cue number, placement, timing, and purpose—along 

with other details more specific to the needs of show.  For example, it flags for the stage manager 

any instance in which a lighting cue must be called along with another cue, such as a sound cue 

or a fly cue.   

The cue synopsis serves as a quick reference for the stage manager to keep track of how 

much progress we have made during technical rehearsals.  I usually highlight the cues that I 

consider most crucial, asking the stage manager to ensure that we work on these important 

moments during the first pass, even if we have to skip over smaller internal moments to do so.  

Perhaps there is a particularly complex sequence in the show that the team has agreed to tackle 

only after our first pass at the rest of the show is complete.  This approach helps to ensure that 

we address the most important moments of the play first, before we get to the first run-through.  

The finer points can be addressed later during cueing sessions without performers.  

After handing off the cue synopsis to the stage manager, I usually do not look at it again 

until I prepare (or approve) the final, archival version.  If I have an assistant designer, that person 

usually keeps the cue synopsis current as we work through the play in tech.  Otherwise, once the 

show is frozen, I cross-check the console file with the notes in my script, then record the 

aggregated information in the cue synopsis. 

The cue synopsis and the lighting script may be found in the Appendix. 

 

Working Without A Programmer 

The value of working with a programmer cannot be overstated.  The lighting designer 

works faster when they do not need to type or look down, which saves everyone’s time.  The 
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lighting designer also works smarter when their eyes can remained focused onstage.  Some 

designers are fortunate enough form relationships with programmers that span many shows.  

With trust, the programmer becomes a creative partner.  A good one can help the designer find 

their way to a better version of the original idea.  However, in smaller production environments, 

the programmer is usually much less experienced.  Sometimes the designer is asked to serve as 

their own programmer, which might be preferable to coaching a novice programmer through the 

process.  Those of us who enjoy working with small dance companies, or helping community 

theater companies get on their feet, or teaching students, are wise to embrace the reality that 

programming is one of many skills that we should have, even if we would prefer not to use it. 

If the designer is familiar with the console, and if the lighting rig is not too complex, self-

programming can be a manageable task.  It is still a compromise.  The designer’s eyes will need 

to move from the stage to the console, and their fingers will need to move from their script to the 

keys and mouse.  To mitigate this situation, my most useful tool was the onscreen magic sheet.  

Onscreen or virtual magic sheets are a relatively new development in the Eos console platform.  

As the name implies, they are an interactive version of the highly customized cheat sheet that 

designers use to work efficiently during tech.  Instead of looking down at a paper magic sheet to 

find channel numbers, the virtual magic sheet appears onscreen, where I can easily scan between 

it and other displays.  I can access channels by clicking them with a mouse, and the levels and 

other attributes of the channels are reflected on the virtual magic sheet in real time. 

One element of my virtual magic sheet paid off particularly handsomely.  Typically a 

lighting designer looks at two primary display windows.  One shows the cue list, and the other, 

known as the “tombstone display,” shows the channel numbers and their levels in a grid format.  

(A “tombstone” is a small graphical element that includes a channel number, its level, and 
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sometimes information about color and other parameters.)  A virtual magic sheet would be a 

third display window.  Because I had relatively few channel numbers in my show, I was able to 

eliminate the tombstone display entirely by placing the tombstones directly on the virtual magic 

sheet.  

 

Tombstone display 

 

Virtual magic sheet 
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Changes To The Light Plot During Tech 

 The primary purpose of technical rehearsals, which tend to be compressed into less time 

than the team wants, is to execute a plan that has been conceived in advance.  Without a clear 

plan, tech can be a tedious waste of everyone’s time.  Still, we must leave some room for 

discovery.  Tech is the first time that all of the elements of the production come together, and 

there will be surprises, both pleasant and otherwise.  Anticipating such surprises, I had reserved a 

small number of fixtures and dimmers for unknown needs. 

