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EVERYTHING BUT THE ACTING


DESIGN IN DRAMAAND THEATRE


This book is about everything that happens on the stage except for the acting!


Designing Drama will help you to costume actors and give them a set to perform on. It will guide you through the process that ﬁlls their world with sound and ﬂoods the stage with light.


More than that, you will come to understand how the work of the theatre designer brings the world of the stage to life for the most important people in the theatre – the audience.


Whether you are designing sound for a devised piece of drama, or costume for a scripted one, this book offers practical advice and activities to help you develop your knowledge, understanding and creativity.


If you are a performer at heart, this book will help you to master the knowledge and skills needed to write about design in the exam. You will need a good level of knowledge for all the design elements that exam questions could be about. Performance and design work hand in hand to create the harmonious world of the stage. Designing Drama will help you to understand how to be part of this creative process from every angle.


HOW TO GET THE MOST FROM THIS BOOK


Practical guides to design roles


These chapters introduce you to each design role and provide practical guidance, advice and activities to help you through the design process. They will give you a good grounding in your chosen design specialism, enabling you to develop your skills, boost your conﬁdence and explore your creativity.


Drama course content


Refer back to the practical chapters as you move on to the chapters that cover design for each assessed component of the course:


• Unit/Component 1: Devising Theatre (Chapter 5)


• Unit/Component 2: Performing Theatre / Performing from a Text (Chapter 6)• Unit/Component 3: Interpreting Theatre (Chapter 7).


SET


LIGHTNG


COUME


SOUD
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Features of the book


In order to highlight important information, activities and assessment objectives, we have included some special features:


FOCUS


A note to summarise the main content of the section.


ASSESSMENT CHECK


Details from the WJEC or Eduqas speciﬁ cation documents to show you which elements of the assessment criteria the guidance and activities will help you to achieve.


TASKS


Activities and exercises to help you learn, practise and develop your design skills.


DESIGN TIPS


Quick ideas, things to remember and helpful tips from professional theatre design.


SIGNPOST


These direct you to supporting content from other sections that you are likely to need before you attempt the activities.


LOOK HERE


A guide to the most suitable sections of support from other chapters.


Important technical drama terms are highlighted in blue and collected in a Glossary at the back of the book.


We have also included some sample exam questions and example student-style answers. These will give you an idea of the type of questions that will come up in the exam and how some students might have responded.


In addition, the notes are illustrated by diagrams, sketches, plans and photographs to help you visualise the practical elements of theatre that you can achieve as a Drama designer.


This symbol indicates that there is a free download available at www.illuminatepublishing.com. Simply navigate to the product pagefor this book.
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HOW YOU WILL BE ASSESSED


UNITS/COMPONENTS AND ASSESSMENT OBJECTIVES


The three units/components of the WJEC/Eduqas GCSE Drama course are:1Devising Theatre (assessed by your teacher)


2 Performing Theatre / Performing from a Text (assessed by a visiting examiner)


3Interpreting Theatre (written exam).


For these units/components, the assessment objectives, total marks and percentages of the overall GCSE are:


Unit/


Component


Assessment objectives and percentages


Total marks


Overall percentage in GCSE


AO1:


Create and develop ideas to communicate meaning for theatrical performance.


AO2:


Applytheatricalskills to realise artisticintentionsin live performance.


AO3:


Demonstrate knowledge and understanding of how drama and theatre is developed and performed.


AO4:


Analyse and evaluate their own work and the work of others.


Unit/Component 1:


Devising Theatre


20%10%010%6040%


Unit/Component 2:


Performing Theatre /Performing from a Text


020%006020%


Unit/Component 3: 


InterpretingTheatre


0030%10%6040%
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PRACTICAL UNITS/COMPONENTS


You can work practically as a designer for Unit/Component 1 and/or 2, and demonstrate your knowledge and understanding of design in the exam for Unit/Component 3.


Your teacher will assess your work for Unit/Component 1, and external examiners will standardise the marking by looking at examples of videos and portfolios.


For Unit/Component 2, a visiting examiner will assess your work in performance.


LIGHTING


At least ﬁ ve different lighting states for the performance


SOUND


At least ﬁ ve sound cues for the performance.


