












































	 Home
	 Add Document
	 Sign In
	 Create An Account
































Lighting Design Concept and Development of Spring Awakening By Frank Wedekind. A Thesis









Lighting Design Concept and Development of Spring Awakening By Frank Wedekind
A Thesis
Presented in Partial Fulfillment of the Requirements for the ... 




Author:
Nickolas Lindsey 




 0 downloads
 0 Views
10MB Size



 Report







 Download PDF 






















































Recommend Documents














FRANK WEDEKIND PUSZKA PANDORY 













 









Lighting Design Concept Proposals 













 









Die Buechse Der Pandora (German Edition) By Frank Wedekind 













 









parcare A functional and stylish lighting concept 













 









The Concept of Impact by Design 













 









Design and development of steering and suspension system of a concept car SAMUEL JOSEPH 













 









Handbook of Lighting Design 













 









Concept, design and publishing 













 









CONCEPT OF URBAN DESIGN 













 









DESIGN AND DEVELOPMENT OF 













 









DESIGN AND DEVELOPMENT OF 













 









STUDY OF MUSEUM LIGHTING AND DESIGN 













 









Development of a Meiosis Concept Inventory 













 









2017 SPRING AWAKENING DJ CONTEST OFFICIAL RULES 













 









DEVELOPMENT AND ENHANCEMENT OF ROAD LIGHTING PRINCIPLES 













 









N0010 LIGHTING ENGINEERING AND DESIGN 













 









Design Concept by Columbia River Press 













 









Design and development of a concept-based multidocument. system for research abstracts 













 









a Perfume Concept by 













 









ISM 116 Web Design and Development Spring 2014 Syllabus 













 









Spring Development and Protection 













 









Numerical Analysis of Spring Stiffness in Vehicle Design Development Stage 













 









Fundamentals of Submarine Concept Design 













 









TOURISM CONCEPT, RESOURCES AND DEVELOPMENT 













 












Lighting Design Concept and Development of Spring Awakening By Frank Wedekind



A Thesis



Presented in Partial Fulfillment of the Requirements for the Degree Master of Fine Arts in the Graduate School of The Ohio State University



By Alex Kyle-DiPietropaolo Graduate Program in Theatre



The Ohio State University 2011



Thesis Committee: Professor Mary Tarantino, Advisor Assistant Professor Jimmy Bohr Assistant Professor Janet Parrott



Copyright by Alex Kyle-DiPietropaolo 2011



Abstract



This thesis documents the design process for the production Spring Awakening by Frank Wedekind, as translated by Jonathan Franzen. The show was produced in The Ohio State University‟s Thurber Theatre from February 24th through March 13th, 2011. The design concepts for the production were developed as informed by an adolescent‟s perspective on the world, and the representation of that viewpoint through lighting design. Modern theatre techniques were employed to address issues raised in the play. One such modern technique was the use of live video to reinforce the emotional impact in key scenes, which required researching lighting design for the medium of film, and how to adapt it to the stage. Working within these design ideas, color and the positions of instruments were used to develop a hyper-reality where the adolescents‟ emotions and feelings are echoed in the world around them.
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Chapter 1: The Producing Situation



Spring Awakening, written by Frank Wedekind between 1890 and 1891, is a play that focuses on the trials and tribulations of adolescence. The play follows the intersecting and diverging paths of a group of youngsters in late 19th Century Germany. We see them each in turn, being forcibly molded by their parents, peers and society in ways that do not take into account who they are as individuals. Furthermore, their parents and other authority figures ignore the fundamental biology issues raised by adolescence. While Spring Awakening was written much earlier, due to its perceived illicit nature it was not produced until 1906, at the Deutches Theatre in Berlin. Since the play was written, it has been plagued with controversy, and many productions have been subject to censorship in many productions. In 1917 it was produced in New York for one matinee performance even though the City Commissioner threatened to close it for its “pornographic nature.” In 1963 the show was performed for two nights with a censored script. It took 75 years before the original script was performed in its entirety. The Ohio State University presented the 2007 translation by Jonathan Franzen. Spring Awakening was produced in Thurber Theatre, one of the four spaces used by Ohio State‟s Department of Theatre. It opened February 24, 2011, and closed March 6, 2011, running for seven performances. The production team included: Associate Professor and Acting Chair Dan Gray, producer; Assistant Professor Jimmy Bohr, 1



director; Drew Doherty, assistant director; Assistant Professor Mandy Fox, vocal coach; Ralph Scott, fight choreographer; Margaret Glaser, stage manager; Stephanie Ewan, Danielle Wisti and Sarah Hurwitz, assistant stage managers; Marty Savolskis, scenic designer; Samantha A. Khun, costume designer; Lowri Sion, sound designer; Chad R. Mahan, technical director; James Knapp, production and projections coordinator; Elizabeth Niswander, dramaturge; and myself as lighting designer. Additional lighting support was provided by: Matt Hazard, lighting studio manager; Dayna Schlefstein, production electrician; and Joshua King, lighting console operator. Thurber Theatre is the main proscenium space at The Ohio State University's Department of Theatre. Thurber is named after James Thurber, 1894-1961, a well-known writer of the early to mid-20th century. James Thurber attended OSU from 1913 to 1918. The theatre seats 600 people in a curved auditorium configuration with continental seating. Two audience entrances are located at the back of the theatre. Above and behind the audience on the left side is the sound operator booth. Above the rear of the audience is the lighting and stage manager booth. The auditorium is outfitted with its original 1970's forest paneling and brown sound baffles. Above the audience are two front of house lighting positions accessed from a vertical ladder in the upper sound booth and another vertical ladder from the pin rail. Located on either side of the audience are two vertical chandeliers that serve as auditorium lighting and theatrical lighting positions. Behind each of these are a series slot pipes. These pipes are adjacent to the auditorium walls along the sides of the audience.
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The stage is framed by a proscenium measuring 35'-0” wide and 22'-0” tall. The distance from the plaster line to the back wall is 38'-0”. There is a 3'-1” lip between the plaster line and the 7'-11” deep apron. This apron is a hydraulic lift that rises from 7'-7” below stage level, to stage level. Above the apron is a 35'-0” long 0‟-24” deep motorized truss providing lighting positions. Onstage are wings measuring 35'-0" x 38'-0" on stage right and 18'-0” by 38'-0” on stage left. Above the stage are six single purchase line sets, 29 double purchase line sets and four motorized electrics. Past the stage left wing is the scenic studio, connected by an industrial rolling garage door and a single standard door. Also as part of the stage left wing is access to a stairwell that goes down to a green room on the first floor of the building, and up to the lighting studio on the third floor. The stage right wing houses a platform that is used for scenic and lighting storage. Above the storage platform is the pin rail, and above that is the loading rail. At the up right corner of the stage, a circular staircase connects the stage floor to the pin and loading rails, and continues up to the grid at 56'-0”. On the downstage side of the pin rail is access to two front of house catwalks, called beam positions. In terms of electrical features, the lighting area uses twist lock connectors and plugs with a dimmer per circuit system for 188 hard wired 2.4k dimmers, and two hard wired 6k dimmers. For additional dimming, a 48 dimmer rack with 2.4k per dimmer is located stage left. Thurber Theatre has many lighting positions that have repeating circuits on either end of the FOH beams and onstage pipes, in part due to theatre consulting decision made when the building was designed in the late 1960‟s. In addition, four Socapex cables, each with six circuits, are located in the grid and approximately 80‟3



0” in length for flexibly placing lighting locations on a per-show basis. There is a supply of single circuit jumpers or extension cables ranging in length from 5'-0” to 50'-0”, as well as additional Socapex cable ranging in length from 30'-0” to 100'-0”. The fixture inventory at Thurber Theatre is very diverse, including at least four different lighting manufacturers, and at least five different types of lighting fixtures. While the inventory may seem sporadic at first glance, the numbers and types of instruments are actually well thought out. Even though some fixtures are more than 30 years old, they have been very well maintained. The inventory available for Spring Awakening can be found in Table 1. Due to my design requirements, I submitted a technical request for the use of additional lighting fixtures, effects and accessories, as found in Appendix C. A rationale for the use of additional instruments is required by my advisor Professor Mary Tarantino (head of the lighting design program), which is further explained in Chapter 4.
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Inventory of Thurber Theatre Fixtures (Qty)



Type of Instruments



Accessories (Qty)



Type of Accessories



DMX Devises



Type of DMX Devises



ETC Source Four 50° ETC Source Four 36°



6



S4 irises



8



Vari-lite VL5



18



top hats (10")



3



ETC Source Four Revolution



34



ETC Source Four 26°



14



top hats (7.5")



8



Apollo DMX EZ Iris



20



ETC Source Four 19°



12



Color extenders



8



Rosco I-Cue



2



ETC Source Four 10°



27



barn doors (10"):



1



Video Projector Dowser



5



Altman 6x9



17



28



Altman 6x12



36



11



Altman 6x16



49



6



Century 6x9



18



top hats (10")



18



Century 6x12



14



top hats (7.5")



17



Century 6x16



12



Altman 8” Fresnel



9



Century 8” Fresnel



20



Par 64



12



ETC Source Four PARNel



10



10” Beam Projector



4 36



Colortran pattern holders Rosco patters holders ETC Source Four pattern holders



Table 1. Inventory of Thurber Theatre



For Spring Awakening, I requested use of the Hog® 3 PC lighting console, running on a desktop computer with Windows XP© as the operating system. Together with the PC, I also used a USB widget. The USB widget allowed me to run up to four universes of DMX, as well as a playback and programmer wings. These wings model the 5



specialized keyboards that are typically used with the larger console configurations made by High End Systems©. I also employed two touch screens monitors to maximize the usability of the software under both programming and show scenarios. To facilitate the design, a team of electricians, referred to in this document as production electricians, review the lighting materials and arrange for load in, hang and focus of the equipment within a particular time frame. Within the Ohio State Department of Theatre, two courses contribute a major portion of the labor required to complete the design. The first course is TH 221, Technical Production Fundamentals II (Lighting). It requires each student contribute 18 hours in the lighting studio, in this academic term split between two shows concurrently in production. The other course is TH 205, Technical Production Practicum, which allows students to have a chance to select a specific theatre production area to work in. The students who choose the lighting studio are required to contribute 37 practicum hours. To support with the more complex technical issues associated with the design, two graduate teaching assistants and one lighting studio manager also contributed expertise. Approximately 87 hours of work calls were assigned between Feb 3, 2011 and March 7, 2011. For this show I received a lighting budget of $3000. This was used to buy specialty lighting instruments to light models, various electrical components for practicals, color media, and templates. The budget breakdown can be found in Table 2. The above is a statement of the physical attributes of the production and facility. What follows is a detailed summary of the directorial and design choices used to create the look of the production. 6



