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ABSTRACT

Proposed Title:
DESIGN: FEEL IT, SEE IT, SPEAK IT, DO IT…

Objective:
To document my exploration of the design process of lighting for Tales of a
Fourth Grade Nothing at Orlando Repertory Theatre

Description of Project:
This project explores the design process for Tales of a Fourth Grade Nothing by
Judy Blume (adapted for the stage by Bruce Mason) as performed at Orlando
Repertory Theatre in Orlando, Florida. In this exploration, I approach the topics
of the design process from conceptual discussions with the design team through
closing night. I document this process with a lighting design journal (including
thoughts about the design approach, renderings, sketches, research images,
rough plots and paperwork.) The project concludes with a self evaluation,
completed plots and paperwork, and finished production photos.
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CHAPTER 1: INTRODUCTION
There are certainly many careers in this world that are simpler and less
time consuming than theatre design. I’ve come to realize it was the challenge of
learning to design that drew me to it. From my very first class in scenic design, I
realized that I had most of the technical skills to be a designer. I draw pretty well
and although I’m not great at sketching, I manage to communicate an idea with
these skills. I knew the computer drafting programs fairly well, too. I knew how
to build scenery and how to hang, focus, and program lights. Back then, I even
knew about most of the paperwork involved with documenting a lighting or scenic
design and how to build a model. The part I didn’t know was how to actually
design. I didn’t know how to create an idea from a play or how to pull this visual
representation from the visceral emotions of reading a play. I wasn’t sure I even
had emotions all that intense and if I did, I couldn’t find them easily. My first
design class gave me a tiny idea that I might somehow have missed my calling.
If I could just figure out how to tap those emotions and then learn how to
communicate them, I might just be a good designer. I wasn’t supposed to be a
stage manager, or a technician, and certainly not an actor; I was supposed to
design.
Since I made that decision, it’s been nothing but trouble. Although I’ve
come quite a distance since that first class, I still struggle with it. I’m new at
designing and although I hope one day to make this a streamlined and entirely
enjoyable process, I’m not yet convinced that will happen either. I’ve discovered
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I need a bit of strife to feel like I’m living and I consistently find I’m living when I
design.
Throughout this thesis project I step through my thoughts, motivations and
inspirations around designing lighting for Tales of a Fourth Grade Nothing at
Orlando Repertory Theatre. While writing, I discovered blatant stubbornness,
tantrums, and plenty of occasions where I had my foot in my mouth and tail
between my legs. Between those moments exist little gems of the knowledge
I’ve gained while attempting to learn design and who knows. Better than all that
though, I know there are moments through my journey that hold information that I
wish I had when I first started, so my hope is that other designers can read this
thesis and realize how to find a bit of their own process by looking at mine so
closely.
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CHAPTER 2: PREPRODUCTION RESEARCH
AND ANALYSIS
Analysis of Play Structure

I.

Where are they?

The Hatcher family lives in New York City, located in New York state. They
live within walking distance of Central Park. Their home is at least a three
bedroom apartment in an apartment building. Along with Peter Hatcher, the main
character, a 9 year old boy, his friends, Jimmy Fargo and Sheila Tubman live in
this building as well.
Peter: We live near Central Park.
Peter: I’m allowed to walk over by myself as long as I’m going to be with
friends.
Peter: And since Jimmy and Sheila both live in my building, Mrs. Haver
grouped the three of us together.
Peter: We decided to make my apartment the meeting place, because I’m
the only one who’s got his own bedroom. (“Tales”)

II.

When are they?

In the play, Tales of a Fourth Grade Nothing, the year is not noted. We do
however know that the play takes place at the end of Peter’s fourth grade year of
school because he is writing a homework assignment about the “most important
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thing that happened that year.” The play is based on a book written in 1972,
where the events take place in the “present” when the book was written.
Peter: You see, Mrs. Haver, our fourth grade teacher gave us an end-of-theyear essay assignment today. (“Tales”)

III.

Who are they?

In the play, Tales of a Fourth Grade Nothing, the main character, Peter
Hatcher, is a nine year old boy who is craving attention from his parents and
fighting the frustrations of being his age. He believes that he’s dropped out of his
parent’s focus. Peter states several times to his parents that they “don’t care”
about Fudge’s ongoing terrorism or about Peter himself. Peter seems to be
struggling with Fudge, his little brother, filling his position in the family. Through
his difficulty speaking with his parents, he also shows signs of having trouble
finding his way through creating a new role in the family and longing to return to
the position that Fudge now occupies, at the center of attention.
Fudge, Peter’s little brother, is about three years old. Fudge is definitely
old enough to be in trouble and eating Peter’s pet turtle when he isn’t being
watched every second. Fudge seems to be caught in an endless circle of
tormenting Peter while trying to emulate him. He looks up to Peter but always
seems to cause trouble or a scene in public while showing his affection, which
Peter finds mortifying.
Peter: (about Fudge) Fudge is always in my way. He messes up
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everything he sees. And when he’s mad, he throws himself flat on
the floor and he screams. And he kicks. And he bangs his fists.
The only time I like him is when he’s sleeping. He sucks four
fingers on his left hand and makes a slurping noise. (“Tales”)
Mr. and Mrs. Hatcher are the parents of two boys. With Fudge constantly
causing trouble, they are forced to pay closer attention to him. Peter is a good
boy that doesn’t seem to get into trouble easily so they do seem to pay less
attention to him. The Hatcher’s are a middle class family. They live just off of
Central Park in New York City. Mr. Hatcher is in advertising and seems to be
climbing the professional ladder fairly well because the family doesn’t seem to be
under any financial pressure. Mrs. Hatcher is going to art school, hoping to work
in a gallery or art museum.
Although there are no indications in the script that Peter’s parents actually
neglect him, Peter does also seem to feel very alone. The reader does see that
Fudge must be paid more attention because of the very dangerous situations he
continues to get himself into. Peter is shocked when they spank Fudge for
ruining Peter’s homework poster this seems to imply that the parents are at least
making an effort to place boundaries on Fudge’s behavior and that they see how
much it is affecting Peter.
Peter: (about mom) Sometimes we get along and sometimes we don’t.
Most of the time I think she’s okay. She’s studying now for her
class in art history. When she gets her degree she wants to work in
an art gallery or a museum.
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Peter: (about Dad) He watches a lot of TV. Not because he likes it. He
says most of the shows will fry your brain. He only watches the
commercials because he’s an advertising executive. Commercials
are his business. (“Tales”)
Jimmy Fargo and Sheila Tubman are Peter’s friends. They provide Peter
with support and Fudge with two other people to impress. Peter finds himself
embarrassed by Fudge in front of his friends several times within the play. He
also seems to find comfort in the acceptance that his friends offer him because
Peter’s dialogue is rarely dark or worried when he’s in scenes with his friends.
Mr. and Mrs. Yarby are Mr. Hatcher’s clients who join the Hatcher family
and quickly get driven away by Fudge’s behavior. Mr. Hatcher loses the Yarbys
as clients and the Juicy-O account.
Janet, Mr. Vincent, Mr. Denberg, and the Cameraman are all people at Mr.
Hatcher’s agency. They participate in filming Fudge in a commercial for a
“Toddle Bike.”
Mr. Berman is the shoe salesman at a department store who participates
in fooling Fudge to stop throwing a fit in the store and get new shoes.

IV.

What happened before the play began?

All of the events within the play happened before the play began. The entire
play is about Peter’s reflections on the current school year in order to write his
homework assignment about the most important thing that happened to him this
year. Included in the events of Peter’s year reflected within the script are: Mr.
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Hatcher loses the Juciy-O account because Fudge terrorizes his father’s clients,
Fudge refuses to eat and Mr. Hatcher dumps cereal on Fudge’s head, Fudge
jumps off of the playground and knocks his front teeth out, Fudge ruins Peter’s
homework poster, Fudge gets chosen to be in a “Toddle-bike” commercial, and
Fudge eats Peter’s pet turtle.
When thinking about what the family dynamic was before the play began, I
think Peter is trying to regain the relationships he previously had with his parents.
Throughout the “present,” in which we find Peter writing his homework
assignment, he is struggling with the changes that growing up and the addition of
his little brother have put on the relationship Peter has with his parents. Figure 2
is an image visually describing what I view that former relationship to have been,
one of gentleness and nurturing.

V.

What is the function of the characters in the play?

The protagonist in Tales of a Fourth Grade Nothing is Peter Hatcher, as he
exists as the narrator. In Peter’s mind, the role of antagonist is played by his
three year old brother, Farley Drexel Hatcher, or “Fudge.”
Peter: Fudge is always in my way. He messes up
everything he sees. And when he’s mad, he throws himself flat on
the floor and he screams. And he kicks. And he bangs his fists.
The only time I like him is when he’s sleeping. He sucks four
fingers on his left hand and makes a slurping noise. (“Tales”)
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VI.

What kind of dialogue do the characters speak?

The entire play is told by nine year old, Peter Hatcher. Although we hear the
adult characters speak throughout the play, since Peter is narrating the entire
play, I think we must assume the play is being filtered through his memory and
therefore his way of speaking. The dialogue is simplistic as it would be from a
nine year old, much as the ideas communicated. The dialogue is also modern
and realistic, placed in the present day of when it is written.

VII.

What happens in the play?

We are introduced to the nine year old, main character, Peter Hatcher at
lights up. He explains he is trying to write an end-of-the-year essay on the most
important thing that happened to him this year for his fourth grade teacher, Mrs.
Haver. The rest of the show takes place as Peter is remembering the events of
the previous year. Peter’s first major memory in the play is of winning a turtle
named “Dribble” at Jimmy Fargo’s (his best friend) birthday party. Second, he
remembers how his father lost the Juicy-O advertising account because Fudge
scared away the clients at dinner with his behavior. Peter then recounts Fudge
jumping off the playground like a bird and knocking out his front two teeth. He
also participates in throwing Fudge a birthday party with several three year olds.
Next, Peter’s memory travels to the multiple times Fudge has embarrassed the
family in public with his tantrums, ruined Peter’s homework assignment, and
eaten Peter’s pet turtle. Peter is driven to have a major nightmare because of his
brother’s constant emotional torture. Throughout all of these events, Peter is
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constantly stating that his parents don’t care about him or what Fudge does to
Peter. In the end though, Peter’s parents buy him a dog to replace the eaten
turtle and Peter sees that “they really do care.”

VIII.

What is the play’s theme?