 I planned to unify all of the brief moments between Hans and his contemporaries using 

the warmest light in my palette.  We had planned to stage all of these vignettes at the very center 

of the playing space.  This tight and central staging was appropriate to these pivotal moments, 

and it allowed me to accomplish the idea with minimal resources.  However, we discovered that 

one of these moments had to be staged downstage right in order to accommodate other 

movement elsewhere onstage.  I added two fixtures, ganged into one dimmer, for this moment.  

This helped maintain the unity of Hans’ moments despite the break in our staging convention. 

 The madcap chase scene near the end of the play made use of a space that I had made no 

plan to light: the floor space upstage of the platform, between the platform and the aqua 

backdrop.  I repurposed a fixture, originally intended to light Little One in a particular moment, 

as a broad slash of light across this space so that performers remained lit throughout the chase.  I 

would have preferred more intensity, but the moment was fleeting and so the lighting was 

adequate. 
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 Action was added in the stage left vomitory.  To light this space, I repurposed two of the 

fixtures that were originally intended to light through the mullions of the window.  Similarly, a 

moment was added in which Dolan sat in the aisle of the center seating section to watch the 

action.  He leapt to his feet in this position to interrupt the action, so it was necessary to light him 

in a faint glow which suddenly became brighter when he spoke.  I used two spare fixtures for this 

purpose. 
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Chapter 6:  What We Made 

 

 If the whole team has prepared well, technical rehearsals are the time when the last few 

elements of the play fall into place, the last nagging questions are answered, and the play makes 

more sense that it ever has before.  I was proud of our entire team, because that was certainly 

true of our process. 

 My four lighting environments—rain, sea, humans, lovers—worked well as an 

organizational structure.  It helped the audience understand the distinction of these spaces.  Later 

in the play, when Dolan’s interruptions become more frequent and the entire environment 

becomes more chaotic, the lighting cues that took us between these four looks were motivated 

more by a need to punctuate the chaos than by any impulse to organize or define the action. 

 Student stage manager Kate Grimble rose admirably to the challenge of managing the 

tech and calling the show.  Lighting designers and stage managers have a special relationship, 

because more than half of the cues that they write in their script come from us.  We talk 

extensively as we work, often with the director and other creative personnel included in the 

conversation, about how to make tiny adjustments to get the moment right.  This can be delicate 

for the stage manager.  It is essential to understand the creative team’s intention in order to call 

the cue correctly, and in the process of coming to that understanding, the stage manager may 

very well be the first person to come up with a solution to the problem at hand.  But designers 

and directors may take umbrage when such input comes from someone whose role is not 
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officially a creative one.  I don’t take offense, unless the tone is unpleasant.  I have always felt 

that a good idea is a good idea, and it is silly to reject it because of where it came from.  Still, this 

is an easy trap for a novice stage manager to fall into, particularly when working with creatives 

who may be less patient.  I stage-managed from time to time when I was younger, and I learned 

this lesson the hard way, more than once.  When I work with student stage managers, helping 

them to understand this dynamic, ideally before they ruffle anyone’s feathers, can be a small but 

meaningful contribution. 

The professional production staff at American University was in a state of transition 

during the fall of 2024.  The program director and director of production were needed at the 

department’s other facility most of the time.  The production manager of the Katzen facility, 

devoted and skilled as he was, was a new hire who was not yet authorized to make decisions at a 

level that might have kept our process moving forward more rapidly.  I mean this not as a 

criticism but as an acknowledgment of the reality within which Sometimes The Rain, Sometimes 

The Sea took place—a reality about which the American University team was very candid. 

This wasn’t abstract.  I had just completed In Pieces, in which a significant scenic and 

lighting element was cut before the last preview when it became clear that there was simply no 

one to build it.  All of this is to say that I could have done a better job proactively planning the 

focus and tech process.  I could have asked questions that a lighting designer doesn’t normally 

have to ask, such as “Do you have enough cable to gang the diagonal washes the way I’ve drawn 

them?”  And I could have used my earlier experience on In Pieces to help our set designer 

calibrate her expectations.  I have found that one key to success in lighting design, especially in 

educational and community theater, is to be ready to abandon my assumptions about 

departmentalized labor, the meaning of job titles, and sometimes even the boundaries of my own 
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responsibilities as a designer.  In this, I could have done a better job of meeting the team where 

they were. 