Chapter 2: Director’s Concept and Design Approach This section examines director Jimmy Bohr‟s approach statement for Spring Awakening as provided to the design team and actors. I will discuss how his vision of the production elements (scenic, costume, video, sound and lighting) which led to the path I followed in my research development. To support the Ohio State's Department of Theatre implementation time line for Spring Awakening beginning in September, the designs were finalized over eight weeks. The complete director‟s statement may be found in Appendix A. The director‟s statement was given to the design team on September 15, 2010. Bohr's approach is centered on the main idea that this play is set in the world of the adolescents. He noted, “The world of the play is a small town in Germany in 1892, specifically, the children‟s world in that small town.” The adults function as the adolescents' most vivid nightmares. The scenic environment is their school room. Everything they interact with is what they would find in that room. Youth are to follow their parents and ask no questions. Bohr goes on further to say that “Melchior is the central character.” The world that the audience is presented with encompasses “his (Melchior's) journey.” The director suggested that the play uses both the “formality of the period” as well as “the universal, and very current, angst of adolescent sexuality.” These two ideas 7



ensure that the play will still use the slightly archaic text, and that we can bring a reflection of the present into the play as a whole. In the end, this should make the piece timeless. Bohr asked for the set to be a large square box, constructed to resemble a late 19th century school room, with warm forest paneling on the lower level and lighter color on the upper levels. Inside this room there are a multitude of doors that can be used as hiding places for props that the adolescents use to tell the story. In addition to the massive walls, he asked for a large table that could withstand the weight of three actors, moved around, and placed in different positions to represent different objects, such as a tree, wall, or trellis. For costumes, the adolescents should look like school children with a timeless quality: girls wearing skirts and blouses and the boys wearing dress pants and button down shirts. On the other hand, the adults should look like the adolescents' nightmares: very tall and “grotesquely overdrawn” with “mask-like makeup.” The director requested the use of live video that would be projected on the back wall of the set, as well as smaller images on video screens that would be placed behind the upper doors. Video would be used for two purposes: 1) for the audience to view projected miniatures used to convey background images, such as the forest or the reformatory, and 2) for the audience to see close-ups of the actors in intimate moments, allowing intense focus on the actor‟s faces. For the lighting design, Bohr asked for it to “be as free and creative as the children can imagine.” In late September (as the production design was in development), I had just finished a week long master class with Jan Stepanek, a professor and scenographer from 8



JAMU, Janacek Academy of Music and Performing Arts, in the Czech Republic. Stepanek, guest at Ohio State‟s Department of Theatre, was teaching a master class pushing us to look at our creative process from a wider angle, with a more free form flow. He taught us to look at what we were designing and see it from many angles. He impressed upon me that just because one is a visual designer, it does not mean that one can only look at the physical aspects of the world, such as smell, sound and touch. He wanted us to see not only what is observable, but also that which our mind „sees‟ that is not observable. I found that by taking any statement and following it with the phrase “or is it," such as “that is a tree, or is it?” allowed my mind to rethink what it observed. This formed a foundation for interpretation, based on Stepanek‟s approach, and I began to develop a design idea for lighting Spring Awakening. I started with a single idea, in this case the notion of children creating. I asked myself, what do children create? I found that children create make believe. They often focus on what they see in the world, and idealize it into a hyper-reality where everything is a perfection of itself. Summer days are warm and bright; storms are loud and dark, and there is always snow on Christmas. Two primary ways to experience this make believe are through games and visual art. I felt that the concept of games related well to decisions made in the acting and directing aspects of the show. The visual art, however, was much more likely to be an inherent part of my lighting design contribution. I began with the most simple form of visual art and focused on finger painting. This medium allows a child‟s hand to be in direct contact with the medium of creation, thereby allowing for playful feelings to transfer directly to the paper. Colors are swirled and moved as the mind wishes and fingers move. Colors are only 9



limited by what is provided to the child. There is less focus on form, and more focus on the boundless options of the mind. The medium of finger paint provides a momentary glimpse of the child‟s personality and feelings. The youth in Spring Awakening are young teenagers. They are beyond sticking their fingers in paints and smearing it on a surface. They want to be adults but they have not necessarily given up on some of their childish ideas. Therefore we return to the question “or is it?” What is the teen's medium? One contemporary example is spray paint. On what do they paint? Walls, bridges, buses, trains, and anything else that can become canvas, and will be seen by many people. I came to an understanding that some teens struggle with authority (figures). They are striving to hold onto their youthful innocence while being pressured by adults to conform to their standards. In some cases this rebellion manifests itself in non-conformist activity, such as graffiti. Their forms of expression are more realistic than finger painting, but the color is still vibrant and penetrating, as shown in Figure 1. By looking into the face of the angel, we see that she is rendered in near realism with smooth shading and a three dimensional look. However, at the same moment her hair and wings flatten into two dimensional caricatures shown in vivid color in direct conflict with of the monotone face.
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Figure 1. A graffiti angel http://www.myspace.com/147037472



I chose to develop the lighting for the show as a combination of the adult‟s “reality” and the adolescent‟s vibrancy and passion. I began to research the adult and adolescent “world” of the late 19th Century, to help explore and understand the mood of the entire play. In subsequent readings of Spring Awakening, themes of struggle between adult authority and adolescent identity began to emerge. The adolescent questions what they are being taught as well as what is not being taught, such as human sexuality. Their changing hormones and curiosity drives their emotions to emerge, while at the same time they feel that the adults are forcing them to repress their sexual feelings. In the end, this breeds resentment by the adolescents towards the adults. One coping mechanism to hide these feelings is to feign apathy. Drawing on my music library and with an understanding of angst-filled teen music, I recalled the song Smells Like Teen Spirit, written by Kurt Cobain and widely performed by his band Nirvana. His verse speaks to the emotionally charged but repressed feelings of youth: Load up on guns Bring your friends It's fun to lose and to pretend She's overborne and self-assured 11



Oh no, I know a dirty word Hello, hello, hello, hello With the Lights out it's less dangerous Here we are now entertain us I feel stupid and contagious Here we are now entertain us A mulatto an albino A mosquito my libido I'm worse at what I do best And for this gift I feel blessed Our little group has always been And always will until the end And I forget just why I taste Oh yeah I guess it makes me smile I found it hard it's hard to find Oh well whatever never mind A denial Cobain finally concludes with the line “oh well, whatever, never mind.” No matter what has come before, everything that could reveal weakness, all emotion must be repressed and hidden. In Spring Awakening, this can be seen during Act 3 Scene 2 as the school boys move away from Moritz‟s (one of the main characters) grave. They are moved by the actions Moritz had taken, but they brush off their feelings and avoid facing their emotions by refocusing themselves on their school work. Another resource I researched was the film Pink Floyd The Wall, based on Pink Floyd's album The Wall. The story follows a man named Pink, a rock star, who is slowly descending into insanity. At the beginning, we see Pink as a child, and learn that his father has died while fighting in World War II. Later, the plot follows Pink‟s story as a school child, ridiculed for writing poetry. As Pink grows up, he is plagued by an overprotective mother who babies him and tries to isolate him from the world. Much like Pink, Wedekind‟s character Wendla (the main female character), is smothered by her 12



mother‟s protectiveness and domination. Figure 2 is a collage of some of the major scenes in the film.



Figure 2. A scene from The Wall http://www.myspace.com/eddie6687



The childhood experiences shown in these scenes are representative of the direct causes for Pink‟s increasing mental insecurity and eventual descent into madness. These three elements: graffiti‟s juxtaposition of vibrant hyper-worldly colors and realistic form, Pink‟s spiral into madness, and Cobain‟s examination of the use of apathy to cover intense feelings, was all helpful and supportive when exploring the troubled youth as encountered in Spring Awakening. Subsequent to this analysis, at the next creative meeting, scenic designer Marty Savolskis and costume designer Samantha Kuhn presented their design research. Savolskis brought in images of 1890's school houses and other realistic materials, such as 13



dark forest paneling, beams and pale colored plaster. Bohr requested for walls to be very tall, in an imposing way. In response, Savolskis presented a basic sketch, showing a square structure of dark forest on the floor level and light walls above to function as projection surfaces. There were six large doors located on the ground floor, two on each of the three walls, and a large double door located upstage center. Between the doors were four cabinets that were not fully enclosed, allowing for magical spaces where large items could be brought on stage. Eight doors, hidden in the wall panels, were located on the second level of the set at 10‟-0” from the floor. The second level doors were used as acting areas as well as for lighting positions. Above them were three doors hidden in the same way as the second level doors, used only for lighting positions. At this meeting, the costume designer presented various school uniforms from the late 1800‟s to the 1950‟s, mentioning that the major difference was the length of the girl‟s skirt. She also presented some period research for the adults, talking about the exaggerated figures and false silhouettes to be accomplished by false exaggerated body pieces, platform shoes, and wigs. At this point, I started to look into the requirements of video as a visual element on stage. As lighting designer, this raised questions for me in terms of my role within the show. Having limited exposure with video (much less live video), I began to do research on how to integrate lighting for video into the design as a whole. I was given a two-fold lighting challenge. I needed to determine how to light a scene for theatre with adequate intensity to look good through the cameras image, projected on a high value back wall. I also needed to ensure that stage light on the scene did not wash out the projection. 14



I was fortunate to have a participated in a summer internship at The Lighting Design Group, in New York in summer 2010, preceding design development for Spring Awakening. This company specializes in lighting for talk and news TV shows. I worked closely with Dennis Size, a lead designer with the company, as his assistant drafting upcoming shows, updating his paperwork, and learning how to develop lighting for film as a medium. I also spoke with Assistant Professor Janet Parrott, video faculty in the theatre department, about the use of color and types of cameras that could be used. This research led me to understand that when I designed my light plot, I would need to be aware of the camera placement in relation to the actor‟s face for each video shot. I also needed to choose specific, controllable light fixtures that would be used to light the small scale models in several locations onstage. Given how small the models were, and their placement so close to the walls, the lighting beam would have to be tightly framed to limit how much light bled onto the rest of the set. In November, I bought two different LED sources to test how they worked within the space and with the models. Over the next few design meetings, the creative team worked through the specifics of the set, blocking and costumes as well as discussing practicals. For the most part we were in agreement, with some technical issues coming into play. For example, due to limits of the personal lifts used for lighting focus, the maximum height at which one could safely focus instruments is 30'-0”. The current height for the set walls was also 30‟-0”, so after some discussion and compromise, the wall height was decreased to 24‟0”. The next issue involved the projectors. Because of the limit of projection equipment available for this production, the team had to choose between an ideal projection size, 15



(14‟-0” high by 17‟-0” wide) with less than desirable intensity, or a projection that was small (9‟-0” by 12‟-0”) but at the intensity we preferred. As a group we determined that it was more important to fill the space with video than to reach the ideal intensity values. Next we discussed many lighting fixtures needed to illuminate the set, work as set practicals, and function as special effects. We decided to have one lighting fixture dedicated to light the model, six “gas lamps” distributed along the lower walls, one desk lamp that actors would move between the set and an on stage cupboard, one flown chandelier, and three rows of bare lamps in sockets to form the look of stars. The approach to the star effect came from an extended discussion about the “look” of night in the design approach. I will discuss this process further in chapter four. To achieve a better understanding of the look of the scenes, the use of video, the door openings, and the hanging light bulbs, I took the preliminary scenic designs and developed 3D renderings of the space. Using Maya® I constructed the theatre, the set design and placed an actor within the scenic environment. In doing this, my 3D model enabled me to show the production team a close approximation of several representative scenes. In addition, I created a lighting rig of fixtures to test various lighting configurations. Figure 3 represents my rendering of the forest scene. Video is projected on the pale back wall, and actors are lit by steep theatrical light shining through the upper doors. Figure 4 shows my rendering of the hayloft scene in Act 2 Scene 4. The video is representative of the live video of the actors on the standing on the table, lit by low angle theatrical fixtures, shining through the second level doors. Above the actors, bare hanging light bulbs represented stars. 16