There are several themes an audience member can derive from the play,
Tales of a Fourth Grade Nothing. The major over-riding theme is one of
redefining relationships. Peter discovers his parents still love him, although he
doesn’t interact with them quite the same as before his brother Fudge became an
active member of the family. I believe there are also themes of sibling rivalry as
shown through Fudge trying to balance tormenting Peter and trying to emulate
him at the same time. Both of these major themes make this play easy to relate
to. It’s probably the process of growing up that requires the redefining of
relationships but it’s something that is impossible to understand at age 9 and still
a bit of a struggle at 27.
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Author Analysis

Since Tales of a Fourth Grade Nothing was adapted for the stage by
Bruce Mason, but based closely on the novel by Judy Blume, it seemed logical
to study Judy Blume as the author rather than Bruce Mason as playwright. I did
however, make several attempts to find information about Bruce Mason or to find
a way to contact him but I found no published information on Bruce Mason.
The study of the playwright or author can be extremely informative to me
as a designer. Through my research of Judy Blume, I was able to tap into a part
of her motivation for writing, which turned out to be much the same as my
motivation to design. We both like to tell a story. Judy Blume seems to make it
clear that her stories aren’t to manipulate the reader or impose a thought
process. They are stories to be taken as they are told, not intended to be
overbearing and preachy. This was an interesting style that stood out for me
within the research of Judy Blume. It was a through line I wanted to maintain in
the lighting design. I’m there to tell a story with the lighting, and not to teach a
lesson.
With further research of Judy Blume, two things become very clear to
me—her writing is controversial and kids love it. Tales of a Fourth Grade Nothing
is one of her less controversial books, but also one of the most popular. Judy
Blume is known for her use of adolescent dialogue, relatable characters and
topics children might be too shy to talk to someone about. On her website,
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www.judyblume.com, Judy reveals that many of her writing topics come from her
experiences as a child or with her own children (“Home Base”).
In her book, Presenting Judy Blume, Maryann Weidt says that, Judy
Sussman (later to be Blume) was born in 1938 in Elizabeth, New Jersey,
daughter of two Jewish parents along with her brother David. Judy grew up in
New Jersey until, due to her brother getting a kidney infection, her family moved
to Miami, Florida to help her brother recuperate from his sickness. The family
moved to Florida while their father remained in New Jersey to support his dental
practice (Weidt 2). During her junior year of college at New York University
(NYU), Judy’s father died.
Just after her father’s death, Judy got married. Since her wedding date
could not be changed (a rule of Jewish religion), Judy married John M. Blume.
Soon after her marriage, John and Judy had two children. First was their
daughter, Randy and then within two years, a son, Larry.
In 1975, Judy divorced her husband John and soon after got remarried to
a man named Thomas A. Kitchens. Within two years of their marriage, Judy and
Kitchens divorced. After her second marriage, Judy entered another very prolific
writing phase. In June, 1987, Judy married George Cooper, a nonfiction writer
(Weidt 9). Many of Judy’s books are written to help her children or children
similar to her when she was a child, cope with many of the adult events they
encounter within their lives, such as divorce, which is the role her books played
in my life while I was growing up.
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By 1972, Judy Blume became a popular children’s author and this status
was forever secured with the publications of Tales of a Fourth Grade Nothing and
Otherwise Known as Sheila the Great (Weidt 15). Internationally, Blume’s books
were accused of being too specific to American culture but soon after this, her
books were translated into several foreign languages. According to Weidt,
Blume is praised by parents, children and critics with being able to write
characters to which preteens world wide can relate (Weidt 20). Hardly a person
alive with siblings is at a loss for what Peter is feeling in Tales of a Fourth Grade
Nothing.
One of the most interesting things about Judy Blume’s writing is the
amazing controversy sparked by the topics she presents. In the early 1980’s
parents began to protest Blume’s books in their children’s school libraries.
Amongst the books they wanted censored were several of Blume’s titles.
Although Tales of a Fourth Grade Nothing usually avoided being on the banned
list, often it was caught in the requests to remove all of Judy Blume’s books for
her lack of moral tone. Judy was refraining from telling children what to think
through her characters, a responsibility she must uphold according to censors
(Weidt 24). Judy Blume stands by the child’s ability to know right and wrong and
as proof she shares the many letters from children voicing just such an ability.
Judy “insists she purposely takes no moral stand, that the danger of moralizing in
a realistic story is that there usually are no purely ‘right’ answers. To claim that
there are is to set guidelines that may not stand up to the test of reality” (Weidt
28).
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Several years after Blume’s censorship began, The American Library
Association produced a statement including the phrase “in loco parentis,” in
which they say that the library’s goal is to provide information and that the
censorship should come from the parent. Below is their statement:
“In our society, the primary responsibilities involved in rearing children rest
with parents. The Supreme Court has asserted that governmental
agencies neither can nor should attempt to fulfill certain parental
obligations to the child. Various public institutions, including schools,
foster the well-being of children and thereby serve the public good. But
the activities of such institutions must be consistent with the fulfillment of
parental duties. If there are certain ideas, certain works, that a parent
wishes to keep from his child, he should assume the task of shielding his
child. Any sweeping ban on ideas or works which he deems harmful to his
child would clearly infringe on the rights of other parents to introduce their
children to precisely those ideas and works.” (Weidt 33)
As a designer, I want to work on productions that are as honest, open and
apparently as controversial as a Judy Blume book, and I hope that I manage
these events with the grace and ease that Judy Blume maintains. The
fascinating part of the censorship battles faced by Judy Blume is that they’re over
honesty. She is writing honestly about what happens in life from her point of
view and in my opinion; controversies over being an honest and truthful writer are
the best ones to have. Those are the battles which bring society forward.
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Designers do that too. Blume is also inviting people to see things in a new way
as I would love to do as a designer.
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Analysis of the Play

When I was a child, I read Tales of a Fourth Grade Nothing and
completely related to the book. I, like Peter, have a little brother who seemed to
take all of my parents attention. My brother was shockingly like, Peter’s little
brother, Fudge, and seemed to create a whirlwind of chaos around him at all
times. Much as Peter finds himself alone in the book, I found myself feeling as
though there wasn’t enough attention for me as a child, so when I was asked to
design the lighting for the stage production, I wanted to communicate my
childhood feelings to the audience.
I believe the play, Tales of a Fourth Grade Nothing, has a powerful mood.
It is one centered around chaotic emotions from Peter. With Peter’s frenzy to
belong and the mood often becomes dark as Peter falls into isolation from his
family. I remember this dark childhood feeling as well. Similar to Peter,I felt
helpless and could not seem to bring my family back to appreciating me as much
as they did my brother. In the play, Peter’s dark mood is countered with a
childlike playfulness in the moments when Peter feels as though he belongs,
such as the scenes with his friends. The writing of the play captures Judy
Blume’s original dialogue from the book, so each of the characters is shown
through Peter’s point of view and therefore the perception of them is skewed by
Peter’s interpretation.
Figure 2 demonstrates my visual representation of Peter’s former
placement in the family dynamic, paired with Figure 1 which, through angle and
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contrast, represents Peter’s scary task of redefining his role in the family which
Peter is currently traveling through and how he feels in the world. Figure 6 is
mischievous and energetic, much how I saw Fudge’s character while reading the
script. Figure 3 is how I visually represent their parents shifting focus back and
forth between Peter and Fudge. Through lighting I would like to explore shifting
the audiences focus between the brothers as Peter and Fudge’s parents are
forced to do by over highlighting the person stealing focus even if they are
sharing a scene with someone else.
Beyond the mood of the play, one thing that stands out to me is the way
the scenes are organized. Although there doesn’t seem to be a break in action
or dialogue, a separation exists between each scene and each scene takes the
play to a new location. The pace of this show does not allow for stopping to do
the scene changes. The audience’s age also will not allow for this stopping so
the challenge for the director and designers is to come up with a way of
transitioning between scenes that allows the show to flow and also represent
each location.
Another challenge in designing Tales of a Fourth Grade Nothing is the
constant switches in reality. Peter often speaks in asides to the audience while
still being involved in the scene. One reality is the present, in which Peter makes
his asides and the other is his memory, where most of the actions of the play
take place. This switching back and forth so fast presents the artistic team with
the task of clearly stating where and when each of the characters are placed in
addition to which reality they are speaking from at each moment.
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Visual Research

Figure 1: Child in Shadow
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Figure 2: Mother and Child
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Figure 3: Siblings
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Figure 4: Teenage Shadows
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Figure 5: Boy Alone

Figure 6: Fudge Character
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Figure 7: Child in Focus

Figure 8: Boy Reading
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Figure 9: Inside Peter's Mind

Figure 10: Lonely Boy
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Figure 11: Research for Peter's Nightmare
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CHAPTER 3: DESIGN PROCESS
Design/Build Process Journal
Wed. June 28th 2006
Got my script for Tales of a Fourth Grade Nothing and read it when I got home
today. The main things that stand out are what to do about making the Peter’s
lines stand apart when they’re asides directed to the audience and still keeping
him involved in the scene. I’m very optimistic about working on this show.
Everyone involved is someone I was interested in working with this year. I also
enjoy that this script is not, at least when I read it, a completely happy show.
Peter’s character is written with quite a bit of sarcasm and angst in his lines.

Mon. July 31st 2006
I’ve spent the last month thinking on and off about the show. I’m glad I got the
script so early and I really appreciate having the time to think about the show
without having to worry about it getting done yet while I’m still finishing the very
busy summer show at Seaside. I just enjoy the time to think about it and wait for
good ideas and multiple perspectives to tilt me into a new way of seeing the
show. We had our first design meeting for Tales of a Fourth Grade Nothing. It
was cool but I’m worried about how much of the set has been designed already
before our first real meetings to discuss the show. It’s a good idea but…it boxes
me in a bit to have something so defined so early in the process. We did decide
that the transitions would be mostly lighting but we didn’t decide exactly how
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those transitions would go. I’m glad we didn’t because it gives me more time to
think about the show. I’m definitely still processing the show artistically—waiting
on the good ideas to start flowing in when I’ve gotten to the bottom of all the
possible meanings within the script.

Wed. Aug. 9th 2006
Today was the second production/design meeting for Tales of a Fourth Grade
Nothing. This meeting was devoted completely to the transitions. Megan is out
of town so it was James, Matt, Dave, Gretchen and me at the meeting. I
discussed that I was leaning toward more dramatic looks and changes to help
identify the difference between “Peter’s Mind” and “Reality.” I’m not sure we
entirely have a hold on what the transitions need to be but it’s pretty clear that
they will depend a lot on me. I’ve pulled some research pictures but I’m still
gathering and thinking about them while reading the show over and over. I’m still
wondering if I feel like I can go scarier when the play does that (like the
nightmare sequence) if we’re in such a literal version of Peter’s room for the
whole show. I think it’ll be fine. The skewed angles of the set and the slightly
oversaturated colors definitely lend themselves to being within someone’s head
instead of drastically realistic. I wonder though if the room is also through Peter’s
eyes or if it’s the real place…
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Thurs. Aug. 17th 2006
We had another Production meeting for Tales of a Fourth Grade Nothing. Well I
should be getting color swatches soon. Although we don’t have exactly what the
transitions will look like, we’ve got a good idea that these transitions need to
bring focus to Peter’s monologues and they need to move quickly to keep the
pace up. I’m going to meet with Megan tomorrow at 5:30pm in order to talk
through the show a bit.