In the end, when I ask myself what was missing from our finished product, no major 

complaints come to mind.  The elements that weren’t executed as designed, such as the hanging 

window and the aqua traveler, worked well as they were ultimately used.  From time to time I 

winced at a dark spot in the frontlight wash—a result of that early decision to use three areas 

across instead of five—but this is the sort of thing that bothers lighting designers and goes 

unnoticed by everyone else.  I shuddered to watch the joyful curtain call dance without the 

dynamic and colorful lighting that it deserved.  But there was no equipment to add, and it felt 

wrong (not to mention practically impossible at such a late stage) to repurpose any of the 

resources that were used to tell the story just to support the curtain call.  If the story has been 

well told and the joyful dance has been earned, then it will be joyful, no matter how much or 

how little the lighting designer does to help. 

I was proud of our team for staying focused on our priorities and thinking about 

alternatives throughout the tech process.  We continued to ask for what we needed, but when 

necessary, we pivoted to a new idea without complaint.  From the infectious enthusiasm of the 

student performers to the cheerful flexibility of the production team, it seemed that everyone’s 

first priority was to support each other.  The best of what I love about theater people could be 

found in abundance. 

The greatest success of the entire endeavor was, as it should always be, the telling of a 

good story.  Performers and audience alike experienced a positive and celebratory exploration of 

a “problematic” story.  Without whitewashing the elements of Andersen’s story that bother us 

today—the value placed on virtue over happiness, the association of femininity with sacrifice—
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we brought to life Julia Izumi’s world in which each character finds the space they need to 

question their identity and their purpose, and then to find themselves in supportive relation to one 

another.  I thought about my own college experience, and I hoped that the young adults onstage 

and in the seats were living a version of this narrative even as it unfolded in the theater around 

them.   

I was lucky enough to have a wonderful college experience of my own.  Learning to love 

theater came in parallel with learning to love other people, and even myself, under the new and 

more relaxed rules of adulthood.  I am proud to this day of some of the work that I made with my 

friends in college.  Like any college class, we fanned out into a diaspora working everywhere 

from Broadway to Hollywood to outer-borough obscurity, not to mention those who never 

entered the business but have remained faithful audiences and sponsors.  A small group of us 

formed the off-Broadway theater company One Year Lease.  After more than two decades it 

continues to thrive, and so we continue to make work that I can be proud of.   

Only in retrospect did I realize that something had slowly shifted.  Once, the work itself 

and the dream of the next project were our greatest sources of pleasure.  Everyone shared a 

dream, and the dream was our highest goal, largely because we were in our early twenties and 

didn’t have many other priorities.  But growing up is a process of adding and juggling more and 

more priorities, and over time many of us chose to pursue more stable careers or start families.  

As members of our circle stepped away from theater-making, younger people usually took their 

place.  Like a fresh pitching arm halfway through the seventh inning, they were a burst of new 

energy that helped the rest of us remember why we fell in love with what we do.  The work itself 

remains important, but my experience working with the younger people around me is now its 

own reward.   
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Artists who sequester themselves with a canvas or a typewriter for as long as it takes to 

find the idea would not be comfortable in the theater.  To make theater, we sign up for 

compromise.  Even a playwright, from whose mind the whole enterprise flows, understands that 

they are not a novelist.  When they hand over their script to a director, they understand that it 

will soon be covered with the pencil notes of another artist who will bring another perspective, 

adding to the whole.  That director is, we hope, eager to be informed and challenged by 

dramaturgs, performers, and designers.  Designers, for our part, come to the table with ideas, 

research, and sometimes a deeply personal connection to the material.  We are ready to make our 

contribution to the play, but we fully expect our ideas to change in response to those of our 

collaborators.  Are we artists?  If we think of ourselves as such, then yes.  But we are also 

support staff. 