SET


One actual set for the performance, including props and appropriate set dressing


COSTUME


Full costumes, hair and make-up for two different characters


A devised design realisation


This is worth 15 marks and covers AO2. For the choice of the four design roles, you need to produce:


As part of the supporting evidence, you must also submit: Lighting: Cue sheets and a lighting plotSound: Cue sheets and a sound plotSet: A set model, a ground plan and photographs of the setCostume: Final design sketches/photographs of costume, hair and make-up.


Unit/Component 1:


Devising Theatre


As a designer, you will work as part of a group to create, develop and produce an original piece of drama, devised from a stimulus. This is assessed in three parts.


Your portfolio should cover your creation and development and your analysis and evaluation of this process. It is assessed against AO1, which is worth 30 marks.


The portfolio must include evidence of your ‘research, creation and development of ideas’. This evidence should focus on three stages:


• How your ideas have been researched, created and developed in response to the stimulus


• How ideas from the chosen practitioner/genre have been incorporated in the piece to communicate meaning


• How ideas have been developed, amended and reﬁ ned during the development of the devised piece.


For each stage, you need to provide approximately 250 words, along with illustrative material. This could include:


•sketches


•photographs


• ground plans


•diagrams


•storyboards


• mood boards


• sections of script


•digital media, including brief recordings of sections of a rehearsal or other material, such as sound clips.


You can produce your portfolio as:


• a blog


• an audio-visual recording


• an audio commentary on the illustrative material.


The portfolio
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Unit/Component 2:


Performing Theatre / Performing from a Text


In your group, you will interpret a playscript. You will prepare and perform two key extracts


from the text. Your teacher can guide and support you; a visiting examiner will assess you.This component covers AO2 and is worth 60 marks.


Artistic intentions


You must also produce a written explanation of approximately 150 words that outlines:


• how you intended to interpret


the scenes


• how the text was edited to create the ﬁ nal performance.


Practical design requirements


For the choice of the four design roles, you need to produce:


Lighting: At least four different lighting states


Sound:At least four different sound cues


Set:One set, which is dressed and includes props


Costume:One full costume with hair and make-up.


This assesses AO3 and is worth 45 marks.


As part of Section A, you will be asked to describe andjustify how you would use given design elements in a performance of your chosen set text. These design-based questions are worth 18 marks.As part of Section A, you will be asked to describe and justify how you would use given design elements in a performance of your chosen set text. These design-based questions are worth 18 marks.


 


Section A: Set text


THE WRITTENEXAM


Unit/Component 3:InterpretingTheatre


There is a written exam at the end of the course that lasts 1 hour 30 minutes.


✓ The evaluation


You will also write an evaluation of your ﬁ nal design in performance. It is worth 15 marks for AO4. You will have 90 minutes, under supervision, and can have two sides of A4 bullet-point notes with you.


As well as identifying your chosen stimulus and practitioner or genre, there will be three sections to your 


evaluation. You are required to analyse and evaluate:


1 the realisation of your design in the ﬁ nal performance


2 how your own design skills contributed to the effectiveness of the performance


3 your individual contribution to the performance, including how well you fulﬁ lled your initial aims and objectives (referring to your stimulus and practitioner/genre).


This assesses AO4 and is worth 15 marks.Section B gives you the choice of writing about an element of performance or a given element of design from a live theatre production you have seen. 


You will reﬂ ect on your experience as an audience member. This will include analysis and evaluation of production style and how a design element was used to create meaning.


Section B:Live theatre review
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UNDERSTANDING DESIGN IN DRAMA AND THEATRE


THEATRE DESIGN


The focus of this book is design: the theatrical elements of set, costume, lighting and sound. Often known as stagecraft, design covers all the creative, non-performing aspects of staging a theatrical production for an audience.


As a student of Drama, you might have experienced the thrill that comes from putting on a costume or feeling the lights come up on you at the beginning of a scene. While actors wearing simple black outﬁ ts can create powerful drama on their own, the integration of performance and theatrical design generally lifts the experience to another, higher, level.