Fri. Aug. 18th 2006
I met with Megan in her office today. We talked about what the play should say
to the kids watching it. I’m still of the opinion that I don’t want to teach kids a
“lesson” with the lighting design but rather just tell the story and let the audience
get from it what they will. We identified a common theme about sibling rivalry
and how that plays into a child pulling away from their parents. Peter is
supposed to be 9ish in the script and the kid cast looks about 13. We spoke
about both ages being the entrance to pre-puberty and independence for a kid.
We’re also going to see how far we can push this theme. We want the kids in the
audience (and adults) to relate to the irritation Peter has for his brother Fudge but
not to hate Fudge either. If the audience hates Fudge, it will take away from
Peter’s “growing up” journey. Also, we’re playing with the idea of Peter going in
and out of focus with lighting as he seems to do in his parents eyes…also part of
growing up. It is important to distinguish that the play happens as Peter
remembers each event because although it is in the script, it’s easy to miss in the
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opening. This makes things complicated because the “asides”, when Peter
breaks the fourth wall and addresses the audience directly, are almost more
realistic than the scenes. “Realism” in the show is a low priority compared to
helping tell the audience what Peter’s perceptions are throughout each scene.
Megan seemed to really respond well to my research images which showed
dramatic angles, shadow play and focus changes. I think I’ve got a grasp on
where we’re going.

Mon. August 21st 2006
Today was my first day at the Rep. I reread Tales of a Fourth Grade Nothing
again. The main things that continue to stand out to me are what to do about
making Peter’s lines stand apart when they’re asides and keeping him still in the
scene. The other thing that troubles me after reading it several times—there are
no transitions written between the scenes which is why I think they read well and
might not play well. The script doesn’t lend itself to be interrupted either so it will
be a trick to finish one scene, establish Peter and then go into another scene all
while not dropping focus on Peter because he’s giving important information
between scenes…we’ll see how all that works out…I’ll keep thinking about it.

Wed. August 23rd 2006
Dave’s been trouble shooting this moving mirror thing. I might be interested in
using something like this instrument to help pull more focus to Peter while he’s
speaking in the transitions. We had another production meeting for Tales of a
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Fourth Grade Nothing today. I shared some of the things that Megan and I had
spoken about with the rest of the production staff. Matt, the scenic designer,
seemed very responsive to the discoveries from the conversation Megan and I
had. Although things haven’t changed all that much, they’ve certainly been
fleshed out in a more visual sense as a result of that conversation. I’ve realized I
was a bit reluctant about the set because it’s so bright and cheery with reference
to color because bright colors can end up pulling too much focus to the set
instead of the actors. I think now that it’s going to be rather flexible and it’ll be
interesting to play with the colors of the set and see if I can create more shadows
by bringing focus to more random items around the set with light. During the
production meeting we made mention of the use of shadows and isolation to play
with the focus on Peter. The dentist scene and the birthday party scene have
been cut in order to make the production fall within the 55 min. “school show”
format.

Sun. August 27th 2006
Day off. I spent some time reading the book Tales of a Fourth Grade Nothing. I
wanted to see what the differences in the play were when compared to the book.
Other than some cut scenes—there aren’t a lot of differences and the overall
feeling is pretty close. Overall, it’s a good adaptation even if the transitions
between scenes are a little rough to do onstage. The thing I am now starting to
wonder about is how much help the lighting will need to give Peter to help him
control the flow of the show. He’s a very young actor doing a very large part. I
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think this should be in the back of my mind for notes when I watch the run
through.

Tues. August 29th 2006
This evening we had a production meeting for Tales of a Fourth Grade Nothing.
We discussed what to do with the screen in the doorway of the set when the
projections aren’t up. We threw around several ideas, everything from projecting
a hallway on it to represent the rest of the house beyond all the way to Making it
a part of the show and not restricting entrances and exits by making it realistic at
all. I’d really like it to be lit instead of having projected color screens because
then I’ll have control over changing it through the light board instead of tying up
the only crew member with all those projection changes. I’d also like to have
control of it because it’s possible the projector might be the brightest thing
onstage at all times. I don’t think I’m being a control freak about wanting to do
this, I’d just rather have the composition match all around rather than look
disjointed and the projections look as though they don’t fully fit in with the other
design elements.

Thurs. August 31st 2006
Today was focus for You’re a Good Man Charlie Brown. I focused for Dave a bit.
I was just matching his focus on the opposite side of the stage or behind him.
Katy (my roommate and friend) was in as an over-hire to focus with us and Brad
(asst. production manager) came in too. We got the focus done pretty quickly

30

but I did notice that I am more timid focusing for someone else than during my
own shows. I actually get so afraid to mess things up that I end up doing just that
by being so DAMN timid. It’s usually not a trait in my personality, but I’ll try to
overcome this. I hope I won’t be so nervous when I’m focusing my thesis show.
I have to be careful that my nervousness doesn’t hinder what I can produce on
Tales of a Fourth Grade Nothing.

Fri. September 1st 2006
We cued You’re a Good Man Charlie Brown today. We had some trouble at first
because other than using the Strand 520 board during See Rock City last year
(in the most simplistic way), I haven’t used that board before. Programming was
a little slow at first and even worse because Dave’s last show was cued on an
ETC board which is the same “programming language” I know so I wasn’t
catching a few of his slip ups which translated to a few tangles in the cueing
process. Once we hit our groove though, things moved right along and we
finished up at about 7:00pm. I don’t know if I will have someone programming for
me during Tales of a Fourth Grade Nothing. If I do, I need to learn the light board
in that space so I don’t hold up the process by misspeaking the commands for
the light board.

Sat. September 2nd 2006
You’re a Good Man Charlie Brown cue to cue was today. It went rather well.
The director trusts Dave very much and much of his cueing is very accurate.
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Again, today we had a couple of cueing errors but we worked much of that out.
Overall—the day went very well and we moved right along. The rep is an
interesting place to work because of the high level of trust established within the
production staff. I think they do much greater things than they could potentially
do individually because they share this trust with each other. It is strange though
to be someone that they’re just getting used to and perhaps isn’t quite as trusted
as much as everyone else is yet.

Sun. September 3rd 2006
I’m having a really good time working with Dave so far. He’s teaching me a lot
both within the skills of being a lighting designer and how to work with an
assistant when I’m a designer. He’s always willing to answer any questions but
doesn’t micromanage. He gives me the goals for the day and pretty much leaves
me to do what I need to or ask the questions I need to do the job.

Tues. September 5th 2006
Last night, my phone got hit by a car. (Well, run over in the parking lot where I
dropped it.) Over dinner break I went and got a new one. Tech was fun and
uneventful (no negative events). The production staff seems to be getting rather
exasperated at the Set Designer for not being here for so long. He hasn’t shown
up for anything all weekend. I’m certain that lack of involvement in a show hurts
a designer’s reputation but I actually fear making the opposite mistake and
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wanting to be too involved. I’m sure the types of shows and the people working
them create the accepted involvement level on an individual show basis.

Thurs. September 7th 2006
The production Meeting for Tales of a Fourth Grade Nothing was in conflict with
the tech schedule for Charlie Brown and had it’s time moved back. Apparently
Justin—the conductor told the orchestra to be in at 3:00pm so we had to move
the tech from 1:00pm to 3:00pm to be out by 5:00pm. It’s all very confusing.
During the production meeting we discussed transitions again. This whole show
is turning into transitions with minor scenes between them. ☺ I’m sure it’ll work
out well, but it’s very difficult to be more specific about the transitions before we
begin rehearsals and pinpoint how much the actor playing Peter can support the
transitions himself because they are sort of loosely written in the script. I’m
actually starting to worry about the nightmare scene more than transitions now.
As I read the nightmare over and over, there’s not really a good through line for
the lines to follow. There is a progression and a building of energy which the
lights will have to follow but the script doesn’t explain this part of the show very
well and it kind of comes out of no where.

Tues. September 12th 2006
Bar-b-que at the rep. During my meeting at Cheesecake Factory with Megan
and Dave we discussed the transitions of Tales of a Fourth Grade Nothing. We
decided that the transitions could not stop the show or hinder its flow in any other

33

way. Also, we concluded that a discussion would have to take place between me
and Matt (scenic designer) over the roll the projections would play in the overall
outcome of these transitions. I also said I’d like to use the projection screen for a
lighting surface when there was no projection up…perhaps using the changing
colors on the screen to punctuate the emotions of Peter (the main character).

Thurs. September 14th 2006
Tales of a 4th Grade Nothing Production Meeting. I have noticed that I’ve
adopted Dave’s style of silent production meetings. This might not be the case if
the staff at the Rep were larger but he usually refrains from mentioning very
much in the production meetings and just asks a question if he needs to. It’s
interesting to watch how much waiting to mention something or asking a question
can mean the difference between the meeting going around in circles for another
half hour or not. I think Dave tries to trim time out of the meetings when he can
and then ask his questions personally to each individual.

Fri. September 15th 2006
No cd from the lady who’s renting the Tupperware space at the Rep, Belinda Rio.
The cd of the music being performed in the rental was supposed to be dropped
off and they never brought it in. That’s fine I guess because they’re paying for
the rental and not giving me the music will of course decrease how much I can
do with the lighting for their performance. It’ll be fine I’m sure but…I just like
being more prepared.
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Tues. September 19th 2006
Dave and I went to see Light in the Piazza at Bob Carr. It was a fantastic show
and I think I saw a lighting thing I’d like to modify and use in Tales of a Fourth
Grade Nothing. During Light in the Piazza they used very sharp focused boxes
to outline the shafts of light through the buildings. I’d like to try something like
that to outline the location specific specials for Tales of a Fourth Grade Nothing.
Piazza also used some very non standard colors, like yellows and greens, that I
probably won’t use in my show but it was interesting to see how they really
worked well during their show. Normally those colors don’t do very well on
people’s skin but for some reason, the mixture of those colors and the set were
beautiful and really made the people “pop”, as Dave says, or stand away from
the set and hold focus. I think that these colors were also being cut through with
a more neutral color front light which helped with the skin tones.