This is especially true of lighting designers, who are the last on the creative team to 

contribute their work to the whole.  Beverly Emmons articulated an idea of the lighting designer 

that rings true to me:  “We are secondary artists.  We are dependent on somebody writing a play, 

somebody hiring actors to put it on, somebody making dance steps, and we’re there to do the 

next thing.  If they didn’t do that first thing, we’ve got no work to do” (Emmons).  Another 

notable lighting designer, James F. Ingalls, avoids describing himself as an artist because, as he 

put it, “I am not an original creator, which is what I understand the meaning of ‘artist’ to be.  I 

am an interpreter of something.  A responder” (Ingalls).  I am proud to be an artist, but I believe 

‘craft’ captures more accurately the contribution that I make to the production.   

Perhaps lighting designers are natural nurturers.  Lighting design exists in a state of 

suspension between the work of other people.  It is there to serve the show, and it compromises 

in order to exist.  During technical rehearsals, the lighting designer can become a confidant to a 
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director.  Like us, directors are nervous about whether the ideas will come together as intended.  

If we find it rewarding to help a good show become a better show, and if we are honored when a 

director treats us as a trusted partner, how could we not be fulfilled by helping a young person 

become a wiser person—as an artist or simply as a human—along the way?  

I suppose it is a good thing that youthful enthusiasm eventually settles down into a 

marriage with reality.  We reach maturity by passing through exuberance.  When young people 

are in our daily lives, maturity and exuberance can co-exist, as each feeds some of its best energy 

to the other.  Is ten years how long it takes before we feel that newcomers are members of a 

distinct new generation?  In my early thirties I started working as a guest designer at universities, 

and I interacted more and more with an exciting cohort of younger colleagues in my off-

Broadway work.  It seemed that wherever I looked, I recognized in younger artists an enthusiasm 

that hadn’t yet been hardened by ambition or softened by practicality.  Theater people have 

always felt like “my people,” but increasingly, younger theater people feel more recognizable to 

me. 

Sometimes The Rain, Sometimes The Sea was college theater at its best, beginning with 

the choice of a smart and relatable play that lends itself to strong ensemble work.  It is true that 

the space and the budget limited the creative team’s ability to do anything spectacular.  The 

realities of the schedule and of people’s availability left the director juggling some of the duties 

of the production manager.  The window was built wrong and the platform was creaky.  The 

lighting designer had to do his own programming.  None of it stopped a determined group of 

passionate people who shared a common goal.  Some of the students will apply that lesson to 

future theatrical endeavors.  Most will not.  What matters is that they were part of it. 
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CHANNEL HOOKUP PAGE 1 OF 4
11/18/24STRSTS

KATZEN STUDIO REP 2024 FINAL - AS BUILT
LD MIKE RIGGS 2024-11-18
LX JAKE BRENNAN

CHANNE DM ADDR PURPOSE POSITION & UNIT# INSTRUMENT TYPE COLOR & GOBO SCNR L/R U/D

(1) 1/038 A1 / D Pipe #1 Strand SL50 L174+R119

" \ A1 H Pipe #1 S4 50° "

(2) 1/025 A2 / B Pipe #1 Strand SL50 L174+R119

" \ A2 G Pipe #2 S4 50° "

(3) 1/001 \ A3 1 Pipe #4 S4 50° L174+R119

" A3 / Z Pipe #1 Strand SL50 "

(4) 1/042 A4 / D Pipe #2 Strand SL50 L174+R119

" \ A4 H Pipe #3 " "

(5) 1/027 \ A5 2 Pipe #1 Strand SL50 L174+R119

" A5 / B Pipe #2 " "

(6) 1/006 \ A6 E Pipe #2 Strand SL50 L174+R119

" A6 / Z Pipe #5 " "

(7) 1/044 A7 / D Pipe #3 Strand SL50 L174+R119

" \ A7 H Pipe #6 " "

(8) 1/032 A8 / B Pipe #3 Strand SL50 L174+R119

" \ A8 G Pipe #4 " "