Figure 3. Early 3D rendering of a forest look



Figure 4. A pre-visualization of the Hayloft Scene After two months of discussion and compromise, we ended with a clear representation of what Spring Awakening would look like. From this scheme, I created a scene breakdown of the show, using research photos, ground plans, costume renderings, and my own 3D renderings of the space to create a story board of the show. The end product of this process was a vision that reveals glimpses into the reality of the adolescents. The team agreed that the show would start off realistic in its visual expression, and slowly fall into a hyper-reality, where colors and angles of the lighting 17



instruments are used subtly to reflect the mood of the children. Their world is filled with an intense form of „perfectness.‟ Not just filled with sunshiny days, but also the absolute terror of a prison full of bars and shadows. The world of the play becomes this hyperreality, and then ends with the hope that normalcy may be restored.
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Chapter 3: Script Analysis



Spring Awakening is a universal story, but set in a time that to modern audiences may seem archaic. One of the main reasons for the staging of Ohio State‟s production was to bring this story to the modern audience. Unfortunately, this message has been diluted in large part by the watered-down Broadway musical version under the same name, presented as a modern rock-musical retelling of the same story. Act 1 Scene 1 begins as Wendla tries on her new dress. She complains that it is too long and restrictive, and asks if she can go back to wearing the pinafore from her younger days instead. Her mother, Mrs. Bergmann, finally gives in under the pressure and allows Wendla to wear the pinafore even though it is too short. Wendla goes on to chide her mother for worrying about what she wears, telling her mother there are many things she could wear or not wear that would be much more uncouth than a short skirt. Wendla is very naive about her emerging sexuality. I decided that this scene should be the most realistic, with a soft warm glow mimicking the morning sun coming through the windows. I chose to make this scene as realistic as possible to allow for the greatest contrast with the very abstract representation towards the end of the show. The location of Act 1 Scene 2 shifts to outside the forest, where the boysMelchior, Otto, Moritz, George, Robert, and Ernst- play a game to pass the time before they must go home. Melchior decides that he is done playing, and wishes to go for a 19



walk. The others frantically ask him about whether he has finished his homework, and fret amongst themselves as to what everyone has done and not done. Melchior rebukes them and asks Moritz, Melchior's best friend, if he will walk with him. They move on, while the other boys exit stage, and proceed to sit down under a tree. The boys talk obliquely about sex and gradually the conversation becomes more personal. Melchior‟s familiarity with sexuality contrasts with Moritz‟s naiveté. This scene begins as a broad sunny afternoon, and slowly progresses to an intimate dialogue between friends, not unlike that seen in the research image below. For my complete story board, see Appendix B.



Figure 5. A scene from The Lady in the Water http://www.moviemobsters.com/2009/10/12/lady-in-the-water-2006/



In Act 1 Scene 3, girlfriends and fellow students Thea, Wendla and Martha converse on their way home from school. As they walk over a bridge, Martha brings up her abusive home life. The other girls are unacquainted with this level of abuse, and are confused as to what they should do about it. Wendla finds the stories abhorrent, while at the same time she is intrigued because of her lack of understanding. Martha shifts the 20



conversation away from herself and on to the girls‟ future with their own children and marriage. They see this future as inevitable, and welcome the peace of it. As they move off the bridge, Melchior runs past. The girls find themselves swooning over each of their crushes and recounting tales. In my lighting design progression, this scene begins the transition from realism to hyper reality through increased color vibrancy, highlighting the girls with a faint pink halo. Act 1 Scene 4 takes place in the school yard after school ends. Melchior, Otto, George, Robert, Hansy Rilow, and Lämmermeier are playing in the yard. Melchior is looking for Moritz. The rest of the boys tell him that Moritz went into the teachers‟ conference room, and probably got into trouble. Moritz then runs into the yard and relates to the others that he found the door open and snuck inside to see if he had passed to the next level, which he did. All the boys except Melchior state their disbelief at the story. Act 1 Scene 5 takes place in the forest, with a chance meeting of Wendla and Melchior. A dialogue ensues that centers around the contrast between Melchior‟s questioning nature and Wendla‟s acceptance of what is normal. Melchior questions Wendla on why she helps the poor, who must hate her. She says that she enjoys being able to help. This seems to Melchior to be a simple idea that does not take into account all the facts, and that simply serves to confuse Melchior more. Wendla mentions that Martha is beaten and that she has never been beaten herself. Pleading with Melchior she tries to get him to beat her, with a switch, so she may understand what it feels like to be in that situation. Melchior at first refuses but is finally goaded into hitting her. Filled with his own misunderstood feelings, he starts off with light taps but then falls into beating her to 21



the ground. Both are so confused by the sexual tension between them; the result is a horrifying experience for them both. Before this, most of their feelings are hidden: in Melchior‟s case behind a cloak of reason, and behind Wendla‟s naiveté. I felt that as this scene collapsed into an unrelenting fugue of feelings, the lights should start in a realistic style but then center down onto the two characters, and build in intensity and isolate them from their surroundings in a manner that directly corresponds to their feelings. Melchior and Moritz converse over their studies in Melchior‟s room at the start of Act 2. Moritz is worrying over his position in school, and what his parents will do should he be expelled. He regales Melchior with a story his grandmother told him about a queen with no head who found love in a king with two heads. He becomes lost in this story, and every time he sees a pretty girl he sees the headless queen. At this point, Melchior‟s mother (Mrs. Gabor) enters and serves tea. She asks Moritz how he‟s doing, and chides him for being obsessed with school. While Melchior is regaling his mother about his teachers, Mrs. Gabor sees that they have been reading Faust. While she accepts her son‟s judgment, she feels that he is still a little too young to read the book. She tells them that if they need anything that they should call, then leaves. This scene explores the intimate workings of thought and emotion between best friends. It has the feeling of a conversation in a tree house or club house, where the boys are free of the pressures of the outside world. The quality of light here is intimate, representative of a child‟s sleepover where the two friends share a flashlight, trying to evade sleep with any conversation that comes to mind at the moment. The action of Act 2 Scene 2 moves back to the Bergmann house. Wendla is 22



excited, but inquisitive to learn more about the recent birth of her niece. Her mother tries to placate her by saying that the stork delivered the baby, but Wendla is not fooled and states that she is old enough to know about how babies are made. Mrs. Bergmann is so flustered by Wendla‟s forthrightness that she finally relents and says that she will tell Wendla how children come into the world. Bergmann gives a very vague description culminating in the idea that a woman must love a man as only a woman can. Wendla, not knowing any better, accepts the idea that the only way to have a baby is to love a man. This scene represents a key lie told by an adult to a child. This lie is directly responsible for Wendla‟s eventual fate. Act 2 Scene 3 centers around male student Hansy Rilow, discovered in a bathroom seated on a toilet. He is fighting internally over whether to throw away his newest nude postcard, or to keep it. He talks to the postcard as he would a lover, and explains that while his will is weak, he is filled with guilt over having the postcard. After much struggle, in the end he throws the card in the toilet. This is the first truly intimate scene we see that focuses on lust and passion, and deals with the battle between the feelings of guilt and the feelings of lust and passion. To heighten the focus on Hansy‟s physical emotions, the scene will be lit selectively, with a background projection close-up of the actors face. Act 2 Scene 4 is pivotal to the relationship between Melchior and Wendla. Melchior is discovered in a hayloft, trying to ignore his feelings toward the world when he is interrupted by Wendla. His feelings cloud his judgment, and he forces himself upon Wendla. This scene can be interpreted and played one of two ways: either he has raped 23



her, or she follows her body‟s passions even though she doesn‟t know what she is doing. Neither Melchior nor Wendla are in full control physically here, as they are lost mentally and emotionally in the depths of their feelings. The issues and feelings have not been explained to them, nor are they mature enough to understand or manage those feelings. This is the point at which live video was first used. It required the necessity of a greater amount of illumination. In lighting this scene, I intended to focus my lighting on the actor‟s bodies as a halo of saturated tones. Through angle placement, light would reveal the edges of the body, obscuring its full definition. Rather than a visual moment of true and pure love, bodily lust is revealed by saturated light cast on the characters. This was presented in both the onstage action and through live video. Figure 6 shows an example of such a representation
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Figure 6. An intimate embrace http://bodies-of-art.tumblr.com/



In Act 2 Scene 5, the action returns to the Gabor house. Mrs. Gabor is sitting at a desk, writing a letter in response to Moritz. Moritz has asked for financial assistance to run away to America. Gabor writes that she cannot comply, and she is hurt that he would suggest that he would commit suicide over the dismissal from school. While Mrs. Gabor tries to communicate her reasons clearly to Moritz, it is obvious that she does not fully understand the depths that Moritz has fallen to. In my lighting approach, I want to show that while Mrs. Gabor was trying to help, she remains isolated in the world of adults. She writes with the glow from a dim table lamp that barely shows the room, showing her isolated as she is isolated by her inability to understand the children as she would like to. Act 2 Scene 6 takes place in the Bergmann‟s garden. In this solo scene, Wendla 25



pours her heart out to the world about her sexual liaison. She feels that this experience has now allowed her to be able to join the world of the adults. To represent this in light, I chose to light the scene euphorically with bright vibrantly colored lights, reminiscent of Thomas Skelton‟s jewel lighting. I learned about Skelton‟s jewel lighting from a course I had taken during my graduate studies, centered on analyzing the drafting and writings of Skelton. I delved deeply into his designs with dance and specifically the modern dance troupes he worked with, and worked to extend those concepts to lighting this scene. Act 2 Scene 7 centers on Moritz in the forest, contemplating his life. Moritz explains movingly about his trials and tribulations. He is challenged by his abilities as a student, letting his parents down, the pressures from his teachers and the failings of the only adult he trusted, Mrs. Gabor. He is also plagued by his passion for women, and stymied by his inability to even engage in conversation with them. At this moment, Ilsa, a local girl who has left school and has started to model for some bohemian artists, enters. At first she seems accepting of her role in the world, but as the scene progresses she considers more and more that Moritz might be a worthy conquest. Even though Moritz craves this attention, he pushes her away as he is overtaken by waves of conflicting emotions. She runs off stage, leaving Moritz alone. He realizes that this was his last chance at a reprieve from his lot in life and perhaps his fate. As the sun sets, he decides that he is never going home. This represents the last desperation of a very troubled youth. The lighting in this scene will directly reflect the mood of Moritz. As he falls deeper into desperation, the scene loses intensity and saturation. When Ilsa enters, there seems to be a chance of hope as the scene brightens, as in Figure 7, and widens with possibilities, but 26



then collapses back in upon itself. Finally, the lighting falls to the stark isolation of Moritz, as seen in Figure 8. As he aims the gun at himself, there is a flare of intensity representing his emotions as he experiences his last moment of feeling before dying.