Wed. September 20th 2006
Belinda came by today to chat about show. Rental Design finished focusing and
cued show. Each night I’m going home and trying to work on the plot for Tales of
a Fourth Grade Nothing. There are certain things that have been fairly easy. I’m
pretty sure I want no color template top light because I always like the way bright
top light puts focus on someone without making them flat and it’s great for
moving focus to someone. I think it will become very important to have as many
ways to pull focus as possible once we get into tech to assist Peter with his
asides and with presence. Dave and I worked out the front light today. He wants
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to keep the front light for the rest of the season if he can in that space since it’s
so difficult to get to. That’s fine with me because it’s a percentage of my plot
already done…now for the rest of it…

Thurs. September 21st 2006
I worked on the rental design and had a rough run through with the rental people.
We had a production meeting for Tales of a Fourth Grade Nothing and nothing
major was reported.

Sat. September 23rd 2006
I’m starting to freak out about my plot. I understand that this is a part of my
“process.” I start to worry uncontrollably about the final decisions and feel as
though I am unprepared to make those decisions. I’ve worked on the plot quite a
bit but I’m struggling with the set. (It’s not so much the set, as much as the very
proscenium scenery and the not so proscenium space.) It’s unclear to me how
the show will be directed. I called Vandy and she invited me over to her house
during a dinner party to talk me through the plot. She advised me to call Megan.
DUH! I can always ASK her how she’s going to direct the show. She said she’d
like to keep it more thrust and arena than proscenium which answers my
questions about the plot. Vandy also went through the “X” axis choices for
arena. It was a great help because as a designer I seem to obsessively want a
solution to every problem I can solve before I ever sit down for tech. Vandy has
gotten good at easing that neurotic freaking out that I usually do but on recent
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shows had actually started to get over—well I guess it came back because of the
added stress this show holds as my thesis. Vandy also offered to bring her class
in and have them help with the hang. That’ll be amazingly helpful because
otherwise, I’m doing the hang alone or with Katy (the overhire electrician). In that
space, it is impossible for two people to hang the entire show in one 10 hour day,
so it’ll be great to have the class and an extra ten sets of hands.

Sun. September 24th 2006
Day off. I roughed in the plot today. I drafted in all the front light that Dave and I
worked out earlier and added the top light gobo wash. Still wondering about
back light, if I should do the “X” system I spoke with Vandy about or maybe
Dave’s got a different suggestion about what to do. I’m going to take it in
tomorrow and talk over it with Dave. I’ve got most of the instruments and I’ll
consult with him about what he thinks given the space. I will be the first one
doing a plot in the renovated space but it will help to have his opinion about what
worked before it was renovated.

Mon. September 25th 2006
I talked to Dave about the plot today. He said not to be afraid of color in that
space and suggested using the “X” system but to “split the difference” in that
space and make the back corners of the “X” more saturated colors that shoot
opposite of the other color so on the left if it’s light blue then make the back left
side a more saturated amber matching the right side front light amber. He also
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warned about the floor and that patterns are VERY helpful in that space since the
audience can see such a large part of the floor at all times.

Tues. September 26th 2006
I’m trying to decide on a gobo for the main wash of lights today. I want this gobo
to be multipurpose so ideally it would be childlike but a bit chaotic all while being
slightly non descript. I looked through gobo catalogs and decided on a squiggle
pattern that Dave said would be good to own so we ordered those and the color.
I’m trying out some Lee colors because I’d like the more electric pop of color that
Lee brand has as opposed to Rosco. The colors look purer and mix much better
with other colors without washing out. It works out well because we actually
have quite a varied stock of Lee color. Dave also said that he had several
“theories” about my plot that he’s not going to tell me now but let me “discover”
about it throughout the process. I’m sort of glad he’s doing that although I’d like
to know what they are now if they’re big problems. Dave suggested adding more
location specific specials because we’re guiding the audience so heavily through
the story with light. Telling the story…that’s an amazing idea that gets buried in
all the formality of doing lighting. Glad he said that cause it’s sitting at the
forefront of my mind now as we get closer to tech.

Wed. September 27th 2006
I derived the paperwork from my plot today. I’ve got a few corrections and I’ve
been working through those both in the paperwork and in the plot. I find the
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easiest way for me to check the plot is through the paperwork because it’s a
much more linear way to view it. I get distracted and miss things on the plot
when I look at it for too long. Another interesting detail about the Universal is that
the light plot has to be printed in two pages—essentially two plots because there
are two levels to most of the lighting positions, one above and one below. For
clarity’s sake, Dave likes them printed on two sheets so I had to learn how to do
that in Vectorworks. There’s a way in the program to associate certain layers
with different “sheets” so when you go to each sheet only the lights on the top
show or only the ones on the bottom. (It makes it possible to read the plot this
way without the instruments on top of each other.)

Thurs. September 28th 2006
Production Meeting for Tales of a Fourth Grade Nothing. We plotted my light
plots today so I’d have it to hang with while Dave’s out of town. I finally got to
announce that the plot was finished during the production meeting. That felt
good. We’re going to start hanging next week.

Fri. September 29th 2006
Day off. Worked on printing out the paperwork today. I’m almost done with the
plot and paperwork. Next, I’ll head towards hanging and circuiting. With all of
the other shows I’m working on, it’s amazing that I could keep up with the
schedule of all of them and still fit in designing one too. I’m definitely learning to
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be much more organized with my time because almost every minute is filled with
something to do or write or hang or focus.

Tues. October 3rd 2006
It seems the light board is getting repaired too because the tech from PRG was
in again. The floor was getting painted in the renovated space with the first coat
after construction so the fumes were sort of miserable. I didn’t do the labels for
the instruments on the floor because it reeked of fumes in there. I’m going in
early tomorrow to set up for the hang. Vandy is bringing some students in at
10:00am and Katy will be joining us too. I am hoping to get all the under hung
stuff done then I’ll get the top stuff when I can later this week. Also meeting one
of the potential grads tomorrow. The rest of the week’s going to be pretty busy
too. I’m not quite overwhelmed yet but it’s been like an angry beast lurking
around in the shadows.

Wed. October 4th 2006
So today was phase one of hang for Tales of a Fourth Grade Nothing. At 10ish
when Vandy’s lighting class arrived we did all of the under hung instruments on
the catwalk. I discovered some problems with logistics that would be sort of
difficult to have seen even using a section and ground plan. We discovered that
the drafting of the space is not correct but we’re unclear if it’s always been off a
bit or if it’s because of the renovation. Some of the hanging positions are
unreachable from the grid and seemingly unreachable from the balcony level of
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the theatre too. I made some “executive decisions” as we were hanging. I had
them move the front lights towards center one pipe on both sides which makes
the angles steeper for those two rows but since we couldn’t reach the pipes they
were originally drafted on—I figured that would be the next best thing to do. I cut
the plot into four sections and then passed it out to the four groups. It worked out
well because in an hour and a half they saved me about an eight hour day of
work by myself. Then a couple crew people, James (production manager and
friend) went to lunch. After lunch we came back and hung all of the instruments
under the balcony. We’ll have difficulty taking them down when the seats are in
the way but maybe solving that problem will give us a way to use that position
more. I need to go back and look at the instruments hung on the mid pipe on the
back of the catwalk because I don’t think they will work higher up and may need
to be under hung as well. It’s interesting that I’ll pay for each of my mistakes on
the thesis physically so I’m definitely learning to be more efficient because I don’t
want to climb another three flights of stairs because I forgot something. I
certainly don’t want to hang out of the grid another day correcting things because
it’s actually just painful to do.

Thurs. Oct. 5th 2006
I finished almost all of the hang for Tales of a Fourth Grade Nothing. It was
difficult physically but after my I-pod was charged it kind of flew right along. I
only have the under hung stuff on the back of the catwalk (decided they needed
to be under hung this morning) and then the proscenium pipe to do. I’ve still got
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to circuit everything too. I’m hoping to hang and circuit at the same time for the
proscenium. pipe so I don’t have to get back up on the platform as much so I
don’t stop Matt from his work. Next Monday I’ll have to order gel and gobos with
Dave. Other than that—I don’t think things will be too bad and most of the “hard
labor” is done once the last of the under hung is finished. Damn am I sore
though. . . Next I went down and put in the patch for Edison. Trouble shot a few
instruments and then meeting time. We had a production meeting for Tales of a
Fourth Grade Nothing today too. Frustrated me a bit because Megan (director)
and Nicole (costume designer) were going over costumes and I wasn’t included
in the discussion. Got a little miffed because there’s some choices of putting the
kid that is onstage the longest in a white shirt when we’re playing with putting him
in focus and then back out of focus. The back out of focus will be hard to do if it’s
him that is wearing the white shirt. For Dinner—ate a sandwich from concessions
and an orange soda. THEN I went to a run of Thomas Edison so that I could
take blocking for Dave and focus the show tomorrow morning. I’m sure being
miffed at the production meeting had to do with how damn sore and tired I was
and the day wasn’t even half over…perhaps I’m beginning to see that I very
much don’t want to be surprised by anything. I think this is usually a good way to
go when designing, but I also don’t want to become someone who doesn’t like
surprises sometimes. Surprises can be some of the most beautiful moments in
shows too, not just the worst.
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Fri. Oct. 6th 2006
I didn’t get to hanging the rest of 4th Grade Nothing today as I had hoped
because focus was delayed when a student from UCF came in to borrow some
items. That’s all fine of course but they didn’t call me yesterday so I could have
the stuff ready (as if I would have had the time) but I could have come in early
today to do that. Anyway—at least the student thought to call and let me know
he was on his way so I could test the strip lights at least. Sigh. Tomorrow is a
day off. That’s really good. I pulled all of the color that we had in stock for Tales
of a Fourth Grade Nothing today. There’s not much we need to order.

Sun. Oct. 8th 2006
Day off. Dave did call and say he wanted me in at 7:30am tomorrow. Today was
the first day of Fourth Grade Nothing rehearsals. I hope it went well. I would
have liked to gone in for it but I just couldn’t. I’ve been working so many hours, I
am having trouble finding time to work on the actual design part. I went through
my paperwork again and made some corrections and worked a bit on the
renderings. I also worked on the image for the custom gobos. I think they’ll turn
out really well.

Mon. Oct. 9th 2006
So I went in early today. Seven am is TOO early for me to be anything less than
worthless. Dave was sort of upset because when he was cueing yesterday he
said that the focus that I did for him needed a lot of work. I was sort of surprised
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about that and sad that I hadn’t done a good job. This isn’t the first time I have
done a focus for him and I’ve never done a bad job before. Then I saw what he
meant. Apparently my focuser hadn’t tightened the lights down—AT ALL. We
went across and had to fix several of them. When I put my hand on them—they
were just swinging in the air. Several of the front lights had fallen down into the
audience. I had to change out the gobos in the twin spins which is fine—I wasn’t
happy with the look but didn’t know what to change them to for something better.
There were about four that we had actually skipped accidentally because I wasn’t
doing them in order on the pipe. Dave was fine after we finished the notes he
had. Later, I finished hanging the last of the under hung instruments in the
Universal for Tales of a Fourth Grade Nothing. Sore from that but overall—glad
it’s done. We ordered the gel and gobos today for Tales of a Fourth Grade
Nothing. The color should be ready by the end of the week and the gobos are
being mailed sometime this week.