Working in design


Theatre design has evolved over the centuries, and the roles of the designers are as necessary in today’s professional theatre as those of director and actor. If theatre design and the technical elements of lighting, sound, costume or set excite you – and you don’t mind the travelling that is often involved – careers in the backstage elements of theatre are certainly to be found.


Many colleges, universities and drama schools have courses for designers and technicians that you could investigate to follow on from your Drama courses in school. In addition, the skills required for theatre lighting, costume, make-up and sound apply equally well to the music, television, ﬁ lm and festival industries. These are interesting careers with potentially more employment opportunities compared with acting for example.


FOCUS


• How design elements enhance theatre.


• A brief guide to the design process.


Fi Carrington, a freelancewardrobe supervisor 


and costume designer, says:


I trained on a theatre costume design course and now do some teaching on a degree course. Most of the students don’t have too much diﬃ  culty getting freelance work in theatre, ﬁ lm and television.


Theatre designers, directors and performers work together to create an artistic vision. Most often, this theatrical vision creates a harmonious world on the stage. 


The role of design in drama


The role of a theatre designer involves working with a director and other designers to produce workable design ideas for a drama production. There is usually an element of research to be done in relation to the script and historical periods and contexts, for example. The designer and director will eventually agree ﬁ nal, budgeted designs and then begin the creation of these in terms of:


• making costumes and sets• setting plans for rigging, operating and cueing lighting and sounds.


Adaptations to these ﬁ nal designs might be needed as the performance grows closer and issues crop up during rehearsals.
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The design process: rehearsal and performanceThe technical rehearsal


An important moment in the design process is the technical rehearsal. Here, the performers ‘walk’ through a complete performance during which they will need to stop, re-perform and skip sections of the play as design details are ﬁ nalised. This is known as working cue to cue, meaning that each sound and lighting cue is covered and repeated as necessary. This happens until the designers and technicians are conﬁ dent that the production can run smoothly and maintain the desired artistic intentions. Set and costume changes will also be run through.


Technical rehearsals are notoriously long and taxing for all those involved, but no professional or amateur production can be satisfactorily achieved without one – or sometimes two!


Dress rehearsals


The dress rehearsal is a designer’s opportunity to test their design in real time. Lighting and sound designers can practise operating their designs following the script. This means that they can prepare for and then activate their plotted cues. Meanwhile, costume and set designers will often sit in the auditorium with the director, taking notes on what has and hasn’t worked well, so that problems can be addressed before the ﬁ rst performance. 


Work during the performance


Once a show or run, if there are multiple performances, is underway, there is still work to be done. Costumes have to be cleaned and maintained (although this is done by wardrobe maintenance or dressers in professional theatre). Similarly, sets (including props and set dressings) and technical equipment need to be checked and maintained.


Stage management


In charge of this whole process is the stage manager, who co-ordinates all the backstage and technical elements during rehearsals and performances. The stage manager works closely with designers and technicians as well as performers, controlling the production. If you continue your involvement in theatre after your course, stage management is a very important role that could interest you.


Practical design and the exam


Practical components and the written exam are closely related!


• Try to see all your practical work in Components 1 and 2 as preparation for the written exam, where you will have opportunities to use your developing knowledge and skills.


• Even if you are working as a performer for one or both of the practical components, be aware of the design work and opportunities for all the design elements: lighting, costume, sound and set.


TASK I.1


In your next practical drama lesson, where an improvisation or piece of scripted performance is shown, decide on the following in your group:


• What costumes would enhance your performance?


• How could set be used to add meaning and interest to the performance?


• How might you use coloured stage lighting or spotlights to help focus the audience? 


• Can you plan one sound cue to emphasise a signiﬁ cant moment in the perf ormance?
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LIGHTNG aNd SouD


Staging also affects where lanterns and speakers can be positioned and whether or not projection screens can be used.


STAGE SPACE AND SPATIAL RELATIONSHIPS


All types of theatre designers need to create their designs with close regard to the relationship between acting areas and audience. This relationship will partly depend on how a stage or performance area is arranged.


FOCUS


The demands of different staging conﬁ gurations and their inﬂ uence on all designers.