Figure 7. “Deep in the Forest” http://browse.deviantart.com/photography/nature/landscapes/?q=night forestℴ=9&offset=24#/d34xbok
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Figure 8. “Suicide” Altered in Photoshop by the author http://browse.deviantart.com/?qh=&section=&q=dakann+suicide#/dmvgqt Act 3 Scene 1 presents the first view of adults outside of the adolescent‟s families. The teachers are depicted as depraved loons and caricatures of real people. In a moment of pure black comedy, they fight with each other in very dignified educational manner as to whether a window should be opened or not. This interrupts a tyrannical rant on the future of Melchior, who was just trying to help Moritz understand how he was changing. They usher in the young man and accuse him of making pornographic materials and distributing them to Moritz. Melchior tries to show the adults the innocence of what he was doing, but they will have none of it. At the end, they decide to expel him and throw him out of the room. The entire experience is a circus, an aggressive caricature of how adolescents view adult‟s behavior. For this scene, the lighting is arranged so that the shadows cast by the adults spread over the set, showing their power over Melchior. While they sit at the table, they appear to preside over a secret trial, ruling with intense vigor. As seen in my research, a similar representation can be seen in Figure 9. 28



Figure 9. The war room from Dr. Strangelove http://georgesjournal.wordpress.com/2010/03/24/dr-strangelove-or-how-i-learned-tostop-worrying-and-love-the-bomb-1964-review/



Act 3 Scene 2 is set in the graveyard. As the scene begins, Reverend Bleakhead, Moritz‟s father and uncle, Professor Heartpayne and Professor Starver are hovering over Moritz‟s grave. Each in turn makes a bleaker case for the depravity they feel Moritz has committed by killing himself. The boys at the grave, Otto, Moritz, George, Robert, Ernst and Hansy come to the grave. They argue over the cause of Moritz‟s death, blaming each other while trying to hide their grief. In the end, they realize that they all have homework to finish and leave, with Martha and Ilsa remaining. The girls bring flowers for Moritz, and Ilsa tells Martha that Moritz was worrying over “parallelepipedon” and that she heard the shot and saw that Moritz‟s brains were “hanging from the willows.” I felt that this scene was about the covering of emotions, a forced apathy. The adolescents realize what has happened, but are scared to show their feelings because the adults have clearly shown earlier in the scene that Moritz should be shunned. To best support this scene, I decided to 29



try and make the scene as gray and wash out as much of the color as possible. To produce this I used looked at the costume color palate during this scene and tried to find an opposing color that would wash them out, in this case it was a mix of a light slate lavender with a little green mixed in. Act 3 Scene 3 returns the action to the Gabor house. Mr. and Mrs. Gabor have an argument over the fate of Melchior. The mother asks for forgiveness, while the father demands punishment and strict rules. She finally agrees to send Melchior to the reformatory. This scene plays as a conspiratorial meeting to decide the fate of an adolescent without his knowledge, and without considering his side of the story. The lighting in the house will embody the sense of a clandestine meeting of spies; dark and mysterious. Act 3 Scene 4 reveals Melchior in the reformatory. For entertainment, the reformatory boys masturbate in a circle over a quarter mark to see who can ejaculate first and hit it. They have not accepted nor are comfortable with their sexuality, and therefore flaunt it at every chance they get. These young men are so confused about their role in life. They fall back onto the only response that has worked for them, which is anger. Melchior plots his escape. While he has not yet fallen into complete despair like the other boys in the reformatory, he knows that if he stays for much longer he will turn into what they represent. This scene tells the story of repression targeted towards adolescents who do not conform. My approach to representing this environment shows the metaphysical bars that hold the boys by using bar templates, projected on the entire set, as well as restricting the color palette to represent their loss of any emotions, other than a focus on 30



anger. In Act 3 Scene 5, Wendla is discovered lying in her bed as a doctor attends to her. The doctor professes a diagnosis of anemia. After he leaves, Mrs. Bergmann reveals to Wendla that she is pregnant. Wendla cannot understand how this happened, because she did not love Melchior, which her mother said was the only way for a girl to get pregnant. They both lament their situation as they are interrupted by a knock from Mrs. Schmidt, the local midwife. She has come to perform an abortion and the scene ends as Mrs. Bergmann opens the door for her to enter. This scene is about the demise of a purely innocent spirit, Wendla, both mentally and physically. The quality of the light here underscores the slow death of Wendla like the last dying embers of a fire. Act 3 Scene 6 reveals a vineyard, where school boys Hansy and Ernst are relaxing under a trellis. They have just had sex, and are lost in their hopes for the future. They both hope to go on with their lives, and become upstanding citizens with wives and children. At the moment, however, they look forward to simply “skimming off the cream” of life. They believe that even though what they are doing right now breaks rules, they accept it as a moment of pure pleasure, and that believe that it will not matter tomorrow. This scene is in stark contrast to the fates of the other adolescents. These are the only adolescents to get a glimpse of pure love, and they are willing to accept it for as long as possible. To light this scene, I felt that the greatest objective was to show a moment of pure passion. To do this I focused on the young men, and filled them from all sides with a diffuse glow using saturated colors. Act 3 Scene 7 is the final scene of the play. Melchior is revealed at the graveyard 31



where Wendla and Moritz are interned. He has an internal conflict over what he has done to his two greatest friends, and what he should do about it. As he becomes overwhelmed by feelings and attempts to leave, the ghost of Moritz appears holding head in hands, and stops Melchior‟s exit. Moritz tries to convince Melchior that he should commit suicide to relive himself from the pain in the world. Just as Melchior is about to accept the invitation to death, he is interrupted by a Masked Man. This man shows the flaws in Moritz‟s concept of death. He tells Melchior to accept what has taken place, and move on with the rest of his life. The Masked Man and Moritz argue over Melchior‟s fate. Melchior is finally won over by arguments of the Masked Man, and says good bye to Moritz. Left alone, Moritz decides that he will go back to his grave and smile. In this scene, Moritz represents death while the Masked Man represents life. This is the only scene that uses supernatural themes, and should stand out as a completely distinct and different representation of the world. At the end, we are left with a chance for one child to survive childhood, and be able to become an intelligent and well-functioning adult who will not make the same mistakes as his parents. To show the otherworldly feeling, I chose to use thick low lying fog that would allow the characters to appear to float. To contrast with the previous scenes, I decided to remove all reality from the scene. Life is represented by a beam of light coming from stage right and death from the opposing side. As life and death struggle over Melchior‟s fate, their corresponding side light would fluctuate in intensity representing their will being forced on Melchior. In this chapter I discussed the script and choices that were made in regard to lighting and video for the production. In the following chapter I will focus on the 32



design process, from the initial design concepts through tech week, and opening night for Spring Awakening.
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Chapter 4: The Production Process



To begin my design implementation, I met with the director and scene designer to discuss the look and visual progression of each scene. Bohr and Savolskis determined their initial ideas on the placement of the large table and chairs that functioned as the primary set pieces. They also decided to incorporate a hanging chandelier to suggest the Bergmann house, and a desk lamp for the Gabor house. I joined the conversation, suggesting lighting and video options for each of the various scenes. Together we mapped out the blocked video, scenery, and lighting for each scene in turn. We also explored the notion of incorporating a slow progression from reality to the hyper-reality (as discussed in Chapter 3). Bohr asked for a star effect backdrop for the final scene. I tried to find a way to use a star drop, but I initially felt that it would look awkward to have such a large curtain come in at the final scene. I suggested we place fiber optics in small holes throughout the set, but Bohr did not like this idea. Then I proposed a composition of suspended clear light bulbs that would have an older, loop style filament. We both liked this idea, and I created a series of 3D renderings for pre-visualization purposes, see Figure 4. At first, the design consisted of three line sets that would descend for the final scene, with a scrim in front to hide the rest of the set. During the design meetings, I presented what we had been working on outside of the meetings. Bohr enjoyed the look of the hanging light bulbs so much that he requested them to be used in 34



multiple scenes. To support the use of both the hanging light bulbs and video in these additional scenes, I redesigned the placement of the hanging bulbs so as to not interrupt the video on the back wall. After confirming the initial ideas for lighting the scenes, I revisited the storyboards while taking into account Kuhn‟s costume design renderings. Reviewing all the research the design team had gathered, I began to develop my plot. First, I took the set design and divided it into fifteen sections. These fifteen sections, or acting areas, on stage and five separate acting areas on the apron would be treated with specials instead of washes. Once I identified my acting areas, I started my centerline section, as can be seen in Figure, to determine the distances to each acting area from each lighting position, and the sight lines. The front of house cannot be moved, so I started by finding their distance to each of the alleys, the lines of acting areas running from stage left to stage right, parallel to the proscenium arch. I found that the second beam could hit only the first two alleys, but the FOH truss would block the second beam from being able to make the final alley. The first beam could only reach the first alley because of its placement in relationship to the FOH truss. The FOH truss could hit any of the alleys, but it had no dedicated circuits and is narrower than the beams, restricting the number of instruments that could be hung. Also, with the placement of the projectors on the proscenium arch on center, I could not hang any units particularly far upstage on center. All of these factors had to be incorporated into the plan. Once I determined these distances, I calculated the field angle I would need to cover a nine foot acting area on stage. From there, I moved to my onstage electrics. The set designer had not placed any of the masking by the time I 35



had started my drafting, so I placed all of the borders at least 1‟-6” in front of each of my dedicated electrics and placed their trim heights at 0‟-6” above the set. I showed this drafting to the set designer and asked if this worked for him, and he affirmed that it was fine. Now that I knew the masking, I calculated the trim height of my electrics so that when I had loaded them with lights, the audience would not be able to see them behind the masking curtains. From there I repeated the measurement technique that I used on the front of house positions to figure out the required field angles for my top, back, and side instruments.



Figure 10. Centerline Section



Next, I proceeded to place the full stage washes. I began with the front washes. Because I felt that seeing the actor‟s faces was important for all of the scenes, I decided to use straight front light instead of angled front light. While it flattens the body‟s form, straight front light is the best placement for visibility. Taking into account that the front 36



light would need to represent both sunny days (normally viewed as yellow in color) and dark night (normally viewed as deep blue), I placed two full stage washes in blue and amber. This allowed me to use them in tandem to color mix to white, or any color between amber and blue. Then I moved on to developing a top light wash. I initially felt that only one wash was necessary (in a neutral color) that I could then mix with the Varilite® VL5s. Requested from my advisor, the Vari-lite® VL5 is an older moving head fixture which dates back to 1992. They are a compact wash fixture with attributes that include both color changing and beam distribution, in addition to the typical pan and tilt features of moving lights. However, I remembered that the VL5s could only supply very saturated colors, so I placed the two top washes with a more saturated blue and amber than in my front lights. When I started to draft this, I found that it used up too much space and would limit what I could hang above the stage due to the previously mentioned restrictions. This would also dedicate a lot of inventory to a single direction of light. In addition to this, I added electrics behind each of my dedicated electrics to give myself more room and moved my amber top upstage to make it a steep back light. With the addition of these positions, I had to go back to my section and figure out the new trim height and field angle measurements. From there I started to place the VL5 fixtures. Again, the restrictions and relative lack of space limited me to hanging two lights per lane instead of three as I would normally do. Then I turned my attention to high sides. Given the space limitations above the stage, I developed a high side from both stage left and stage right that would radiate from above the walls. The angles for each lane (the acting areas running perpendicular to the proscenium) would be different, but I accepted this 37