Tues. Oct. 10th 2006
I went in later today because I had designer presentations later in the evening.
Edison crew decided they weren’t going to run the show again so Dave had time
to help me in the Universal. Dave and I also had me sit down and work out the
circuiting in the space for the grid so we could just walk in and plug everything in.
We also finished hanging the proscenium pipe and circuited it. Dave did the four
in the center on the top step of the ladder because he didn’t want to go get the
other ladder (I think because it wouldn’t quite fit on the platform well either but . . .
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I’m not sure.) After that—I did my design presentation . . . sort of. It got to be my
turn but I didn’t know what to say so Matt (surprisingly) helped me out. Then
Megan gave some more info. After that I was able to talk about it. Funny that I
froze up. I don’t usually do that but it’s been a while since I spoke in front of
people. Weird, but it worked out. Then I was eavesdropping in the costume
shop on fittings to see some of the costume choices when I came of use because
no one knew how to tie a tie. Simone knew how but had forgotten and could only
do it on herself. It was kind of cool to hang out up there a little while. Tomorrow
is more cabling and installing scrollers hopefully.

Wed. Oct. 11th 2006
Dave and I hung all the scrollers for the show and cabled the under hung units on
the balcony. That was the last of the really difficult stuff. I’m glad because my
body is getting tired. Sigh. This is wearing on me a bit. Today the kids from
Tales of a Fourth Grade Nothing came in when Dave and I were sort of in the
difficult and short tempered part of the day. The noise was unbearable. Both of
us started to get a bit snarky about the kids being in the room—then the stage
manager got the hint and sent the kids to the rehearsal hall. After that we were
able to finish. I watched a few minutes of rehearsal. It was the first piece of the
rehearsal process I’d seen and the cast seems to have a pretty good dynamic
between them. I think that usually makes for a more interesting show.
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Thurs. Oct. 12th 2006
Dave and I both circuited the plot today. Damn was that more complicated than
it needed to be. We couldn’t really use much of the circuiting I did on paper
because I simply did not know the space well enough. We worked out the
scroller channels today and got everything working. It went well but we
discovered a problem. One of the “executive decisions” I made during the hang
with Vandy’s class was to take the instruments under hung on the outside of the
grid was to move them in a row because with the raceways hung on the grid, the
positions are unreachable. This made that set of lights almost top lights instead
of front lights because of how steep the angle became. Amazingly, I happened
to have my harness in my car and we worked out a way to move the instruments
to the outside of the grid by using the extension ladder from the balcony level,
leaning on the grid and then harnessing in over the gap. It’s actually not nearly
as dangerous as it looks and sounds but I’m glad we’re repping those
instruments because it’s a pain.

Fri. Oct. 13th 2006
We adjusted the line of the rest of the front lights today horizontally across the
grid. I’m glad Vandy’s students came in to help but I should have been more
specific with them and prepared more for the hang. I forgot to pick up the color
from PRG until right before they closed but I made it there by a courteous time.

46

Sat. Oct. 14th 2006
Day off. I was invited to Megan’s house to discuss the nightmare scene. I think
it’s still troubling her because the writing seems to flow backwards in contrast to
the emotion of the character. I admit it’s difficult to see it in my head without the
lines but the lines don’t seem to go with it. I think I’ve got an image that I
definitely attach to it in my head. It a combination of images really. Figures 1
and 4 with a bit of Figure 11 seem to create the image of the nightmare in my
head. The only reference I really have for the nightmare sequence is to
understand Peter’s character very well and combine that with what would have
been a nightmare for me when I was his age going through the feelings he was
having when I was a child.

Sun. Oct. 15th 2006
Day off. Today I had most of the day off but at 6:30pm I went to a run through.
Julia and Vandy were also there. It was interesting to see the show on its feet
but it was SO FAST! Also I have to say (and I know I’m being critical) but there
were a couple of actors who were acting for “the kiddies” instead of playing the
characters. I guess it’s bound to happen. From my standpoint—the delivery of
all the lines was so fast that I didn’t even catch it when I had a script in my hands.
There were absolutely no transitions—I’m not sure “Peter” even took breaths
between scenes. This kind of makes it easy for me because there’s action all
over the stage most of the show and there’s no transitions so that makes the
cueing pretty easy. I’m trying not to be bitter or negative about seeing that I
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might have to give up many of the ideas we were going for originally in order just
to light the action. Visibility is usually the first priority but I also have to account
for part of the reason it might have been difficult for me to understand the run
through was because there was no lighting providing me with focus.
Oh—I did talk to Megan about possibly adding an additional slide to the
nightmare scene from what we discussed last night at our meeting of Fudge in
silhouette. It’s a possibility at least to help out with the lines and make Fudge
more of a focus in the nightmare…rather the IDEA of Fudge rather than his
actual presence. This might need more thought. We run the risk of the audience
disliking Fudge so much that it will take the focus off of Peter’s growth and
discoveries throughout the show.

Mon. Oct. 16th 2006
I unrolled the color we picked up from PRG last week and it turns out that it is
L179 instead of the color I need L176. It’s way too different to use because it’s
much more orange than I need. We’ll trade it in tomorrow. The gobos arrived
today. The custom ones look GREAT. They turned out better than I thought.

Tues. Oct. 17th 2006
Dave returned the wrong color today and got the right stuff. I think the show will
be good. I’m hopeful. If nothing else, I’ll learn a lot and it’ll look okay. I dropped
all the color for the show today. Finally have all of it and all the gobos too.
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Wed. Oct. 18th 2006
Focused Tales of a Fourth Grade Nothing today with Vandy’s lighting class. The
slides got dropped off today. We had a Tales of a Fourth Grade Nothing
production meeting but it was cancelled. I was really nervous. This is the largest
plot I’ve focused on my own. Dave and Vandy were there to help and make
suggestions. It was a lot more pressure to have students doing the focus too
because it was slower…leaving me with plenty of time to over obsess while they
were focusing. Katy rocked right through it though and did at least ¼ of the plot
herself while the other kids were fiddling with the knobs and adjustments on their
lights. I will say that they’ve got to lay down on the grid and lean WAY out in
order to reach the lights so I’m sure that slowed them down too. We also added
half hats to most of the angled instruments too which are a must in that space to
keep the lights out of the audience’s eyes.

Thurs. Oct. 19th 2006
Cued the show today. We had a lot of notes and didn’t get started until about
5:30ish and finished around 11:00pm. Dave was VERY helpful. We also proved
one of Dave’s theories today. I had some heavily saturated colors aimed at the
wall but from the front, which made the wall I keep trying to make disappear
GLOW flatly in the background of everything. That didn’t work very well and I
hardly used them so we’re going to refocus them lower on the stage so I can use
them during the nightmare. He programmed the show while I spoke the
channels to him. We figured out some things with the light board, the Obsession
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II, that we didn’t know before, mostly how to write some of the very difficult effect
cues. It was one of the first times he’d worked on that board. He helped out a lot
with timing. That’s something that’s still a weakness for me so he let me
describe how I wanted it to fade and then split the times accordingly. A bigger
problem is that I forget about things like timing when I’m cueing because I want
to just go through it. I do realize that it saves time later to put in all of that while
cueing, I just forget. Of course, when we run the show, the timing will change but
it’ll be good to have it close when we start tech. The cueing is done and that’s a
good feeling.

Fri. Oct. 20th 2006
The light board was being hooked to the architectural unit so there was no cueing
to be done during the day. The obsessive part of me would have loved to go in
and look through what we wrote yesterday just to make sure we didn’t leave gaps
where we got tired. Met with Gretchen and Megan to review the cues I’d given
Gretchen and somehow ended up placing all of the projection cues too. Not sure
how it happened that I became in charge of placing the projections but we got all
of the cues placed and worked out how the transitions will work. Dave and I also
hung some diagonal sets of gobos to point on that damn light colored wall. I hate
walls. I REALLY hate light colored, finely textured walls because they are difficult
to change and they’re ALWAYS there in the background. Every show I do has
one of these walls in it. Tales of a Fourth Grade Nothing is no different. It makes
sense for the show that there be a wall there, I’d just love to get one where the
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texture was very heavy or the color was darker. The gobos should make a world
of difference and that was yet another one of Dave’s theories.

Sat. Oct. 21st 2006
Cue to cue for Tales of a Fourth Grade Nothing. Today was tough. I have been
VERY STRESSED. It’s not really from anything justified but more nervous about
this process. We’ll be rehearsing the understudies AND the true cast each time
we tech. Twice as many runs is good but teaching two kids to move with the
moving light is a bit much. The guy playing Peter in the primary cast is much
older than the other kid and therefore much more experienced and mature. The
understudy couldn’t do a handstand today during the run and fell out of it. After
watching him do the previous scenes without knowing the lines, it was really too
much and I snapped when he didn’t get up or move after he fell. I know it makes
me an insensitive bitch to say this but I ended up saying pretty harshly “Well, are
you hurt? Can you walk?” when we went for what seemed like an eternity of him
just holding there and looking out at the audience. When he said “I think so.” I
responded (just as full of grace as my previous comment) “Well, Get up then.
We have to keep moving.” I got reprimanded for this, as I should have. I then
apologized to Megan and Gretchen for speaking over them during the next
break. It’s extremely out of character for me to do that sort of thing and I had to
force myself to relax a bit. Later in the day, Megan decided that Peter would not
be understudied because the handstand is an important part of that scene and
the younger kid that fell almost hurt one of the other actors holding his feet when
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he fell. During our dinner break Dave and I evened out the backlights so they
were more consistent all the way across. I’ve got to improve my attention to
detail when hanging in a space like the Universal. It’s very precise because of
being a thrust so a cheated angle might be difficult to notice from the front but
reads very sloppy from one of the sides. Accuracy while focusing and plotting is
something I’ll have to take more time with in such spaces. I’ve also got to start
focusing washes all at once I think. The gaps are very easy for me to see when
they’re on together but I’m not good with seeing where the gaps will form when
focusing them individually. We evened out the focus of the gobo wash too. It
looks much better. That one’s got to be fairly perfect because you can see so
much of it on the floor and it’s in hard focus.