ASSESSMENTCHECK


Learning about staging conﬁ gurations is a key part of AO3: ‘Demonstrate knowledge and understanding of how drama and theatre is developed and performed.’


Stage configurations


You need to be aware of the different types of stage conﬁ gurations and the advantages they offer and diﬃ  culties they present for theatre designers.


The proscenium arch gives a picture-frame effect above and on each side of an end-on stage.


Proscenium arch stagePossible advantages


• Typically Victorian staging: highly appropriate for classical or period plays in a traditional style. Musicals are often staged on prosceniums.


• Creates an intimate acting area.


• Usually includes a small apron area in front of the curtain that can be used for performance during scene changes.


• Gives the audience a sense of peeking into another world.• Audience seating and/or the stage is often raked to improve sightlines.• Backdrops, projections and large pieces of scenery work well.• Straightforward in terms of lighting and sound design.


• Detail in costume and set is not crucial as the audience is at a distance.• Footlights work well and offer additional lighting angles.


Potential problems


• Sightlines are problematic as the side panels of the arch might obscure parts of the stage for some of the audience.


• Pillared seating areas can also reduce visibility for the audience.


• If the stage is raked, anything on wheels must be wedged or have brakes.• Many auditoriums have raised circles, which means that some of the audience is distant and almost above the acting area.


SET


The stage conﬁ guration


is critically important as it affects the type and size of scenery that can be placed in and behind the acting areas.


Varying amount of detail is required, depending on the proximity of the actors to the audience.


COUME


DESIGN TIP


Arena staging is a form of theatre in the round. Ancient Greek theatres were arena stages and the term suggests performances on a large scale.
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Timothy Mackabee’s award-winning design for The Odd Couple at Dallas Theatre Center.


End-on stagePossible advantages


• A neutral stage conﬁ guration that lends itself to a range of periods and styles.


• Similar to proscenium arch in that a distinct and separate world can be created.


• Backdrops, projections and large pieces of scenery work well.


• Straightforward in terms of lighting and sound design.


Potential problems


• The distance between the back of the audience and the acting area can be lengthy.


• If the stage is raked, anything with wheels will need to be wedged or have brakes.


• If seating is not raked, sightlines can be a problem.• Details in costumes and small props might not be seen clearly.


Thrust stagePossible advantages


• The large apron provides an acting area close to the audience, which helps the audience to feel involved.


• Props and costumes can be detailed.


• The main stage can incorporate large pieces of scenery, projection and backdrops.


• Useful for using different levels, as many thrust aprons include a step.


Potential problems


• Sightlines can be very complex. Audience members on the side banks of seating, for example, will struggle to see action on their side of the main stage.


• No scenery or tall pieces of furniture can be placed on the apron.


• Side-lighting the apron can be problematic as the audience could be dazzled: steep angles are needed.


LOOK HERE


See page 204 for a diagram showing positions on stage.


• Small props are not always easy to see because of the distance between the acting area and the back of the stalls or circle.


• Often involves seating part of the audience in raised circles, which means some viewers are a long way from and almost above the acting area while the front row of the stalls is very close. Sound and lighting must be carefully balanced to compensate for this.


An end-on stage in a small auditorium.
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The Railway Children at King’s Cross Theatre.


The New Vic Theatre, Newcastle-under-Lyme.


The Dukes Lancaster promenade performance of A Midsummer Night’s Dream, with Andy Serkis as Lysander. This took place in a local park. Locations included woodland, lawns and next to (and even on) a lake.


Traverse stagePossible advantages


• The acting area is close to the audience, creating a more intimate relationship.


• Props and costumes can be detailed.


• The two ends of the acting area can incorporate large pieces of scenery, projections and backdrops, creating different ‘worlds’ or locations.


Potential problems


• No scenery or large pieces of furniture can be placed on the traverse itself.


• Side lighting can be problematic as the audience can get dazzled: steep angles are needed.


• Costumes need to be detailed at the back too.


• Having audience members directly opposite each other can be distracting.


Theatre in the roundPossible advantages


• The acting area is closer to the audience, which helps the audience to feel involved.


• This conﬁguration allows directors and designers to use the space imaginatively.