(9) 1/008 \ A9 E Pipe #3 Strand SL50 L174+R119

" A9 / Z Pipe #11 " "

(11) 1/029 A1 4 Pipe #3 6" Fres L174

(12) 1/030 A2 4 Pipe #4 6" Fres L174

(13) 1/031 A3 4 Pipe #7 6" Fres L174

(14) 1/022 A4 6 Pipe #2 6" Fres L174

(15) 1/023 A5 6 Pipe #6 6" Fres L174

(16) 1/024 A6 6 Pipe #11 6" Fres L174

(17) 1/017 A7 7 Pipe #2 6" Fres L174

(18) 1/018 A8 7 Pipe #5 6" Fres L174

(19) 1/019 A9 7 Pipe #8 6" Fres L174

(21) 1/040 Wash Blue 1 Pipe #1 S4P WFL R81

" " 4 Pipe #1 " "

(22) 1/004 Wash Blue Z Pipe #2 S4P WFL R81

" " Z Pipe #8 " "

Mike Riggs / Lightwright 6 (1) thru (22)
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CHANNEL HOOKUP PAGE 2 OF 4
11/18/24STRSTS

CHANNE DM ADDR PURPOSE POSITION & UNIT# INSTRUMENT TYPE COLOR & GOBO SCNR L/R U/D

(23) 1/039 Wash Cyan 1 Pipe #2 S4P WFL R76

" " 4 Pipe #2 " "

(24) 1/002 Wash Cyan Z Pipe #3 S4P WFL R76

" " Z Pipe #9 " "

(25) 1/041 Wash Lav 1 Pipe #3 S4P WFL R54

" " Eye Pipe #3 " "

(26) 1/005 Wash Lav Z Pipe #4 S4P WFL R54

" " Z Pipe #10 " "

(27) 1/043 Temp H Pipe #4 S4 50° R55,  T:R77833

" " H Pipe #7 " "

(28) 1/007 Temp Z Pipe #6 S4 50° R55,  T:R77833

" " Z Pipe #12 " "

(31) 1/020 Bk Blu 6 Pipe #1 S4P XWFL R80

" " 6 Pipe #5 " "

" " 6 Pipe #10 " "

(32) 1/015 Bk Blu 7 Pipe #1 S4P XWFL R80

" " 7 Pipe #4 " "

" " 7 Pipe #7 " "

(33) 1/013 Bk Blu 8 Pipe #1 S4P XWFL R80

" " 8 Pipe #4 " "

" " 8 Pipe #6 " "

(36) 1/021 Bk White 6 Pipe #3 S4P XWFL R54

" " 6 Pipe #7 " "

" " 6 Pipe #12 " "

(37) 1/016 Bk White 7 Pipe #3 S4P XWFL R54

" " 7 Pipe #6 " "

" " 7 Pipe #9 " "

(38) 1/014 Bk White 8 Pipe #2 S4P XWFL R54

" " 8 Pipe #5 " "

" " 8 Pipe #7 " "

(41) 1/045 Plat Frt Eye Pipe #6 S4 Jr 36° L200+R119

Mike Riggs / Lightwright 6 (23) thru (41)
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CHANNEL HOOKUP PAGE 3 OF 4
11/18/24STRSTS

CHANNE DM ADDR PURPOSE POSITION & UNIT# INSTRUMENT TYPE COLOR & GOBO SCNR L/R U/D

(42) 1/009 Plat Frt Z Pipe #15 S4 Jr 36° L200+R119

(43) 1/047 Head Boom SL #2 S4 36° Sea Changer

2/390 Control " •SeaChanger

(44) 1/010 Head Boom SR #2 S4 Jr 36° L174

(45) 1/048 Shin Boom SL #3 S4 Jr 50° L174

(46) 1/011 Shin Boom SR #3 S4 50° Sea Changer

2/398 Control " •SeaChanger

(51) 1/028 Lovers 2 Pipe #2 6" Fres R33

" " 2 Pipe #3 " "