Sun. Oct. 22nd 2006
Today was tech and first dress of Tales of a Fourth Grade Nothing. So, the poor
understudy kid that I was harsh with actually broke his toe when he fell
yesterday. I’ve had my tail between my legs all day. I still can’t believe I was
mean to him and I sent an email this evening to Megan with an apology to him.
Tech went pretty well. We have started moving at the pace we need to in order
to miss tomorrow. Seems strange that we’ll miss a day of tech doesn’t it? Well,
the space has been renovated and we are currently missing the seating. Yes.
The seating where the audience will be is…not there. The renovation ran a little
bit behind and now we’re teching a show and are not absolutely positive the
seating will be installed by opening. Even more important than seating though,
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we’re not sure even if we have the seats in, if the space will pass the fire codes.
I think we’ve caught up. Today we trimmed in the 26 degree back lights in order
to have more control of them. The inventory dictated that I use them but the
beam is too large to control well. Some shutter cuts fixed the wash very well.
Thanks again to Dave and yet another theory. ☺

Mon. Oct. 23rd 2006
NO TECH TODAY!!! THE SEATS ARE BEING PUT IN.
AAAAAAAAHHHHHHHH!!!!!!!!!!! I need the time for notes!!!! . . .but we need
seats too. . . I suppose. I can’t really do much because they need full stage lights
and I need darkness. The seats win.

Tues. Oct. 24th 2006
Seats being installed again today. We came in about 7:30 after the workers
finished with the seats so we could do some notes. Got all the notes we needed
to do done. There was a little sigh of relief today because I got to go in and cue
a bit. I don’t like feeling behind. If a show is going to do as well as it can, I want
to feel as though I didn’t hinder that and may have even helped the show move
forward.

Wed. Oct. 25th 2006
The seats weren’t finished last night. We failed the fire inspection again (having
failed it a couple weeks ago). The inspection must be passed before the show
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can be opened. Tomorrow we have another inspection first thing in the morning
before the children arrive for the show. By the skin of our teeth, we’ll hopefully
pass it. We spent most of the day after the inspection figuring out how we could
get the things done in order to pass the inspection. The entire cast and crew’s
attention has moved to getting the theatre opened instead of worrying about the
show but the techs went well and I think we’ll be ready. The kid playing Peter
has gotten used to me hissing between my teeth for him to catch the moving light
but he’s caught on after I spoke with him about making sure he can see his head
in the shadow of the beam. All of this good humored of course. If I didn’t think
he could do it, I would have had to figure out another way to follow him and I
think doing this another way would have been less clear for the audience
because it would be less precise.

Thurs. Oct. 26th 2006
Opening for school shows Tales of a Fourth Grade Nothing. Fire Marshall
approval at 7:30am before the 10:15am show. I also took photos during this
show. I’ve now moved my obsession over to having an accurate record of the
show instead of obsessing about actually DOING the show. I’m falling in love
with the thought of not having to obsess over things and it’ll be another several
months until I know what that feels like again but this show is finished and I’m
pleased with the show.
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Fri. Oct. 27th 2006
Day off. Opening night—Tales of a Fourth Grade Nothing. I went to opening
night with Dave and we met up with Megan who agreed with me when I said that
the best place to watch the show was in the balcony away from the rest of the
audience. Vandy, my thesis committee chair and Julia, a committee member,
were also there. Dave joined us up in the balcony to watch the show. I made
sure to go over and warn Gretchen that we were up there so she didn’t get
nervous. This show was the first show I’ve designed that I’d ever seen on
opening night. I have a problem with being able to see my work without bias. I
can only see mistakes. I’ve got to work on this because I’d love to one day be
able to enjoy a show I’ve designed and see it for what it is. The response to the
show was great and the kids in the audience seemed to love it. I think that
makes it pretty successful in my mind. I think that the lighting design served the
show and even made some difficult script moments clearer and more intense. I
hope I develop more objectivity towards my contribution in the shows I do
because I think that is the only venue I will truly be able to grasp how to improve
to my maximum ability. As of right now in my career, I spend a lot of my time
trying to get what I picture in my head to turn out on stage but I’m nearing the line
of being able to push what I see in my head further too. When that happens I
think I’ll be more open to the accidents that make brilliant discoveries as well. I
hope to open up my ability to entertain the unseen and unplanned aspects.
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Design Team Dynamics

The Artistic Team
The overall dynamic of the design team and director was one of trust and
progress. We were constantly developing new ideas and incorporating them into
the production without watering down the process either. Tales of a Fourth
Grade Nothing was one of the first shows I’ve done where it felt like we were
always honing in on the ideas and themes without making them overbearing for
the audience. It takes a lot of trust within the team to create this way and we
have it because we work together consistently but are constantly serving in
different capacities. The other significant element unique to this process was the
lack of ego. Very rarely did we encounter as a team a moment challenging one
of our egos or a moment instigating protection of an ego. This allowed us to go
much further than we would if we’d been getting defensive or felt as though we
couldn’t share our thoughts freely.

Megan Alrutz—Director
Megan Alrutz was a great director to work with during Tales of a Fourth Grade
Nothing. It was very easy to talk through the show with Alrutz. She was always
willing to entertain questions and expand upon ideas the designers brought to the
table. Megan’s office door and the door to her home were always open to share
thoughts about the show and toss ideas around. I also had enormous trust in
Megan to understand what the child audiences would be thinking or feeling about
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the show. I worried a lot in the beginning about becoming too dark and moody
for the audience to really relate to, but Megan seemed to move through that
easily with me, trusting me more than I did at many points. Both as a student
and young designer, that was an amazing gift because then I could trust myself
too.

James Cleveland—Production Manager
James was an important element of the design team both for his brilliant skills as
a sound designer but also for setting the tone with which all the artistic staff
approached the show. He does a great job of creating a very relaxed yet
professional atmosphere. He is funny and eases any tension that exists with
laughter. He is a huge part of what makes a lot of the creativity happen at the
Rep because everyone is immediately comfortable. James seems to instinctively
support the show with his designs. We wanted to push the nightmare to the
depths of being a child’s nightmare and James was right there. I’d ask him to
hear part of the nightmare and when he’d play it, there were cues within his
design that would inform unsure moments in mine for that scene.

Matt Smith—Scenic Designer & Technical Director
Matt was both the scenic designer and technical director for this production. It
was decided early on that the set would be Peter’s room and each different
location or scene would be created from the objects around Peter’s room. A
great thing about working with Matt was that I could always approach him and
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talk things through although I was nervous about this in the beginning of the
process because he’s so busy. He is also fairly guarded around new people and
although I wasn’t exactly new, I still had some points to earn with him on a
personal level before he would trust me completely. I think that once I decided to
bull doze through those moments with him, we worked together very well. I think
neither he nor I enjoy the formality of saying things in a production meeting
because they seem so final when they go into printed notes. I found the more
casual I could make things, the better we communicated. Matt usually doesn’t
build a model but he was teaching himself to do Photoshop so he gave me a
Photoshop rendering of the set and of course—the drafting. I have to say that I
really enjoy having a model to work from for renderings but I managed just fine
without one. Matt was also very open to discuss any suggestions Megan, David
or I made about projections or textures on the set.

David M. Upton—Co-Lighting Designer
I have worked on and off with David M. Upton for several years now. He is my
residency supervisor and a great lighting designer. We work very well together
and he is very knowledgeable about lighting design, the theatre space, the
design team and the light board we were working on. I am grateful to have his
help on this project and although he allowed me to do the entire design, he was
there to offer advice and answer any questions I had. When I turned in the plot,
he said he had several “theories” about the design and changes that would be
made but he allowed me to discover all of them on my own—aiding me greatly in
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my discovery process. Through David’s constant responses to my work, I
discovered that sometimes I get bogged down in the process and forget to tell
the story. I lose sight of what’s really important when I’m working out the
mechanics of the design. I think I’ve gotten incredibly better about not doing this
since I had someone watching so closely and reminding me in this process. I
found after a short time that I was constantly saying to myself, “it’s okay if you
don’t know every detail at once, just concentrate on telling the story.”
Once I had discovered one of his theories on my own, he would explain
the value of each decision. Several times I even surprised him, I think by solving
the theory just through thinking about it and not having to see it. David had also
worked with Megan before and was helpful during discussions to know how
detailed I should get. The two most helpful things David did during this process,
although many were very helpful, were his assistance with cueing the show and
his encouragement. While cueing, he helped me figure out cue times and gave
ideas about how to correct specific looks when I told him what I didn’t like about
it. I know from our past professional endeavors that David trusts me as a person
and I think having someone feel that way working closely with me, helped me
move into being a valuable member of the production team as a new designer
and be trusted.
One final thing that stood out to me in this process with David is how I
work with someone in a mentor role. His style of leading someone is greatly tied
to the questions he asks. If he were to tell me every step, I would have done
what he suggested but by asking questions related to the discoveries I needed to
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make, I actually learned on my own what to do. There were no giveaways. I
would describe to him what I didn’t like or how something was not creating the
picture and he would engage in a series of questions to help me “get to the
bottom” of the problem I was having. David allowed me to truly learn each step
in a way that will stay with me for years, not just on this process.

Nicole Bartet—Costume Designer
The costume design came about much later in the process due to Nicole’s
distance and work schedule. Of course, she’s not to be blamed because the rest
of us work all together and she was commuting from the Disney area. I think she
understood all of the conceptual information given to her and designed
accordingly. It was easy to tell what the character’s age, social status, time
period and even their goals from the costuming. Although I didn’t really ever get
the chance to go through the finished costume renderings with Megan and
Nicole, it all worked out fine in the end.

Simone Smith—Costume Shop Manager
Simone works at the Rep as the costume shop manager. She was very
accommodating, quickly relaying any message to Nicole, the costume designer
and allowing me to stop in at the costume shop and see the costumes any time I
wanted. Simone is part of the Rep staff so everyone knows and trusts each
other—Simone is no exception. Although I didn’t work with her all that closely,
her tone of playfulness combined with how helpful she was, created a
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comfortable place in the costume shop for me to come in and ask questions or
bring the flashlight and gel book in to look at colors on costumes.

Gretchen M. Boyer –Stage Manager
GRETCHEN! I was thrilled to work with Gretchen. She is very thorough without
being overbearing. I was able to ask her questions about anything and she
would always come back to me with the answer. The most important thing about
working with Gretchen is that I easily trusted her to call the show on emotions
and not in a mechanical “on the word” style. If I would say “take the cue on the
moment the scene has finished not on the moment the actors stop talking” and
she knew exactly what I meant every time. She got to the point where she was
giving me her cue notes before I ever got to them. I think the way I felt about
Gretchen was easily the way everyone did—she has our trust with the show and
with what we’re trying to do.