• Having performers enter and exit through the corner aisles (close to the audience) can be exciting.


• Props and costumes can be detailed.


Potential problems


• No scenery or large pieces of furniture can be used.• Lighting is problematic as the audience can be dazzled: steep angles are needed.


• Costumes need to be detailed at the back too.


Promenade theatre


This type of staging is unique. It involves the audience walking (a promenade) from one location to another with the actors. Locations are often outdoors, or in large buildings such as warehouses.


Possible advantages


• Very exciting for both audience and performers.• Creates an atmosphere of ‘we’re all in this together’.• Suits productions with outdoor locations.


Potential problems


• The weather!


• Challenging for all design options.• Considerable health and safety risks.
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This lighting design is by Nic Farman (with a set by Lily Arnold) for Hornchurch Queens Theatre. It is suitably mysterious and sinister, arousing the audience’s curiosity and setting an atmospheric scene for The Invisible Man.


TASK 1.1


In a darkened room, experiment with the effects of torchlight. Choose an 


object in the room and investigate:how visible you can make it using a different number of beamswhat size and shape of shadow you can producethe different effects produced by front, back and side lightinghow you can change the atmosphere by using fewer or more torcheshow the intensity changes when you move closer or further away.


The power of lighting


A signiﬁ cant difference between lighting a room in your house and lighting the stage is that you should have a blank ‘canvas’. Another is that you have considerably more choice of varied and exciting effects. The thinking that determines where you put your desk light and which lightshade you choose is intensiﬁ ed in the role of stage lighting designer as you can use different heights, colours, shapes, shadows and fades. You could move suddenly or gradually from one lighting state to another and build or reduce intensity of light as the scene demands.


VISIBILITYAudience members need to be able to see the actors and the set.


FOCUS


Lighting draws attention to speciﬁ c areas of the stage.


MOODThe uses of colour and intensity(brightness) have a powerful atmosphericaffect. These choices can also link to a play’s themes and meanings.


LOCATION/SETTING


Similarly, colour choices, intensity and effects (such as a wash or a spotlight) can create a sense of time and place for the audience.


INTRODUCTION TO LIGHTING DESIGN


The purpose of stage lighting


At the moment when the house lights go down in the theatre, the lighting designer introduces the audience to the world of the performance. It is as though the audience holds its collective breath ready to enter that world. The ﬁ rst lights that illuminate the stage can create a magical moment. If the lighting design is not right, however, the cast might struggle to grab and keep the audience’s attention, and other design elements might not combine well.


Stage lighting can be described as having four main functions:


ASSESSMENTCHECK


This section will help you to understand how you can: 


• use visual elements to create mood, atmosphere and style


• communicate intention and create impact for an audience.


FOCUS


• The purpose and power of stage lighting.


• The technical and creative skills in lighting design.


Chapter 1  Practical Guide to  Lighting Design
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The importance of lighting design


You will ﬁ nd that, as lighting designer, you have a unique power to inﬂ uence the focus and mood of the audience. You can ‘create’ sunlight or moonlight, ﬁ res and lightning. You can be really creative and your work is an extremely important contribution to a harmonious world for the audience.


Lighting styles


Different genres, styles and forms of performance call for different types of lighting. Bertolt Brecht, for example, often ﬂ ooded the stage with harsh white light. He wanted the audience to be constantly aware that they were watching a play rather than real life. For the same reason, he would keep lanterns in full view and sometimes leave the house lights on too.


On the other hand, Konstantin Stanislavski developed a style of theatre that sought realism in every aspect. He used lighting to focus the audience on, for example, an item of set. In today’s theatre, backlighting, and projections of, for example, clouds would add atmosphere and realism.


TASK 1.2


Watch some different styles and genres of ﬁ lm and/or television. (Here are a couple of example scenes where lighting makes a powerful impact.) Pay particular attention to the lighting effects.


Use the following chart to record what you notice about the effects created. 


Include, for example, the use of colours and intensity and the mood of the scene.


TitleGenreSpecial effectsTime of day / season of 


the year / weather


How atmosphere is produced and impact it has


Chicago


Musical comedy/drama


Overhead spotlightpicks out the character and creates a halo effect on her blonde hair. She is the star!