fact as a trade-off to gain more effective space above the stage. To further restrict the impact on the available space from the high sides, I used an instrument with a larger field angle to take the acting areas from five across the stage (as I was using with the front light), to three. I choose two relatively neutral purples, one a little more red and the other a little more blue, and put them in either side. Once I had my stage washes, I moved on to lighting the doorways on the first two levels. For the lower levels, I felt that it was most important to have a bright beam that could stream out at a low angle to reach as far across the stage as possible. For the doors on the second floor, I decided to hang an array of fixtures to light figures within the doors. Moving upstage, I would have a forty-five degree angle through the door to cast the actor‟s shadows onto the stage, and finally a very steep light to limit the light cast on stage and mostly light the actor in the doorway. For the lower angled lights, covering both the second and first floors, I would require either booms or set mounted instruments to achieve the design. I took all of my ideas to the technical director, and talked over their placement. Together we developed the placement of a boom for each of the side doors on the second level. For the back doors on the same level, I would only be able to use the 4th electric because there was no way to mask anything lower. The doors on the first floor would have one light apiece that would hang directly from the set. This gave me a good basis for the design of the show, including a flexible set of washes that could cover anything I needed within the limitation of the set. At this point, I was able to see a run of the show. This run confirmed my understanding of the director‟s intent regarding the blocking and use of video, and 38



provided important additional detail as to the implementation. I used this information to adjust my plot to reflect what was necessary for each scene in the show, as well as making sure that my light placement would minimize the amount of bounce on the projection surfaces while maintaining the necessary lighting levels and remaining true to the design concepts. The next step was to go through each scene and choose specials that would be useful to that scene. I specifically chose the placement of each light‟s position and color to be representative of my design approach. From there, I borrowed an idea that one of my fellow MFA lighting designers had used in developing what has now become known in the lighting department as “franken lights.” I used six Apollo EZ-Irises and six Rosco I-Cues, together with six ETC Source 4 26 degree fixtures to fashion six moving lights. The Rosco I-Cue is a device that attaches to the front of the fixture with a mirror attached to two motors. This allows it to bend or reflect the beam from the fixture in the direction under the control of the designer. The Apollo EZ-Iris can be placed in a slot located on the side of a fixture, and restricts the amount of light from the fixture by sliding semicircular panels together to create a circular opening with a variable diameter. Figure 10 is a drafting of what the “franken light” looks like fully constructed.
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Figure 11. "Franken Light" Drafting



I placed each of these “franken lights” around the interior perimeter of the space, with a neutral blue to provide a variable special for the scenes where a fixed special would not be available due to the limited space above the stage. To supplement these fixtures, I also requested the use of two ETC Source 4 Revolutions. These are moving head spot fixtures, use a color scroller for color changing, and include a shutter module option to allow me to control the beam of light. Once I had developed the drafting for all the theatrical fixtures, I moved to the practicals. I added the wall sconces to the plot, as well as the Gabor‟s desk lamp. I then needed to determine the line sets for the three rows of hanging light bulbs, and for the Bergmann‟s chandelier. The set designer requested had a specific line set for the chandelier which happened to be very close to one of my electrics, so we compromised and I moved my lights to make a gap for the chandelier to move without hitting anything. The set designer was not as concerned about the specific placement of the hanging light bulbs, so I chose line sets that would allow uninhibited movement in and out during the play as well as placing them far enough apart to give the impression that they filled the space. Overall, I used twelve line sets for electrical equipment. Finally, I worked with the 40



director and set designer to find the instrument that we would use to light the model. The initial ideas were too complicated for the actors to operate during the show. From there we decided to try using a fold out lamp that we had in stock. The first was too large and did not match the set, however, on the suggestion of the lighting studio supervisor, I found a small fixture that had been used for a similar purpose for a previous production, and was already painted to match the stage. This entire process took about two weeks, at which time I presented my final design with light plots and section. First I presented this to the lighting studio team (Matt Hazard, Jarod Wilson, and Brian Elston), my advisor (Mary Tarantino), and my production electrician (Dayna Schlefstein). Later I presented to the entire design team. In addition to discussing my overall design, I explained about the heavy use of practicals and where they would be located. I also described the layout of the booms that were attached to the platform structure to allow for instruments to light the doorways on the second level, as well as the use of the twelve line sets. The line sets are shown in Appendix C. Everyone understood the necessities of these additions, and because of previous meetings with the technical director, readily accepted them. From there we moved into the lighting load in for the show. Schlefstein was given the plot on Monday January 31 at 2:00 pm, and was given until the next day to get a good start on the circuiting. The goal was to start load in on the instruments as soon as possible. On the 1st of February, we started to hang the first electric, and coordinate all of the additional equipment so as to make the rest of the work call go as smoothly as possible. From there, the electrics crew worked on hanging the 41



downstage electrics on the next few days, as well as striking the first and second beams and hanging them. In general, the lighting studio does not move this quickly when hanging the onstage electrics, however in this case, the walls had been built and the set crew was waiting to install them until after we had hung as many battens as possible. This made it easier to hang the lighting fixtures with the pipes as low as possible, rather than at the electrics low trim height of 24'-0”. On Saturday February 5th, we worked a full day to finish all the extra hanging that could not be completed during the preceding week. Additional tasks included installing cable for the onstage practicals, as well as installing the data cable needed to control the moving lights. On Monday February 7th, the crew continued to work on various notes, preparing color and patterns, and any trouble shooting required to be ready for the lighting focus. Because the set had been installed by the time we had started to hang, I began the lighting focusing on Tuesday February 8th, three days early. On Thursday, I left the lighting call to conduct a paper tech with the stage manager and the director to work out cue placement in the stage manager‟s prompt book. This session lasted an hour, at which point I returned to focusing the show. Focus was completed on Saturday February 12th. In focusing this show, I decided to use a technique that I had not tried before in an attempt to relieve eye strain during focus. I had purchased a pair of prescription glasses and had them tinted as much as possible. This particular frame design also came with a pair of magnetic sunglasses. So, I used the tinted glasses and sunglasses at the same time to focus the lights, as I have a habit of looking into the light for the hot spot while the light is at full. This would hopefully reduce the impact on my eyes while focusing. Then I 42



could remove the sunglasses, and check to make sure that the shutter cuts and focus were set correctly. Finally, if necessary I could switch to my untinted glasses to check that the color was correct. Doing focus this way did make the process take a little longer, but reduced the impact on my eyes and allowed me to focus with greater control. On Sunday February 13th, I started to program the lighting cues. I began at 9:00 am, using the first two hours to prepare the console and test the system to make sure everything worked as intended. The Hog® 3 PC requires the use of a programmer wing and playback wing, as well as a DMX widget connected to a computer that runs the lighting console program itself. The DMX widget allows the computer to talk to the dimmers, and the wings are dedicated input devices that support more efficient programming and operation of the lighting control software. These three devices are connected to the computer with USB cables. While each computer has a number of USB connectors in a variety of positions, I have found that the lighting control software works better if the console is always set up in the same way, consistently making sure each USB cable pugs into the same wing or widget and into the same connector on the computer. So, I made sure to label each cable and what that cable‟s connections were. Then, I took some time to create preset palettes for elements within the software application, such as group, focus and color preferences, to help make the cueing process quick and efficient. The Hog® 3 PC system is based on the concept that a channel is linked to a light fixture, and that these fixtures are thought of as belonging to groups. While this is not a revolutionary concept, the advantage of this system is that groups can be named and referenced by name instead of by arbitrary numbers. Thus, I was able to build groups 43



such as “Front Warm” and “Front Cool” to identify the various groups of instruments, and they would then be referenced and displayed on the screen using these informative labels. To access these groups, I could simply select one on the touch screen. By setting up palettes, I could program faster because instead of having to remember numbers, I could use labels that correlate with the physical instruments and their attributes on stage. I prefer to construct each cue with the specific color and position instead of defining them before I cue. At around noon, three practicum students arrived to stand in for actors, and I started systematically programming the lighting cues for the entire show in sequence starting from Act 1 Scene 1. Initially, I found it a bit difficult to create the compositions I wanted, but soon I found a rhythm to how the show should progress, and the process of writing the cues began to flow more easily. This is the process I typically follow in cueing when designing a show. The crew took a break after the first two hours, and returned to walk the stage for me as I finished roughing in cues for the show. I spent one more hour in a comprehensive review of my work. For me, taking the time to go back through to review and validate the cues is the most important part about the cueing process. It allows the designer to have a good grasp on the physical reality of what has been designed, and how it fits into the production as a whole to reinforce what had previously only been concept and theory. This prevents being hit with too many of those “what was I thinking here?” moments. This review also allows the designer to identify and fix any problems with tracking or poor marking. The Hog® 3 PC system is a tracking console, which means that it records only changes made in each cue, instead of recording 44



the values of every instrument in every cue. In addition, the console has the ability to mark a cue, which is the process of looking forward a cue and moving any moving lights into position prior to the cue, so they do not move with the intensity up. At this stage of writing the cues, I felt that they were more of a guideline or rough draft of how the show should look. I knew that not until I saw the entire show with costumed actors and had the opportunity to refine these cues, would I have my finished cues. Fortunately, no large changes were required during the refinement phase; however I did take a fair amount of time to work on the exact timing of the cues. In total, six hours were spent writing the initial cues, a reasonable amount of time for this production. Note that the show did not require big showy production numbers, with spinning lights or other complex programming. Such programming would have taken much longer to cue. I ended up writing about 70 cues in total, which is fairly minimal for a show of this length. I felt that the simplicity of the cues would help support the emphasis on direction and acting, while remaining true to my design. Overall, the process would have gone faster if a console programmer had been available to help me with the show, but that ended up not being possible. One of the undergraduate students had signed up to help, however he was offered a paying job in his home town which would support his next quarter at Ohio State. The following Monday, February 14, the design team began dry tech. This allows the director to see the cues for lighting and sound. For me, this part of the overall process is very helpful to ensure all of the elements of the production work together smoothly, and so the director can focus on the element that is being added. On the first night, the 45



team worked through the first two acts of the play. We stopped periodically throughout the rehearsal to make changes, and we set aside more difficult changes for when we had more time to consider them during notes call on the following day. At our paper tech, Bohr had decided that the transitions between each scene should be as quick as possible. I had cued each scene to fade into a transition look and then to fade into the next scene, but this slowed down the transitions. I modified all of the transition cues where the actors had been instructed to speed up their timing, and removed the transition look so the scenes would fade directly from one to another. At this time, we also set all of the trims for the flying light bulb stars, and identified which scenes were to include them. On Tuesday we had our first technical rehearsal. The stage manager began the rehearsal starting from the top of show. We moved from cue-to-cue to give the actors and designers a better understanding of the transitions. This way, I could see where the actors were moving about the stage, as well as the orchestration of the movement in the scene transitions. It also allowed the actors to get a feeling of where the lighting cues were placed, and what the scenes would look like as they enter and exit. There were some problems with the actors being able to identify when the scenes were ending and starting because the walls were blocking their sight lines. The technical side of the production seemed to be on track; however the actors seemed to not be confident with the scene transitions. We were able to get through much more of the play than I had expected. On Wednesday, the team continued from the third act, still working cueto cue. Since this was the first time we had worked the third act, it took a little longer than it did on the preceding nights to finish Act 1 and Act 2. I strongly reworked this act 46