Amy Huizenga—Asst. Stage Manager
Amy is a great assistant stage manager and under Gretchen’s tutelage she did
very well on this show. She’s dependable and hard working. Although she and I
had limited contact throughout the production, it’s great to have someone
trustworthy backstage when running so many projections and know that the cues
would always happen when they needed to.
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CHAPTER 4: COMPREHENSIVE CONCLUSION
Director’s Vision vs. Original Work of the Playwright

For these purposes, I will refer to Judy Blume as the playwright as the
adaptation by Bruce Mason seemed to endeavor to preserve her writing as the
“original work.”
This version of Tales of a Fourth Grade Nothing by Judy Blume, adapted
for the stage by Bruce Mason, was presented by the Orlando Repertory Theatre
in November 2006 and directed by Megan Alrutz. I believe the director’s concept
for this show was much in keeping with Judy Blume’s intention when she wrote
the book that inspired the stage version of this show. Blume seemingly
endeavors to present the world and all realities as they would appear to her main
characters. There are very few writer imposed thoughts and judgments—just
the thinking of an intelligent, 9 year old boy, Peter, in this case. Alrutz, the
director, also wanted to present the world as Peter saw it so the audience would
understand his world and feelings.
Judy Blume is known for writing characters who are dealing with the
everyday challenges in a young adult’s life. Peter Hatcher, the main character in
Tales of a Fourth Grade Nothing, is trying to define his interactions with his
parents now that his little brother, Fudge, is beginning to occupy the role he once
had with his parents. Peter seems to be caught in a struggle to balance many
new aspects of his life: becoming a young adult and taking on more adult
behaviors, dealing with the self-imposed isolation of becoming a teenager, being
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a role model for his younger brother, and redefining his role with his parents as a
young adult and not a child, but also yearning to return to the simpler, child role.
The artistic team at Orlando Repertory Theatre, led by Alrutz, endeavored
to maintain Blume’s intentions as clearly as possible. All of our choices were
leading to the overall concept of the audience being inside Peter’s mind as he is
writing his homework assignment about the important things that happened to
him this year. The scenes he is “writing about” in the play become seen as
though they are in his memory and are therefore “tainted” by his points of view.
Alrutz expressed the importance of the audience being able to relate to Peter’s
situation, much as readers of Tales of a Fourth Grade Nothing in book form,
relate to him. In order to provide this relationship between the audience and the
story unfolding onstage, she and Matt agreed that the action could not be
stopped in order to change the set to the multiple locations. The design team
decided to set the play entirely within Peter’s room with all of the locations
created from the toys in his room. Maintaining the pace and flow of the script
was very important but equally important was creating transitions between the
different events that Peter was “remembering” in order to write in his school
homework.
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Summary of Design Choices

Beginning early on in the process, some of the research images and
discussions brought Megan Alrutz, the director, and I to some interesting
elements we wanted to fold into the lighting design.
The first of these choices was the use of shadows to provide the audience
with a less definitive reality, hopefully pushing the events of the play further into
the realm of Peter’s mind. The inspiration research for the shadows can be seen
in Figure 1, which I believe visually represents the deep isolation Peter finds
himself trapped in throughout the show. The reality in which Peter makes all of
his asides would be more shadowy to support the writing, which tends to be more
sarcastic in these moments. I feel as though sarcasm is a way of hiding a true
meaning and it leads me to think of shadows, which also hide true forms.
Color choices for me are almost always derived from the research images
I find soon after reading the script for the first time. I feel as though these images
are the purest visual communication for how I felt when first introduced to the
story, much as the audience will hopefully feel upon seeing the finished
production. Figures 1 and 2 also brought me through many of the color choices
for the show. Figure 1 provided much of the inspiration for the periphery
instruments while Figure 2 supplied me with the blues and ambers for the
diagonal “X” axis of instruments for each area. This way, I could light most of the
show within the influence of Figure 2 but still travel to looks influenced by Figure
1.
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The next major design choice was finding the look of reality within Peter’s
memory as he reflects upon the events in the show. The inspiration for these
moments was drawn from Figure 2, an image of a mother cuddling a young child.
Through discussions with Megan, we concluded that a large part of Peter’s
troubles was his sense of loss concerning the relationship he had as a child with
his parent. So I chose do depict this with a tilt of “visual gentleness” in his
memory. The result of this production choice is depicted in Figures 20, 22 and
33.
My major research images, shown in Figures 1, 2, 4, 9 and 11 have an
interesting texture to them which I wanted to incorporate into the show. Within
Figures 1 and 2, the texture is softer but still fairly chaotic. Figures 4, 9 and 11
have much more chaotic lines. The impulse for these textures comes from the
feeling of childlike chaos I got from Peter’s character when I first read the play. I
wanted to chose a gobo that could be extreme in some scenes but could also be
softer and less obtrusive in others. Figure 12 is an image of this gobo used in
the show.
The nightmare scene was a scene full of design choices. With that scene, I
wanted to create Peter’s immediate fears of becoming a teenager. I used gobos
with people silhouettes cut into them to give Peter’s nightmare the feeling as
though people were watching him and yet not there for him at the same time.
Figures 1, 4, 9 and 11 show the different stages of emotion found within the
nightmare scene. Each was tied into a different stage of this sequence. I
developed a custom gobo which would project silhouettes of people all around
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Peter to encircle him as the cast members will in the scene, shown in Figure 13.
I was hoping to contribute to the overwhelming presence of people Peter feels
are judging him. Figures 26, 27, 28, and 29 show the stages of the nightmare
sequence in order.
Throughout the show the director and I used doors as a metaphor for
Peter’s thinking and the “entrance into his room” and therefore his mind. Peter’s
thinking as it is with any 9 year old is much more cut and dry, or black and white
and it’s the relationship of the real world to this way of thinking that creates chaos
for him. We used the doors to symbolize both the “closing off” that doors can do
and the inviting they can also create. Most of Peter’s more significant thoughts,
showing his growth, occur when the doors are present. The doors were very
subtle within the lighting but whenever a parent stood at the entrance to Peter’s
room, there was a doorway of light for them to stand in. Figure 1 was used as
research to create these moments in addition to Figures 26, 27 and 28. I think
that although they didn’t quite show up in the lighting as strongly as I would have
liked, this idea was one of the clearest to me throughout the process. I believe it
translated throughout the design with more accuracy than other ideas may have.
The doors would have showed up much better with more contrast between them
and the other instruments. I had hoped to use these shuttered boxes of light to
highlight the parents when they entered into Peter’s room.
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Design Choice Improvements

One major improvement I think could have been made was finding a more
accurate way of picking out the “asides” with Peter through lighting. I believe as
the show was cued, these asides were as clear as we could make them given
the time restrictions of tech, but I found when watching the finished show, they
were a bit jerky for the audience. The sudden movements down to the lower
lighting levels may have stressed the eyes of the audience more than was
necessary. If those looks had been more accurately composed, they could have
given the same effect without being so drastic.
Another area of improvement could have been in the use of the “doors”
drawn with light on the parents when entering Peter’s room. I would have liked to
have gone a bit further with those and made them more apparent in the regular
scenes, as much as they were in the nightmare scene. I believe they became a
strong point within the concept and would have liked them to stand out better
onstage by providing more contrast around them. If the doors were brighter than
the surrounding lights on the floor, they would show up much better.
One improvement that may not have read onstage as much thanks to
David Upton’s help was the timing of cues. I know that I needed to improve on
judging timing of cues during designer rehearsals more accurately so I can write
cues more efficiently the first time. Upton was a great help with this splitting the
fades to make them less jarring to the audience and more of what I described to
him rather than allowing me to forget about them as I was cueing.
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Through Upton’s assistance, I also got to call my first cueing session with
him as the light board programmer. In the future, I’ll be making improvements on
my magic sheets to make this process more efficient. I discovered there are
significant differences in the magic sheets created for programming personally
and those from which the channels a designer will call to a programmer. The
magic sheet being called from, needs to be significantly more detailed and easy
to read.
Overall, I also would have liked to provide more “pop,” or clarity, within
some of the cues so that the actor’s popped out from the scenery a bit better. I
would have liked more direction of focus, as well as, more definition between
Peter’s realities. Although most of the cues were close—there were a few that
could have improved. The apartment cues are the ones that strike me the most
as needing more composition and less light in them because the actors forms,
although well lit, were not defined.
The improvement I would have made that was highly dependant on the
technology at hand was to follow Peter with a better moving light. The Elipscan
we had provided the actor tracking we needed, but was very jerky in some of its
slower movements and I believe this was distracting at some points.
When designing the plot originally, I could have improved the accuracy of
the isolated moments if I had designed the back lights to be 19 degree source
fours rather than 26 degrees. Although we compensated by shuttering them
down, I lost quite a bit of the brightness by doing this. Although there weren’t
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enough 19 degree’s in the inventory, I think the design would have looked better
to me and probably the audience with this instrument switch.
I believe the extra two days of tech that we lost due to the theatre seating
installation, I could have provided much of the accuracy and clarity I was looking
for in the finished product. I would have loved to have had those days back but
then the audience wouldn’t have had anywhere to sit.
Perhaps the most important thing I learned to improve upon was to shut
up and show someone what I mean rather than over talking it. Megan and I both
communicate well, but by the time we talked out each thing, there was barely
time to actually cue it into the show. Since we were losing a significant amount
of time in our process for the continued renovation of the space, it was important
to move as quickly as possible. This became an important lesson. I can cue
faster than we can talk, and in then end, I would be completely sure we were
talking about the same thing, if we were both looking at what we were discussing.
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Design Successes

The success that I am the most proud of is that the artistic team on this
show created a world specific to this play and it’s characters. Although there is
always room for improvement with any task, I believe that the audience got to
experience many of the major emotional elements of the script with assistance
from all of the design areas.
I believe that by trying to light the Universal Theatre space as a thrust or
area, I was much more successful than if I had lit it like a proscenium. The “Xaxis” suggestion Vandy Wood made to me was extremely helpful, although it was
entirely out of my comfort range because of the enormous size and shape of the
space. Lighting the show this way gave me much more to work with
compositionally. I by no means believe I mastered this style of lighting through
this one show, but I do believe I am able to approach this type of space more
comfortably than I would have.
I also believe that taking David Upton’s advice and not being afraid of
color proved helpful. If I had had less color in the plot, I believe I would have had
a much more difficult time distinguishing between locations and moods, in
addition to not having as much color to go against the visibility of the ever
present floor.
Another success was the Nightmare Scene. I think it was scary for the
audience but no more or less than it needed to be. It would have been easy to
push more fear on the kids in the audience but I believe that with Upton’s
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assistance, it stayed in a place that aligned with the show very well, keeping a
high level of dark and scary, yet still communicating Peter’s emotions to the
audience.
Finally, I believe the lighting design was successful in assisting with the
different locations of the play. The added instruments assisted with this
tremendously and another one of Upton’s theories played out very well. The
addition of these instruments helped me communicate many elements of the
story to the audience.
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Adherence to Schedule and Budgets