Stage conditions – general coverage of blue light on the stage creates a cool effect; the character stands out.


Blue lights in the background with possible use of fog machine help the main character to ‘shine’.


Star Wars: The Empire Strikes Back


How can I design lighting as part of this course?


You can opt for lighting design in either or both of the practical sections of the course. If you choose to work as lighting designer in Unit/Component 1, you will work in a small group and help to develop the piece, but your speciﬁ c responsibility will be to create a lighting design for the performance.


Unit/Component 2 is similar, but you will work with a script.


Unit/Component 3 is the written exam. Working practically with lighting will give you the knowledge and understanding to write conﬁ dently about lighting in your set text or a performance you have seen. 


DESIGN TIP


The best designers and operators are so skilful that the audience is not consciously aware of the stage lights at all. Unless the designers speciﬁ cally want them to be…!
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FOCUS


The different types of lantern and their variety of uses.


ASSESSMENTCHECK


Learning some of the technicalities of stage lanterns works towards AO3. You will also show that you can select appropriate equipment and determine its position in order to realise the intended design.


BIRDIES


Birdies are very small lanterns (as small as 12cm). Tiny par cans are the most frequently used type of birdie.12cm). Tiny par cans are the 


FRESNEL


Pronounced ‘freh-nell’, these lanterns have a lens at the front with a ‘stepped ring’ ﬁ nish to it.


Beneﬁ t:Surprisingly bright,they are ideal for hiding on stage or using on the stage edge as footlights.


 


Your school or college might have these types of lighting ﬁ xture. Each has its own particular purpose.


TYPES OF


FLOOD


These are basic lanterns, generally with an open or glass front, which produce a wide ﬂ ood of light. Think ﬂ oodlit sports events.
 

Lighting large areas of the stage Useful for: or back cloths: generating a ‘ﬂ ood’ of light.


Limitation: The beams’ size or shape cannot be controlled.


 Where you place and direct these lights NB:is very important as the light will ‘spill’ everywhere it points.


Useful for: Lighting large or small areas of the stage.Useful for: 


Beneﬁ ts: The steps on the lens make the light even, making it easy to blend the focus of one light to the next.


Several fresnels focused onto several areas can light the whole stage evenly (giving general cover).


By moving the lamp closer to or further away from the lens, you can control the size of the beam.


Barn doors (shutters that ﬁ t onto the front of the lantern) can control the spread of the beam.


NOTE


Stage lights are called lanterns or lighting ﬁ xtures because bulbs


are known as lights (or lamps).


Useful for:Producing a very bright beam, somethinglike a cross between a ﬂ oodlight and a Fresnel.


 


Beneﬁ ts:These lights are excellent for highlighting an area or using with colour ﬁ lters or gels to produce the bright colourful beams often seen at pop and rock concerts.


Limitation:The only way to change the beam size is either to move the whole ﬁ xture, or to physically change the lamp to narrow, medium or wide.


PARCANS


These beam lights (lens-less lanterns) get their name from the lamp inside. The lantern itself is simply a ‘can’ in which the par lamp is contained. The PAR (Parabolic Aluminised Reﬂ ector) is a sealed beam unit consisting of a lamp, reﬂ ector and lens in one.
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PROFILE SPOT


These versatile lanterns are longer and thinner than ﬂ oods and spotlights. They also have levers half way down, which are the shutters that control the size and shape of the beam.


Follow spotFollow spot


Follow spots are modiﬁ ed proﬁ les mounted on a tripod and operated manually to track an individual as they move around the stage. You will have seen them used in events such as ice skating.


Gobo


A gobo is a very thin steel plate with a cut-out pattern that ﬁ xes over a lens. It is used to project a silhouette of images such as trees or windows. The images produced are mainly two-dimensional. The colour is dictated by the colour ﬁ lter or gel put in front of the lens. They can produce stunning effects.


AUTOMATED MOVING LANTERNS


Often seen at concerts and large-scale events, moving lanterns are very versatile. They are generally manufactured as proﬁ le spots or fresnels.