during the rehearsal because I felt that I had lost the flow of the piece as compared to the first two acts. This was especially true in the final scene, which, in my view, was not working well in terms of the lighting design. I re-worked the cue structure so there was less direct light from singular positions, and more light coming from all directions. There was also too much bounce from the top fresnels, so I changed them to ERS fixtures. The ERS fixtures have better control over the beam, so I could be cleaner in my focus of the instrument. On Thursday, the team agreed to try and perform the show without stopping, unless there was an emergency. At the time we found that the transitions were still a little slow, but we would press on. I added the dry ice fogger to the mix to see how it would work with the final scene. I had forgotten to make sure that I had everything ready for the use of these atmospherics, so on this night we were looking to see if the apparatus would work at all. We found that the fog effect was not getting cold enough to stay on the ground for long enough. The design for this effect was to have a fogger expel fog into a box that would contain dry ice to cool the fog. The box would have baffles to slow the rate at which the fog moved through the box, to give it more time to cool. I asked the costume studio to provide the costumes for Mrs. Bergmann and Mrs. Gabor so that they could be checked for proper lighting. Unfortunately, the costumes were not ready for use early, so I set my cues without them. On Friday night, the first dress rehearsal was held. During this rehearsal, I continued to refine the lighting cues so that they fit with the color palette of the costumes. Because of proper planning, I did not have to make many changes. In Act 2 Scene 1, I 47



noticed that it was difficult to see Moritz‟s face during the story of the headless queen. As he told the story, I realized that he was so emotive with his arms and feet that they would occasionally fly through the window template that was about two feet in front of him. It was a pure stroke of luck that this lighting actually helped him become the queen with no head, whose hands and feet showed us her emotions. My adviser, Professor Mary Tarantino, came to the rehearsal to give advice on my lighting design. Unfortunately, as the third act began there was a power malfunction, and the front of house moving lights began to reset about every 30 seconds. The only way I found that I could remedy this was to turn off the power to these units. Because of where they were located (on the FOH truss, and how the FOH was wired), I ended up having to turn off all of the power going to the sensor rack. I turned the power back on after the show and tried to recreate the problem, but found that I could not. During tech table, Bohr asked if we could lower the intensity of the cues during the final scene because it was bleeding into the stage behind the scrim. Unfortunately, lowering the intensity resulted in losing the visibility of the actors. So rather, I was able to effectively address Bohr‟s request by instead adding saturation to the side color, and tightening the focus on the top ERSs. Bohr asked if we could have a rehearsal on Saturday afternoon without costumes, so that we could run the transitions with the actors because they seemed to be a little muddled. So, that morning I used my lighting time to adjust cues, and to try and recreate the power problem so I could fix it. I asked Matt Hazard, lighting studio manager, and Jason Banks, a friend of mine and lighting designer who has worked in the space with the Hog® 3 PC before, to come in and assist in recreating the malfunction. 48



We were unable to do so. I believe that for some reason the power that was going to the sensor rack was fluctuating fast enough that it was not noticeable on the conventional fixtures, but slow enough that it was making the moving lights believe that they were losing power. In the afternoon rehearsal, the emphasis was on tightening the scene transitions. During the rehearsal, I made sure to step away from the console so I could see the show from a perspective other than center of the house. Monday night was the second dress rehearsal. At this point, we had the show set and we were left with very few notes. I had the light console put up in the booth for the rest of the run of the show. During the final scene, we ran the fogger. There was sufficient output and stayed low to the ground, but there was too much fog and it obscured the actor‟s faces. Tuesday night was final dress as well as photo call. Before the show, I talked with Hazard (who was taking photos for me) about which scenes he thought were most pivotal, and what to consider in capturing the better images. I had no notes. On Wednesday, there was a preview show for an invited set of guests. The audience seemed to enjoy the show. They seemed very responsive. On Thursday the show was opened to the public and ran until March 13th.
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Chapter 5: Evaluation of the Design



As a whole, I found Spring Awakening to be an incredible show with many challenges that helped push my understanding of lighting design. In the past, I have worked regularly with lighting scenes with minimal color, and representing the emotions of the scene represented within the design in a realistic way, but I have rarely worked using pattern and saturated color. This production was a hybrid, starting realistically and slowly morphing to a hyper-reality. This shift of emphasis was an integral part of the design and I believe that it was achieved. However, I also feel that in some cases I was not able to make the transition quite as smooth as I would have liked. Probably one of the most important ingredients in the success of my design was as a result of effective communication with the director. His ability to recognize what he wanted on stage and to be able to explain it to me gave me a very solid start to the overall look of the show. Having had worked on a show with him previously, he understood who I was as a designer and was willing to allow me to make design choices which may not have initially made sense to him when I first explained them. He would then look at my initial design work and clearly explain to me what he liked and disliked, enabling me to remodel the cues to better reflect the moods of each scene and be supportive of both my vision and the director‟s vision. 50



I also feel that applying what guest master class artist Jan Stepanek taught me about design choices was a great addition to my process. However, I feel that there was a disconnect when I presented my research to the design team. They may not have fully understood or were interested in the process that I went through, and it was probably not necessary to explore that part of the process with them at that level of detail. I will incorporate this new design process into my future works, but will continue to improve ways to share this with my collaborators. I was not able to have either an assistant designer or a lighting console programmer for this show. While I was able to handle this workload, I feel that the cueing and tech process was slowed immensely because of the lack of these two roles often provided for our productions. At The Ohio State University's Department of Theatre, the majority of these kinds of roles are typically filled by undergraduates. The technical requirements to accomplish these jobs are high, but not beyond the skills of a competent undergraduate. The major issue is time pressure. The lighting studio works from 1:30 pm to 5:30 pm, and this conflicts with class schedules, and so undergrads often are not available during studio working hours. We also ask them to be at all the tech rehearsals. The undergraduates must then balance their limited remaining time between research, homework, having a job to pay for school, and fulfilling roles like assistant designer and programmer. The use of video in theatre is accelerating. In the case of Spring Awakening, the use of video was an important part of the entire design. It was effective, added to the production, and came out looking quite good. However, it could have been more effective 51



and more easily implemented if there were a single person responsible for video orchestration, what the framing should be and what was needed from the lighting. We succeeded without that dedicated role because we had time in the schedule to experiment. Without this extra time, the use of video might have been far less effective and looked like a last minute addition. If it hadn‟t been necessary to use this time here, it might have been better spent in some other areas of the production. Spring Awakening was my seventh production with The Ohio State University's Department of Theatre and my 24th as a lighting designer. As a result of this show, I have started to question the division of labor between lighting and scenery. During this show, I chose the height of the masking, placement of the hanging light bulbs, as well as the fly cues. While I felt that I should have been part of the conversation, I believe that this became my responsibility because other people had forgotten the need, or because they did not care. Also, I ended up having to redraft all the scenic drawings that I received so they would be useable. The scenic drafting did not have a completed section, there was no thought put into layer management, and there were a multitude of superfluous lines. I personally took extra time out of my schedule to redraft, to make these things work to avoid conflict, and because I felt that this was the simplest way to make sure that what was needed to support the show was completed when it was needed. Upon reflection, I realize that not only was this hard on me for all the extra time I spent, but also that failing to address this issue with the scenic designer at the time was only a short-term solution for this show. By addressing the issue with the scenic designer and working to enable them to correct their own process, doing so would have helped them 52



become a better scenic designer rather than enabling them to continue to work ineffectively. I was initially worried about the size and mass of the walls, which were the predominate pieces of the scenic design. They were just as large and looming for me as they were for the audience. However, once I accepted them as entities that would not change, I found them a very interesting challenge, and this allowed me to specifically choose whether to show them prominently, or to try and ignore them. The paint treatment of the walls did take light well. I feel that the arrangement of the walls led to visibility issues for the extreme audience sight lines. This could have been mitigated somewhat by making the back wall slightly narrower, and angling the two side walls in by no more than perhaps a foot or two. This would have allowed for a slightly wider viewing angle without compromising the integrity of the realistic set. I do wish that I had used the lighting fixtures that washed through the upper doors more often than I did. Looking back, I realized that throughout this show I was focusing so much of my intention so many different places that I forgot about many of the specials that I had placed within my design. I seemed to lose the time I normally place toward meticulously analyzing the cues as I normally do. To some extent, the time and effort pressure related to the previously discussed role issues (assistant designer, programmer, scenic, video) may have been a factor here. The tech process for this show did fit well with the amount of work that needed to be dedicated to the show. However, the paper tech has been a continuing source of concern for me. In most of my previous productions, I simply gave the stage manager a 53



document that had my cue placement and asked if there were any questions. All of the other designers did the same and the stage manager worked out how the calls should work. Here at The Ohio State University's Department of Theatre, we try to have all the designers, director, and tech director get together and discuss where all the cues go, and work through the full progression of the show. While I understand that this may save time when we get to first tech, I have found that the time saved in first tech does not equal the time spent on paper tech. Paper tech frequently takes as long as two and a half hours, whereas all that would have been needed during tech was the director saying do this and we can run it once more. The timing of paper tech is also problematic as this meeting is normally set for immediately after finishing cueing on Sunday. Based on the standard production schedule, this means that the lighting designers have no day off between the Monday after focus and the Saturday of tech, resulting in thirteen straight days of work. Writing cues is typically a six to eight hour day. Adding in the paper tech causes that day to become ten plus hours. For the rest of the design team, this extra time added on Sunday in most cases takes away the one day off that they do have. For this show, I requested the paper tech move earlier. I feel if this meeting was pushed earlier to the final production meeting before the beginning of tech, it would alleviate a lot of the stress of the paper tech. Paper tech could also be made shorter and more effective if all of the cue lists were given to the stage manager at least twenty-four hours before the paper tech, as well as the stage manager placing the cues in their prompt book before the paper tech. The use of video in this production was much more substantial than I originally thought. Having the chance to work with the video cameras as early as possible was 54



helpful. The pre-production research I did also helped, but the greatest assistance I had for developing the light cues with live video was from working in New York with the Lighting Design Group. Seeing how they developed their news shows taught me about the proper use of key and fill lights as well as how to compose a scene to achieve the desired look I wanted. The cameras selected for use in Spring Awakening [you need to get us back from New York to Columbus!!!] were great, however I wish that I could have experimented with the settings more to decrease the intensity levels for some of the model lights. As a normal part of the lighting design process and particularly due to the unique challenges of this set design - the high walls and numerous doors - it was important to draft sections for the lighting fixtures I intended to use. I began in my normal way which is to section for each separate line set and then do specific sections for specials. In this way I needed to do sections for most of the light fixtures shining through the doors. Though this way is a little less specific, it normally served me well in the development of this design. In the end, this sectioning work was indispensable and saved much time during focus by limiting the number of lights that needed to move. Before coming into this MFA design program I had learned to use 3d Studio Max®. This program was very helpful at the time, however the class was limited on time and was one of the older editions of the program. Consequently, the final renderings that I made were minimalistic and awkward. By learning Maya®, which is a cleaner and more developed system then the one I used before, I was able to make very stunning previsualizations in a much shorter time frame that I previously thought. I would like to 55



implement Maya® to do create pre-renderings for every show that I work on; however, the time requirement to create these renderings is still substantial. If I could receive 3D renderings from the set designer it would make the process much faster, especially if the set is complex. I feel that in the end I will have to judge on a case by case process as to whether or not it is necessary to have renderings and how much time I have to create them. Stepanek‟s master class was indispensable for me and I wish to use the techniques that he taught me in every design I produce. However I feel to be able to fully utilize these practices, I need to find a design team that also follows them. With an open community and implementing techniques I believe that one will always be able to produce a better and more cohesive design then if each designer chooses to work alone and fit their pieces into the design whole. In conclusion, I am proud of the work that I contributed for this show. It will become an exceptional part of my portfolio, especially the looks that I developed that included the use of video. This production both challenged me, and allowed me to challenge myself. In my time here at The Ohio State University's Department of Theatre, my progression as a designer has been from a young designer that focuses heavily on specific looks, to a well-rounded designer who not only creates designs that flow with the mood of the production in concert with the entire creative team, but also with consistent, accurate and dependable paperwork that reliably supports a well-developed show. While I started my work here with some set of core knowledge and skills, my experiences as a graduate student have been invaluable to my development. I have tried to make sure that 56