The budget for Tales of a Fourth Grade Nothing was $600.00 for supplies
and $100.00 for labor.
The Rep generally hires an over-hire electrician, Katy, for a 5 hour day on
hang and then a 5 hour day on focus. Another option would have been to bring
in Katy for a full day on focus. For this show I chose to split the time and bring
her in for five hours on hang and 5 hours on focus. I also had the luxury of
having Vandy’s lighting class come in on both hang and focus. This allowed us
to stay on budget with regards to labor.
With $600.00 for supplies, we were able to buy a full set of gobos for all 15
lighting areas. I was also able to purchase all of the gel needed to do the show.
Although most of this gel was pulled from our significant gel stock at the Rep, the
colors we didn’t have were purchased without worry of going over budget. We
spent $420.65 at Production Resource Group for gel, steel gobos and eight
custom gobos shown in Figure 13. There was another $27.00 spent for a roll of
tie line. Along with these purchases, I spent $62.09 at Production Advantage for
template holders. This resulted in a total of $509.74 being spent on this show out
of the $600.00 budget.
With respect to the schedule, the Rep has one of the easiest tech
schedules of any theatre I’ve seen so far. Because the number of staff at the
Rep is low and all of them are doing several jobs, the schedule is spaced out
enough for those few people to accomplish all of the tasks to get the show done.
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In addition to the reasonable schedule, the staff at the Rep is extremely talented
and diligent about their work, accomplishing the tasks given within considerably
less time than most theatres. This schedule mixed with the talent allows for the
staff to encounter unforeseen problems and solve them in plenty of time before
the show opens.
Tales of a Fourth Grade Nothing was completely on schedule. The due
date for the plot was met. The show was therefore hung and circuited on time for
focus. Focus was completed on the day allotted for it. The cues were written by
first tech. The schedule was very easy to maintain even while working on
several shows and working with only two people.
The part of this show that did not stay on schedule was the renovation of
the building itself. The construction deadlines were behind, causing us to lose
two days of tech time in order to get the seating installed. Subsequently, we
could also not pass the fire code inspection without the complete installation of
the seats. The only thing that was very behind schedule on this show was the
fire inspection, which we passed less than two hours before the first school
audience arrived.
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Personal Analysis of the Process

When I started graduate school as a designer, I came into it not really
knowing how to design but with a strong technical background and a very
organized stage manger’s mind. Design was difficult for me to learn because it is
in direct contrast to everything I had been taught earlier in my schooling.
Responding to emotions was something actively trained out of me as a stage
manager and now I was being forced to do this at every moment. There were
many bad habits to be stripped away before the good ones could be instilled. I
had to purge the temptation to “wow” people with the technology of lighting
unless the script dictated a “wow” moment. I had to find the very intricate
balance between feeling, seeing, speaking and doing. And I have yet to gain the
precise balance of these four elements of my design process. There are times
when they each falter, but I have, however, found my version of an ideal process.
Through this process, and the others that came before it, I can now use what I’ve
learned as a goal for my future growth.
As I moved through school, I began to develop a process for “feeling” a
design. The first thing I discovered is that when I first began to tap my emotions
for a production, I had trouble keeping emotions out of the situation after they’d
been introduced. It was more like a flood gate—all or nothing. As I developed
more “emotional accuracy,” or to use those emotions more productively and not
get so easily frustrated with myself or others, I noticed my designs matured and I
became better at communicating these emotions to the director and other
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designers. The emotional responses were intensified when focused more onto
the design rather than slinging emotions all over the production participants. In a
way, the slinging becomes a waste of energy that could be focused onto the
design.
I’m still not entirely sure how this “emotional accuracy” developed or
exactly how I use it now. It seems rooted both in expecting the absolute highest
standard of professionalism from myself that therefore allows me to rein in these
strong emotional connections to the productions I have been involved in,
including Tales of a Fourth Grade Nothing. I, however, admit that my words and
actions have yet to reach the level of “highest professional standards,” but my
expectations of myself are.
In this process, because I had trust and artistic ease with the production
staff, I was able to see the moments in my process that were completely created
by my own tension, feelings of inadequacy, obsessions, moodiness, or even
imagination. I was able to “feel” the script without the added variables that come
from working with people whom I don’t know. I was able to put a magnifying
glass on my own process and respond freely to the script because there was
trust amongst the design team.
After the “feeling,” comes the “seeing”—although for me they are very
closely linked. In order to “see” the lighting or scenery in my head, I had to see
the people. This mental image had to be very detailed for me. I had to know
every hair on a character’s head to see how that hair reflected in the light. My
imagination has never been difficult to access, so the seeing was much easier
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than feeling. Seeing in the design sense for me is mixed in with the more
technical elements but NEVER overshadowed by them. When I’m in the process
of seeing the light, the considerations of angles and photo metrics, moving lights
and types of instruments threaten to overwhelm my mind. As much as I was
opening the flood gate of emotions, discussed previously, I had to build a gate to
hold back the scientific facts of lighting that threatens to flood the play with
technical knowledge.
Some readers might express an interest in seeing more of my technical
thought process. It’s interesting but now that knowledge sits behind a gate and
after much thought, I decided to keep that gate closed. There’s always a risk
within a show to upstage the production with the amazing technology of lighting,
much as it would upstage the design process covered in this paper to explain too
much of the physics of light or too many light plot details. Design is simpler than
all that. Design is a much more accurate discussion without field angles and
beam coverage. It’s telling a story. Although the importance of knowing the
technical elements should never be ignored, this knowledge is much like an actor
learning about the town in which a character lives. Important? Yes, but once
learned, highly ignored in the conscious mind while onstage and just accessed at
certain moments or in the subconscious.
Next, I learned the “speaking” part of design. The communication of
complex ideas verbally, through visual research, or through light, is an aspect of
my process that needed more accuracy. Since I was a child, I’ve mostly just said
what I was thinking to everyone and anyone engaged in a conversation with me.
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I feel as though this quality of my personality aids me greatly when I design
because there isn’t always enough time to think about every question as long as
you’d like to and then get back to the director. On the other hand, I learned
through my process on Tales of a Fourth Grade Nothing that speaking, although
highly important to the production, can take too much time as well. My
temptation to discuss or share my thoughts or ideas can take away from the time
I actually spend showing someone what I mean. During tech of this production, I
reached a point when I was trying to communicate an idea to the director that I
just needed to show her instead of continuing to speak about. It occurred to me
that by that point there were already multiple situations where I could have done
just that and saved everyone’s time. I don’t think it was a waste of time to
discuss topics, but I cue faster than I explain. I also noticed that when I was
nervous about communicating a complex idea, I did it more accurately, but if I
thought the idea was easy to communicate, I struggled. I will definitely pay
closer attention to those moments in future designs.
In my process, after I’ve done all the “feeling, seeing and speaking” I
reach the point of “doing.” All of the other elements lead up to this moment.
“Doing” is the climax if lighting design itself were a play. There’s a point where all
the other steps hold a payoff of good design that must then be implemented. I
place the light plot creation and the process of cueing into this “doing” category.
All of the discoveries about angle, color, highlight and shadow, timing and pace,
must be concluded into a light plot, and later, the light cues result in a design that
tells the story. If the cues and plot are developed too soon, they will lack
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important details. If they are produced too late, the cues and plots will be
worthless to the production. The doing is like putting a complicated recipe into
the oven—underdone is just as bad as burned. When care is taken and attention
is paid, a recipe can be perfectly timed and contribute to the lives of people both
in purpose and experience. And so I believe this is also the case with lighting
design.
Now, as I stand at the end of my graduate studies, I find myself reflecting
on both the development of my process and my growth as an individual, which in
combination have given me the skills to be a designer. I became certain
throughout this process that the clearer a conceptual impulse can be, the better it
will be articulated through the design. It’s not exactly that an idea or concept has
to be simple, but I believe as visually accurate as the metaphor can be in light,
the more clarity is provided for the audience. Lighting is complicated with all the
degrees and angles, distances and measurements, but the way I communicate
through light is not. It’s simple. There’s a picture in my head because of how I
feel and I want to create it onstage. I must be careful not to get caught in the
complications of lighting and lose the details of the story in all that confusion.
I admit that my words and actions have yet to reach the level of “highest
professional standards,” as mentioned earlier in this section, but my expectations
of myself are high. I want to “feel” accurately. I want to “see” accurately. I want
to “speak” accurately. And I want to “do” accurately. The accuracy is of course,
completely internal, much as is my standard of professionalism. Although I have
not fully reached a point of creating these moments at will, I’ve seen flashes of
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them in myself and the responses I get from others. I can now feel and see
when I’m speaking and doing accurately. I know these moments, so when I
focus on them, I can create them. I also think that the day I’m no longer striving
to do any of these tasks, I’ll enroll in school and learn to do something else. I
don’t want to ever be perfect at any of these design elements because…where’s
the fun in that?
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Figure 12: Gobo used in top light system-Scribble R77591

Figure 13: Custom Gobo for Nightmare scene
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Renderings

Figure 14: Light rendering for beginning of Nightmare Scene
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Figure 15: Light rendering for aside moments
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Figure 16: Light rendering for apartment looks
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Figure 17: Light rendering for park scene
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Cue List

111

112

113

Lighting Key

Figure 18: Master Lighting Key
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Light Plot
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Magic Sheets
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BUDGET INFORMATION
TALES OF A FOURTH GRADE NOTHING
$420.65 to PRG for Gel and custom Gobos
$27.00 to PRG for Tie Line
$62.09 to Production Advantage for A Size Template Holders
Total: $509.74
Budget: $600.00

$100.00 to Katy Ross for Labor
Budget: $100.00
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Figure 19: Preset
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Figure 20: Apartment Look
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Figure 21: Park Look
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Figure 22: Peter With Friends
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Figure 23: Peter With Fudge
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Figure 24: Studio Look
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Figure 25: Studio Look 2
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Figure 26: Peter's nightmare Stage 1.
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Figure 27: Peter's Nightmare Stage 2
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Figure 28: Peter's nightmare Stage 3 (climax)
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Figure 29: Peter's Nightmare Stage 4
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Figure 30: Aside Moment With Ambulance Look
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Figure 31: Waiting Room Look
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Figure 32: Apartment After Eating Turtle
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Figure 33: Peter’s Gift
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Figure 34: Closing Moment With Family
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