Useful for: The light inside is most commonly made up of red, green and blue LEDs which can be selected or combined to create a variety of colours.


Beneﬁ ts: LED lights use less power, generate less heat and save on the cost of replacing bulbs andbuying colour ﬁ lters or gels.


 


Limitations: They can be expensive, and controlling their colour palette requires computer software.


LED LANTERN


Many schools are now using theatre lanterns with an LED source. The most common is probably an LED par can, but there are now LED ﬂ oods,proﬁ lesand fresnels.


Beneﬁ t:The focus, beam size, gobo and colour are controlled by the software on a lighting desk or console. The desks usually have libraries of different light ﬁ xtures, which enables relatively easy programming and operation, and adds versatility and complexity to a design.


Limitations: They are expensive and require a computerised lighting desk.


Useful for:A soft- or hard-edged beam, produced by moving the lens (not the lamp as in fresnels) forwards or backwards. Proﬁ le lights with hard edges can create a typical ‘spotlight’ beam. Alternatively, several proﬁ les focused with a soft edge can overlap for general cover. Proﬁ le spots are the type of lantern used to project images with gobos.


Beneﬁ ts:The beam control is generally narrower and more controllable than a fresnel, so a proﬁ le spotlight can be further away, while still remaining bright, without ‘spilling’ light into unwanted areas. The built-in shutters of a proﬁ le spotlight mean that barn doors are not needed. They are used to shield areas of the stage that you don’t want to light. They can also shape the beam to create a square of light or to focus a tight beam on a particular object or performer.
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UNDERSTANDING YOUR LIGHTING RESOURCES


What lighting equipment is available?


It is essential to know what resources are available, so you can create a practical design. Typical lighting equipment includes:


•lanterns (as we saw on the previous pages)


•colour gels and gobos•a lighting desk (a manual board, or computer software)•a lighting rig or lighting stands•a dimmer (unless your school uses only LED lights).


Don’t be put off if your school or college does not have lots of lighting equipment. As long as you have at least two different types of lantern and a way of controlling them, you can light an acting area.


Ask your teacher if you can run an audit of the available lanterns. This could mean looking up into the rigging and identifying the numbers of different types of lantern, or checking in the storeroom. The following tasks will also help you to document and rig your production.


Identifying what lighting ﬁ xtures you have and what works best where will avoid having to move lanterns to a completely different area of the rig.


TASK 1.3


1 Make notes on the operating equipment you have and any queries about it. (Some examples have been given to start you off.)


Lighting desk


Lighting rig/stands


DimmerLantern accessories


Manual or digital?


 


Number of sockets on the rig?


 


Number and types of stand or boom?


Position and type of dimmerrack?


GobosBarn doorsGels


 


Safety bonds (There must be one for each lantern you rig!)


2 Identify the lanterns available in school (including quantities). Note down ideas on how you might use them in your design, for example:


TypeHow many?


Key features and uses


Fresnels


 


Soft-edged beam.


 


Best used close to the stage.


 


Barn doors can alter shape and size of beam.Gobos and colour gels can be added.


 


Proﬁ le spots Powerful enough to use further from the stage.LEDs


Par cans


Automated moving lanterns


ASSESSMENTCHECK


Knowing the equipment you have and how to use it helps you to make good decisions during the development process. This works towards AO2: ‘Apply theatrical skills to realise artistic intentions in live performance.’


FOCUS


Organising your equipment and resources.


DESIGN TIP


If you are not familiar with some of the equipment, learn about it before you start any major design work. Don’t be frustrated if this takes time. And don’t be afraid to ask for help.


TASK 1.4


Sketch a simple diagram to show the position, type and angle of rigged lights relative to the stage. Identify gels, gobos and barn doors that are in place. (An example lighting plot is given on page 31.)


A lighting safety bond/cable.
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Taking care of your lanterns


Lanterns need to be kept clean. Dusty lanterns give off a burning smell and dirty lenses are less effective at transmitting light. If you can clean your lanterns (de-rigged and unplugged, of course) it is important to:


• use a window cleaning product and soft cloths for lenses, avoiding smears• wipe the metal body with a damp cloth


• avoid touching halogen lamps because ﬁ ngerprints cause hot spots that quickly degrade the lamp. If a lamp is accidentally touched it should be cleaned with methylated spirit or isopropyl alcohol.