I take away something of value from each of my experiences, classes and my production work, trying something new, learning something different, and determining what didn‟t work. Without my time here at The Ohio State University's Department of Theatre, I would not be the well organized and versatile designer that I now am.
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Director’s Concept Spring’s Awakening by Frank Wedekind Submitted by Jimmy Bohr Winter Quarter 2011 The Ohio State University Thurber Theatre



Dramatic Action and the World of the Play Spring’s Awakening was published in 1891 at the author‟s expense in Zurich. He had to use his own money to publish, as no one would touch what was considered pornography. In 1906 Max Reinhardt directed a modified version in Berlin, for one performance only. In 1917 there was a one performance matinee in New York City, as well, but was stopped by an injunction from the NY State Supreme Court. Eric Bentley, working with Wedekind‟s daughter in 1958, prepared an English translation for production at the University of Chicago. (It is that translation that we will be using.) In 1963 it was allowed to be performed in London, but providing “there was no kissing, embracing or caressing between the two boys in the vineyard scene, the words „penis‟ and „vagina‟ were omitted, and an alternate was found to the masturbation game in the reformatory”. It took decades before the complete play, the most censored of all plays in Western dramatic literature, would be performed. This history of censorship and denial are part of what makes this such an exciting and valuable theatrical work. The world of the play is a small town in Germany in 1892, specifically, the children‟s world in that small town. (The ages of the children vary in different translations from 13 to 17.) It is the children‟s story, and it is told from their point of view. The children are drawn realistically, with real dialogue (though rather formal and styled by contemporary standards), and very real issues and problems, particularly of the sexual nature. The adults are drawn in caricature, given caricatured names (Rector Sunstroke, Pastor Skinnytum, etc,), and influence the children only in the most harsh and judgmental ways. The play at essence is a study of the children‟s‟ fates at the hands of their narrow, Victorian, and oppressive elders. Melchior is the central character and drives the dramatic action of the play. It is he who survives the trials of adolescent sexuality and, through the help of the Masked Man in the last scene, finds his way into adulthood. It is his journey and his actions that influence all the other characters. Both of the other two main characters, Wendla and Moritz, don‟t make it to that point. Their deaths are the tragedy of the play, and result from the actions of their elders. All the other characters revolve around these three, and provide the context and impetus for the action of the play. Style, Structure and Tone



61



Eric Bentley in his forward to his 1958 translation states that “there is no simple answer” to the question of the „style‟ of Spring’s Awakening”. It is at times realistic and/or naturalistic, at times lyric, at times expressionistic, and at times grotesque. It is structurally not a traditional well-made play of the period, but episodic with 21 scenes in 3 acts, more cinematic than theatrical. And the tone ranges from comedic (Wedekind initially labeled the play a comedy!), to high tragedy. So we are challenged to create some kind of unifying style for this production that will not only tell the story of the play, but also engage our university audience and distance the very popular Broadway musical adaptation that is still touring the country. My solution for this is a hybrid style, reflecting the strictures and formality of the period, as well as the universal, and very current, angst of teenage sexuality. I would like there to be very traditional elements of the production, with very contemporary elements arising. Most importantly, I think the children need to be played and characterized very truthfully, simply, and realistically, while the adults need to be seen as through the children‟s eyes, caricatured, grotesque, and imposing. I will talk further about this in the production considerations. I would like to unify the styles by emphasizing the theatricality of the piece, allowing the children to tell the story, quite literally. I see them onstage most of the time, setting the scenes, assisting in the telling, commenting on the story, even filming the story for live projection. Structurally, I would like the scenes to flow seamlessly without any interruption. We will have one intermission after Act 2 Scene 7, the Moritz suicide. I may rearrange some scenes to better fit this two act format.



Production Considerations I would like the set to be a box containing everything we need to tell this story. I would like it to look like a large forest-paneled room in a German school of the period. The room should have many doors on many levels. From these walls should appear video screens, neon lights, and whatever else the children need to tell the story. I would like to have a live video camera, or two, on set to give us close-ups of faces in crucial moments, to focus the attention at certain points, and to establish settings with miniatures shot at very close range. A long foresten table with numerous chairs would be handy. I think we may want to use the lift in the Thurber stage. And I would like to see the gun that Moritz use in his suicide. The costumes will be crucial in this production. The children should be dressed very realistically and simply, correct to period but also of today. They could be children of any modern time. The adults I would like to take to their complete caricatures, grotesquely overdrawn, towering over the children (all of them in high platform shoes?). Their names should be obvious in their demeanors. I would like to see outrageous wigs and mask-like 62



makeup for them. These are the adults of every child‟s nightmares. (The only exception is the Masked Man, who needs to stand apart from the other adults), The lighting should be as free and creative as the children can imagine. There need not be a cohesive style, but whatever the moment demands. That can include very real and intimate moments, and very stark and expressionistic pictures. As stated, I would like to use live video cameras on stage. I think these will be important on many levels. First, they will immediately give a contemporary feel to this period piece. Secondly, I think they will help with the size and distance in the Thurber. There are very small, intimate moments in the play where I would like to see close-ups of the faces. I think this will also help with some of the more overt sexual situations in the play. We can focus the audience‟s attention on faces rather than other parts. And I would like to use the cameras, as well, to establish some of the many far-flung settings in the play (a vineyard, a hayloft, the forest, etc.), utilizing miniature sets, improvised by the children, and shot very closely. I think this is a current theatrical device that is exciting and engaging, and will well serve the telling of this story. I foresee a great deal of music and sound in the play. Much of it I would like produced live on stage, but others will need to be constructed. Again, this should be approached as imagined by the children.



Some Final Thoughts I think the obvious sexual content in the play needs to be addressed. It was the reason the play was censored for decades. It was the reason the play was banned by the Nazi regime, deemed as „politically dangerous‟. It is what titillates, and frightens, many producing organizations and audiences. Since we have chosen to do the play in 2011, I think we need to NOT censor, NOT titter or snicker, and NOT pander. I do intend to handle the sexual situations with frankness and candor, truthfully and tastefully. Teenage sexuality is at the core of the play, and needs to be addressed openly. It is the sex (and their lack of knowledge of it) that destroys Moritz and Wendla, and forces Melchior to choose life and face his future. I think the discussion of censorship and repression are valuable today, and should be a large part of this production and the within the Department.
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Initial Lighting Design Research
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Final Lighting Design Research
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Maya Pre-Visualization Pictures



Figure 12.First Rendering Session: Lights coming from upper doors



Figure 13. First Rendering Session: Colored lights coming from upper doors
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Figure 14. First Rendering Session: Lights coming from lower doors



Figure 15. First Rendering Session: Colored lights coming from lower doors
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Figure 16. First Rendering Session: Lights coming from upper and lower doors



Figure 17. First Rendering Session: Lights coming from upper and lower doors and front of house
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Figure 18. Second Rendering Session: Lights coming from upper doors
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Figure 19. Second Rendering Session: Lights coming from lower doors, front of house and above the stage
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Figure 20. Second Rendering Session: Lights coming from upper doors, front of house and above the stage with video
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Figure 21. Third Rendering Session: Lights coming from upper doors with hanging light bulbs
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Figure 22. Third Rendering Session: Lights coming from upper doors with hanging light bulbs and video
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Appendix C: Lighting Design Paper Work
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Spring Awakening Tech Request



VL5 8 Rev 3 S4 70 deg 6 I-Cues 6 Auto Iris 6



While talking with the director I have found that we are trying to achieve very selective focus for each separate scene. By using the I-Cues, auto irises, cyber lights, and revs with the shutter modules, I will have the most flexibility in the plot but also the most control to develop such specific selective focus. The Vl5s will be used for their ability to create vibrant colors as well as their ability to move to help establish the expressionistic mood of the play. The 70 degs will be used as wall washes with patterns to help to re-envision the school house walls as other locals. Spring Awakening Tech Request
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Spring Awakening Shop Order



SPRING AWAKENING Lighting Shop Order Jan 31, 2011 Theatre:



Thurber Theatre The Ohio State University 1849 Cannon Drive Columbus, OH 43210



Producer:



Dan Gray



Lighting Design by:



Alex Kle-Dipietropaolo 630-518-0857 [email protected]



Lighting Studio Manager:



Matt Hazard Room 2071 Drake Union 614-292-4610



Prod. Elec.:



Dayna Schlefstein 614-230-5772 [email protected]



** ALL MATERIALS AND CONSTRUCTION PRACTICES MUST COMPLY WITH ANY APPLICABLE FIRE AND SAFETY CODES OF THE UNITED STATES OF AMERICA, AS WELL AS THE STATE OF OHIO AND CITY OF COLUMBUS. ALL DRAWINGS AND RELATED PAPERWORK ARE CONSIDRED TO BE DESIGN CONCEPTS ONLY. THE DESIGNER IS UNQUALIFIED TO DETERMINE THE STRUCTUAL APPROPRIATENESS OF THIS DESIGN AND DISCLAIMS ANY LIABILITY FOR THE IMPROPER ENGINEERING, CONSTRUCTION AND EXECUTION OF THIS DESIGN.**
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EQUIPMENT SUMMARY Total light count:180 ERS • • • • • • • • • • •



70° ETC Source Four (750W) .................... 4 50° ETC Source Four (550W) .................... 4 36° ETC Source Four (575W) .................. 31 26° ETC Source Four (575W) .................. 30 19° ETC Source Four (750W) .................. 17 10° ETC Source Four (750W) .................... 2 6X9 Strand Century (750W) ..................... 1 6X12 Strand Century (750W) ................. 17 6X16 Strand Century (1KW) ................... 14 6X12 Altman 360Q (750W) .................... 26 6X16 Altman 360Q (750W) ...................... 4 Total ERS Count ..................................... 130



Fresnel & PARnel • 8” Altman/Century (1KW) ........................ 9 • Source Four PARnel (575W) ................... 12 Total Fresnel & PARnel Count................ 21 PAR 64 • PAR 64 MFL (1KW) ..................................... 2 • PAR 64 VNFL (1KW) ................................. 10 Total PAR 64 Count ................................. 12 Moving Lights • Vari-Lite VL5 (1200W) ................................ 8 • Source Four Revolution (750W) ............... 2 Total Mover Count ........................................ 10 Other Automation • Rosco I-Cue ............................................... 6 • Apollo EZ Iris ............................................... 6 Other • L&E Microfill ................................................ 1 • Gam Stickup ............................................. 2
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•