(52) 1/036 Lovers 6 Pipe #4 PARnel R33

" " 6 Pipe #9 " "

(53) 1/033 Lovers DR 4 Pipe #6 PAR 56 WFL R33

" " A Pipe #2 " "

(54) 2/101 Chase Lane Eye Pipe #8 S4 Jr 50° L174,  T:R77805

(55) 1/034 LO UR 5 Pipe #3 S4 Jr 50° R33

(61) 2/202 Window 6 Pipe #8 PAR 56 WFL L174

(63) 2/102 Cloud Eye Pipe #7 S4 Jr 36° L161

(64) 2/301 Clouds 8 Pipe #3 6" Fres R80

(65) 1/012 Curtain Boom SL #1 S4 Jr 36° TBD

" " Boom SR #1 " "

(71) 1/035 Lightning 5 Pipe #1 S4 19° L201,  T:Custom

(72) 2/150 Lightning 3 Pipe #1 Strobe

(73) 2/303 Rain Look 4 Pipe #5 PAR 56 WFL L603?

(76) 2/302 Vom Frt F Pipe #1 x L174

(77) 2/204 Vom Frt Eye Pipe #1 x L174

(78) 1/026 Aisle 1 Pipe #6 S4 Jr 50° L174+R119,  T:
Dots

" " 5 Pipe #2 " "

Mike Riggs / Lightwright 6 (42) thru (78)
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CHANNEL HOOKUP PAGE 4 OF 4
11/18/24STRSTS

CHANNE DM ADDR PURPOSE POSITION & UNIT# INSTRUMENT TYPE COLOR & GOBO SCNR L/R U/D

(99) 1/046 House 1 Pipe #5 PAR 38 NC

1/003 " A Pipe #1 " "

" " A Pipe #3 " "

" " A Pipe #4 " "

" " A Pipe #5 " "

" " A Pipe #6 " "

" " C Pipe #1 " "

" " C Pipe #2 " "

1/046 " E Pipe #1 " "

" " G Pipe #1 " "

" " G Pipe #3 " "

" " H Pipe #2 " "

" " H Pipe #5 " "

" " H Pipe #8 " "

" " Eye Pipe #2 " "

" " Eye Pipe #4 " "

" " Eye Pipe #5 " "

1/003 " Z Pipe #7 " "

" " Z Pipe #13 " "

" " Z Pipe #14 " "

(100) 1/037 Cue Light # Cue Light

Mike Riggs / Lightwright 6 (99) thru (100)
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INSTRUMENT SCHEDULE PAGE 1 OF 6
11/18/24STRSTS

KATZEN STUDIO REP 2024 FINAL - AS BUILT
LD MIKE RIGGS 2024-11-18
LX JAKE BRENNAN

1 PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (21) 1/040 S4P WFL R81 Wash Blue

2 (23) 1/039 S4P WFL R76 Wash Cyan

3 (25) 1/041 S4P WFL R54 Wash Lav

4 (3) 1/001 S4 50° L174+R119 \ A3

5 (99) 1/046 PAR 38 NC House

6 (78) 1/026 S4 Jr 50° L174+R119,  T:Dots Aisle

2 PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (5) 1/027 Strand SL50 L174+R119 \ A5

2 (51) 1/028 6" Fres R33 Lovers

3 (51) 1/028 6" Fres R33 Lovers

3 PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (72) 2/150 Strobe Lightning

4 PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (21) 1/040 S4P WFL R81 Wash Blue

2 (23) 1/039 S4P WFL R76 Wash Cyan

3 (11) 1/029 6" Fres L174 A1

4 (12) 1/030 6" Fres L174 A2

5 (73) 2/303 PAR 56 WFL L603? Rain Look

6 (53) 1/033 PAR 56 WFL R33 Lovers DR

7 (13) 1/031 6" Fres L174 A3

Mike Riggs / Lightwright 6 1 Pipe thru 4 Pipe
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INSTRUMENT SCHEDULE PAGE 2 OF 6
11/18/24STRSTS