Practical .................................................... 6



Accessories • S4 Iris............................................................ 4 • 10” Barn Doors........................................... 3 • S4 Pattern Holders (Size A) ..................... 22 • S4 Glass Pattern Holder ............................ 1 • Specific templates listed below Rigging • 10’-0” Boom ............................................... 6 • All associated hardware for rigging Control • Hog III PC with Program Wing, Laptop, Touchscreen, and required cable • 192 - 2.4KW Dimmers Colortran D192 • 48 – 2.4KW Dimmers ETC Sensor Rack
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EQUIPMENT BREAKDOWN 1st ELE • • • • • •



36° ETC Source Four (575W) .................... 7 26° ETC Source Four (575W) .................... 4 ETC Source Four Parnel ............................ 3 Cent 6x12 ................................................... 2 Cent 6x9 ..................................................... 1 VL5 .............................................................. 2



1a ELE • 36° ETC Source Four (575W) .................... 2 • 26° ETC Source Four (575W) .................... 2 • 50° ETC Source Four (575W) .................... 2 • Rosco I-Cue ............................................... 2 • Apollo EZ Iris ............................................... 2 1b ELE • 19° ETC Source Four (750W) .................... 2 • 26° ETC Source Four (575W) .................... 2 • 8” Altman/Century (1KW) ........................ 3 • 10” Top Hat ................................................ 3 • S4 Iris............................................................ 2 2nd ELE • 36° ETC Source Four (575W) .................... 6 • 26° ETC Source Four (575W) .................... 2 • 70° ETC Source Four (575W) .................... 2 • PAR 64 MFL (1KW) ..................................... 2 • Vari-Lite VL5 (1200W) ................................ 2 • ETC Source Four Parnel ............................ 3 • S4 Pattern Holders (Size A) ....................... 2 • A2125 Pattern (Size A) .............................. 2 2a ELE • 26° ETC Source Four (575W) .................... 2 • 50° ETC Source Four (575W) .................... 2 • Rosco I-Cue ............................................... 2 • Apollo EZ Iris ............................................... 2 3rd ELE • 36° ETC Source Four (575W) .................... 6 • 26° ETC Source Four (575W) .................... 2
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• • • • • • • • •



70° ETC Source Four (575W) .................... 1 19° ETC Source Four (575W) .................... 1 8” Altman/Century (1KW) ........................ 3 Vari-Lite VL5 (1200W) ................................ 2 ETC Source Four Parnel ............................ 3 Rosco I-Cue ............................................... 2 Apollo EZ Iris ............................................... 2 S4 Glass Gobo Holder .............................. 1 R43801 ........................................................ 1



3a ELE • 26° ETC Source Four (575W) .................... 2 • 19° ETC Source Four (575W) .................... 1 • 8” Altman/Century (1KW) ........................ 3 • S4 Iris............................................................ 1 4th ELE • 26° ETC Source Four (575W) .................... 2 • 19° ETC Source Four (575W) .................... 2 • S4 Iris............................................................ 1 1st BEAM • 26° ETC Source Four (575W) .................... 5 • 19° ETC Source Four (575W) .................... 2 • Cent 6x12 ................................................. 10 • Alt 6x12 ..................................................... 10 • S4 Pattern Holders (Size A) ....................... 2 • A4020 Pattern (Size A) .............................. 1 • A6025 Pattern (Size A) .............................. 1



2nd BEAM • 19° ETC Source Four (575W) .................... 5 • Cent 6x12 ................................................. 10 • Alt 6x12 ..................................................... 10 BOOTH PIPE • 10° ETC Source Four (750W) .................... 2 SL Boom 1 • 6X9 Altman 360Q (750W) ........................ 1 • PAR 64 VNSP (1KW)................................... 1 SL Boom 2 • 6X9 Altman 360Q (750W) ........................ 1
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•



PAR 64 VNSP (1KW)................................... 1



SL Boom 3 • 6X9 Altman 360Q (750W) ........................ 1 • PAR 64 VNSP (1KW)................................... 1 SR Boom 1 • 6X9 Altman 360Q (750W) ........................ 1 • PAR 64 VNSP (1KW)................................... 1 SR Boom 2 • Alt 6X9 (750W) ........................................... 1 • PAR 64 VNSP (1KW)................................... 1 SR Boom 3 • 6X9 Altman 360Q (750W) ........................ 1 • PAR 64 VNSP (1KW)................................... 1 SL Calp Boom • 36° ETC Source Four (575W) .................... 3 SR Calp Boom • 36° ETC Source Four (575W) .................... 3 SL Slot 1 • 36° ETC Source Four (575W) .................... 2 • S4 Pattern Holders (Size A) ....................... 1 • A1049Pattern (Size A) ............................... 1 SL Slot 2 • Alt 6X16 (750W) ......................................... 2 • Cent 6x16 ................................................... 2 • 19° ETC Source Four (575W) .................... 2 SR Slot 1 • 36° ETC Source Four (575W) .................... 2 • S4 Pattern Holders (Size A) ....................... 1 • A1049 Pattern (Size A) .............................. 1 SR Slot 2 • Alt 6X16 (750W) ......................................... 2 • Cent 6x16 ................................................... 2 • 19° ETC Source Four (575W) .................... 2 Truss •



S4 Rev ......................................................... 2
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• 26° ETC Source Four (575W) .................... 7 • 70° ETC Source Four (575W) .................... 1 • 6X12 Altman 360Q (750W) ...................... 5 • Source Four PARnel (575W) ..................... 3 • VL5 .............................................................. 2 • S4 Pattern Holders (Size A) ....................... 3 • A1049 Pattern (Size A) .............................. 1 • A3576 Pattern (Size A) .............................. 2 Under Platform • PAR 64 MFL (1KW) ..................................... 4 • Gam Stickup.............................................. 2 • L&E microfill ................................................ 1 Practical • Practical ..................................................... 6



DIMMERS AND CONTROL Console: 1 1 1 1 2



WholeHog III PC Programming Wing PC Laptop with WholeHog III Software DMX Super Widget (4 universes) Touch Screen Monitor CAE “Little Lite” with Weighted Bases



Dimming: 192



2.4KW Dimmer Colortran D192 48 2.4KW ETC Sensor Rack



Please provide all necessary equipment and cabling to form a complete working system as per manufacturer’s instructions. Cable: -



All cable lengths to be determined by master electrician. All DMX to be determined by Production Electrician as per manufacturer’s instructions.
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TEMPLATE NEEDS A3576



Order



2



A1049



Order



3



A2125



Order



2



105



A6025



Order



1



A4020



Order



1



R43801



stock



1
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COLOR SHEETS TOTAL R02 R303 R04 R304 R09 R318 R351 R54 R55 R362 R365 A2040 A3230 A7650 L202 L203



6”



7.5”



10”



OTHER



5 1 3



2 25



6 1 4 10 9 39



20 9



10 2



1 3



3 9 9 8



1 3



Also will need R104, R132, and R119 on hand (6”, 7.5”, and 10” sizes) NOTE: CHECK STOCK CUTS & SHEETS BEFORE ORDERING COLOR 104 Sheets Total (to order full show new).
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OTHER EXPENDABLES Black gaffers tape as per Production Electrician. Tie Line as per Production Electrician. Additional expendables as per Production Electrician.
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Spring Awakening Final Budget
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Spring Awakening Channel Hook Up
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111



112



113



114



115



116



117



118



119
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Spring Awakening Instrument Schedule
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122



123



124



125



126



127



128



129



130



131



132



133



134



135



136



137



138
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Spring Awakening Cue Orchestration



Alex KyleDipietropaolo



10/29/2010



Lighting Cue Orchestration Cue 1



t 30



2



3



5



0



10



f



SM call on: no call



description warm up



after dark check



preshow



17



prolouge



as prolouge starts



8



17



Act 1 scene 1



scene up



20



8



18



Act 1 scene 2



scene up



25



10



19



as everyone leaves



down to tree



8



8



24



Act 1 scene 3



scene up



45



8



27



Act 1 scene 4



scene up



55



8



29



Act 1 scene 5



scene up



57



5



33



slap



down to beating



60



3



33



end of scene



transision



65



3



34



Act 2 scene 1



scene up



75



8



38



Act 2 scene 2



scene up



85



8



41



Act 2 scene 3



scene up



95



8



43



Act 2 scene 4



scene up



105



8



44



Act 2 scene 5



scene up
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10



45



wendla on table



down to table



110



3



45



end of scene



black out



115



5



46



Act 2 scene 6



scene up



120



3



46



end of scene



transision



125



5



46



Act 2 scene 7



scene up



130



10



48



as ilsa enters



brighten widen



135



10



51



as ilsa leaves



darken tighter



140



5



51



as gun is puled



tight bright down



145



0



51



end of scene



blackout



.5



pg
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NOTES



150



3



51



house and scene up



intermission



155



5



52



Act 3 scene 1



scene up



160



3



54



as melchior enters



melchior s chair on



165



5



56



end of scene



transision



170



5



56



Act 3 scene 2



scene up



175



10



57



as men exit



less rain



180



10



58



as boys leave



tighter



185



3



59



end of scene



transision



190



3



59



Act 3 scene 3



scene up



195



3



63



end of scene



transision



200



3
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Act 3 scene 4



scene up



205



4



63



as door closes



door out



206



3



63



moves chair



chair up



207



3



64



door opens



door opens



210



3



64



end of scene



transision



215



3



65



Act 3 scene 5



scene up



220



15



66



as doctor leaves



darker



225



1m



66



as ina leaves



darker



230



0



67



as door opens



door light



235



2



67



end of scene



TRANSISION



240



3
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Act 3 scene 6



scene up



245



3



69



end of scene



transision



250



3



70



Act 3 scene 7



scene up



253



5



70



moves toward grave



grave up



255



3
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SHIFT



260



3
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as moritz enters as man in the mask enters



263 265



5 3



76 76



man and malch leave end of scene



down to moritz dark



270



3



curtian call



curtian call



275



3



end curtian call



dark



280



3



house up and scene



exit



shift
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Spring Awakening Magic Sheet
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Spring Awakening Front of House Drafting
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Spring Awakening On Stage Drafting
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Spring Awakening Set Mounts Drafting
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Spring Awakening Boom Drafting
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Appendix D: Production Photographs
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Figure 23. Act 1 Scene 1
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Figure 24. Act 1 Scene 2
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Figure 25. Act 1 Scene 3
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Figure 26. Act 1 Scene 4
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Figure 27. Act 1 Scene 5
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Figure 28. Act 2 Scene 1
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Figure 29. Act 2 Scene 2
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Figure 30. Act 2 Scene 3
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Figure 31. Act 2 Scene 4
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Figure 32. Act 2 Scene 5
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Figure 33. Act 2 Scene 6
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Figure 34. Act 2 Scene 7
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Figure 35. Act 3 Scene 1
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Figure 36. Act 3 Scene 2
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Figure 37. Act 3 Scene 3
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Figure 38. Act 3 Scene 4
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Figure 39. Act 3 Scene 6
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Figure 40. Act 3 Scene 7
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Figure 41. Curtain Call
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