5 PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (71) 1/035 S4 19° L201,  T:Custom Lightning

2 (78) 1/026 S4 Jr 50° L174+R119,  T:Dots Aisle

3 (55) 1/034 S4 Jr 50° R33 LO UR

6 PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (31) 1/020 S4P XWFL R80 Bk Blu

2 (14) 1/022 6" Fres L174 A4

3 (36) 1/021 S4P XWFL R54 Bk White

4 (52) 1/036 PARnel R33 Lovers

5 (31) 1/020 S4P XWFL R80 Bk Blu

6 (15) 1/023 6" Fres L174 A5

7 (36) 1/021 S4P XWFL R54 Bk White

8 (61) 2/202 PAR 56 WFL L174 Window

9 (52) 1/036 PARnel R33 Lovers

10 (31) 1/020 S4P XWFL R80 Bk Blu

11 (16) 1/024 6" Fres L174 A6

12 (36) 1/021 S4P XWFL R54 Bk White

7 PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (32) 1/015 S4P XWFL R80 Bk Blu

2 (17) 1/017 6" Fres L174 A7

3 (37) 1/016 S4P XWFL R54 Bk White

4 (32) 1/015 S4P XWFL R80 Bk Blu

5 (18) 1/018 6" Fres L174 A8

6 (37) 1/016 S4P XWFL R54 Bk White

7 (32) 1/015 S4P XWFL R80 Bk Blu

8 (19) 1/019 6" Fres L174 A9

9 (37) 1/016 S4P XWFL R54 Bk White

Mike Riggs / Lightwright 6 5 Pipe thru 7 Pipe
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INSTRUMENT SCHEDULE PAGE 3 OF 6
11/18/24STRSTS

8 PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (33) 1/013 S4P XWFL R80 Bk Blu

2 (38) 1/014 S4P XWFL R54 Bk White

3 (64) 2/301 6" Fres R80 Clouds

4 (33) 1/013 S4P XWFL R80 Bk Blu

5 (38) 1/014 S4P XWFL R54 Bk White

6 (33) 1/013 S4P XWFL R80 Bk Blu

7 (38) 1/014 S4P XWFL R54 Bk White

A PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (99) 1/003 PAR 38 NC House

2 (53) 1/033 PAR 56 WFL R33 Lovers DR

3 (99) 1/003 PAR 38 NC House

4 (99) 1/003 PAR 38 NC House

5 (99) 1/003 PAR 38 NC House

6 (99) 1/003 PAR 38 NC House

B PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (2) 1/025 Strand SL50 L174+R119 A2 /

2 (5) 1/027 Strand SL50 L174+R119 A5 /

3 (8) 1/032 Strand SL50 L174+R119 A8 /

C PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (99) 1/003 PAR 38 NC House

2 (99) 1/003 PAR 38 NC House

Mike Riggs / Lightwright 6 8 Pipe thru C Pipe
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INSTRUMENT SCHEDULE PAGE 4 OF 6
11/18/24STRSTS

D PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (1) 1/038 Strand SL50 L174+R119 A1 /

2 (4) 1/042 Strand SL50 L174+R119 A4 /

3 (7) 1/044 Strand SL50 L174+R119 A7 /

E PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (99) 1/046 PAR 38 NC House

2 (6) 1/006 Strand SL50 L174+R119 \ A6

3 (9) 1/008 Strand SL50 L174+R119 \ A9

F PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (76) 2/302 x L174 Vom Frt

G PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (99) 1/046 PAR 38 NC House

2 (2) 1/025 S4 50° L174+R119 \ A2

3 (99) 1/046 PAR 38 NC House

4 (8) 1/032 Strand SL50 L174+R119 \ A8

H PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (1) 1/038 S4 50° L174+R119 \ A1

2 (99) 1/046 PAR 38 NC House

3 (4) 1/042 Strand SL50 L174+R119 \ A4

4 (27) 1/043 S4 50° R55,  T:R77833 Temp

5 (99) 1/046 PAR 38 NC House

6 (7) 1/044 Strand SL50 L174+R119 \ A7

7 (27) 1/043 S4 50° R55,  T:R77833 Temp

8 (99) 1/046 PAR 38 NC House

Mike Riggs / Lightwright 6 D Pipe thru H Pipe
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INSTRUMENT SCHEDULE PAGE 5 OF 6
11/18/24STRSTS

EYE PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (77) 2/204 x L174 Vom Frt

2 (99) 1/046 PAR 38 NC House

3 (25) 1/041 S4P WFL R54 Wash Lav

4 (99) 1/046 PAR 38 NC House

5 (99) 1/046 PAR 38 NC House

6 (41) 1/045 S4 Jr 36° L200+R119 Plat Frt

7 (63) 2/102 S4 Jr 36° L161 Cloud

8 (54) 2/101 S4 Jr 50° L174,  T:R77805 Chase Lane

Z PIPE
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (3) 1/001 Strand SL50 L174+R119 A3 /

2 (22) 1/004 S4P WFL R81 Wash Blue

3 (24) 1/002 S4P WFL R76 Wash Cyan

4 (26) 1/005 S4P WFL R54 Wash Lav

5 (6) 1/006 Strand SL50 L174+R119 A6 /

6 (28) 1/007 S4 50° R55,  T:R77833 Temp

7 (99) 1/003 PAR 38 NC House

8 (22) 1/004 S4P WFL R81 Wash Blue

9 (24) 1/002 S4P WFL R76 Wash Cyan

10 (26) 1/005 S4P WFL R54 Wash Lav

11 (9) 1/008 Strand SL50 L174+R119 A9 /

12 (28) 1/007 S4 50° R55,  T:R77833 Temp

13 (99) 1/003 PAR 38 NC House

14 (99) 1/003 PAR 38 NC House

15 (42) 1/009 S4 Jr 36° L200+R119 Plat Frt

Mike Riggs / Lightwright 6 Eye Pipe thru Z Pipe
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INSTRUMENT SCHEDULE PAGE 6 OF 6
11/18/24STRSTS

BOOM SL
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (65) 1/012 S4 Jr 36° TBD Curtain

2 (43) 1/047 S4 36° Sea Changer Head

2 (43) 2/390 •SeaChanger Control

3 (45) 1/048 S4 Jr 50° L174 Shin

BOOM SR
UNIT# CHAN DM ADDR INST TYPE & ACCESS COLOR & GOBO PURPOSE SCNR L/R U/D

1 (65) 1/012 S4 Jr 36° TBD Curtain

2 (44) 1/010 S4 Jr 36° L174 Head

3 (46) 1/011 S4 50° Sea Changer Shin

3 (46) 2/398 •SeaChanger Control

Mike Riggs / Lightwright 6 Boom SL thru Boom SR
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SOMETIMES THE RAIN
SOMETIMES THE SEA 2024-11-06

AM ERIC AN  UNIVERSITY
KATZEN  STUDIO  THEATER

LD: MIKE RIGGS 718-383-8218
SM: KATE

ASM: HANNAH
89 7

56 4

23 1

FRONTS G1

G2

G3

G4

G5G6G7

DOWNS G11

DIAGONAL WASH G20

22 21

24 23

26 25G23

G22

G21

26 25

TEMP WASH G27

1819 17

1516 14

1213 11 G12

G13

G14

G15G16G17

BACKS G30

33

32

31

G31

38

37

36

G36

42

PLATFORM G40

41FRONT G41

44 43HEAD G43

46 45SHIN G46

52

51

53

LOVERS G51

SPECIALS

54CHASE LANE

55LITTLE ONE UR

61WINDOW

63-64CLOUD BLUE-TEMP

65AQUA CURTAIN

71LIGHTNING GOBO

72STROBE

73LOOKING INTO RAIN

76-77VOM SL

78AISLE C

99HOUSE

100CUE LIGHT
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