Controlling your lighting


Every lighting system is controlled by a desk, which can be manual (with or without a computer facility) or a software programme. It does not matter what type of desk you have as long as you can use it conﬁ dently.


Online manuals are available for many modern desks and software programmes along with tutorials. This is very useful research, particularly when your teacher and performers are busy.


TASK 1.5


1 Find time to develop your knowledge and skill with the lighting desk. See if you can achieve:


•a snap between two lighting states (for example DSL and USR)•a cross-fade between two lighting states


• fading up a lighting state at a pace that feels right for the start of a performance and fading out for the ending


• a sequence that brings a sense of excitement (This might involve moving between a number of states at a high pace. Would you end the sequence with a snap to blackout or a fade?)


• an effect that adds tension. (Could you end with a snap to blackout?)


2 Switch everything off carefully.


Human resources


You should supervise the rigging, focusing, programming and operating of the design as appropriate. This means that you need to be centrally involved in these aspects of the design, but, for health and safety reasons, you almost certainly will not be rigging and focusing lanterns yourself. So, you will need help!


TASK 1.6


As soon as possible, meet the person with the knowledge, clearance and time to be involved. Find out:


what they are prepared to dowhat their availability is


how much notice they need to rig and focus the lanterns.


NOTE


Your site supervisor or a technician is likely to be responsible for the electrical maintenance of school equipment and you should never be involved in that aspect of upkeep. If you have any concerns about the safety of a piece of electrical equipment, such as exposed or loose wiring, report this immediately to your teacher.


DESIGN TIP


You must never distract the actors during rehearsal. Ideally, arrange a time slot during rehearsal times in which you can experiment without disturbing the cast.


DESIGN TIP


Be appreciative and ﬂ exible with your human resources. They will already be busy!
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ANGLES, COLOUR AND INTENSITY


Light in the real worldDaylight


Theatre lighting frequently seeks to re-create natural lighting, so begin your design thinking in the real world.


During daylight hours our light source is the Sun. The time of day affects the angle at which the Sun’s light hits the Earth. The season and the weather (amount of cloud cover) affect the intensity (brightness) of the sunlight.


TASK 1.7


1 Assuming you are in a room with at least one window, and it is daytime, turn off any artiﬁ cial lights. Look around you for a minute and note the following:


• How many sides of the room have portals (windows/doors)?• Where can you see bright light? Where does it come from?• Where are the shadows? What shape and length are they? Why?• How deep (dark) are the shadows?


• Does the atmosphere vary in the room because of the light? How?


2 Draw a sketch of the room, representing areas of light and shade.


DESIGN TIP


Be aware that light bounces off surfaces – particularly light-coloured and shiny ones.


Night-time


When the Sun sets, the Moon and stars create signiﬁ cantly less natural light, so we use artiﬁ cial light.


TASK 1.8


Thinking about inside and outside:1 Write down three sources of artiﬁ cial light.


2 Use them to write two or three sentences about how artiﬁ cial light has different affects from natural light. An angle-poise lamp, for example, creates a small area of intense white light, whereas a candle creates a dim, ﬂ ickering warm light.


Think about angle, colour, intensity and atmosphere when comparing natural and artiﬁ cial light.


ASSESSMENTCHECK


This section will help you to demonstrate your knowledge and understanding of how theatre is developed and performed (AO3).


FOCUS


Three key components of lighting design.
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TASK 1.9


Create a mini world and light it artiﬁ cially to create the senses of sunlight and moonlight.


1 Use cardboard to create a small scene which includes a cut-out window.2 Use torches (perhaps on a mini tripod) to experiment with lighting 


the scene.


3 Try coloured gels to create different times of day and night. You could also consider different weather conditions.


DESIGN TIP


Stage lanterns are very bright. It is crucial that they do not shine onto the audience and dazzle them.


Light in the real world is usually the starting point for stage lighting. (You might explore non-naturalistic effects later.)


As the lighting designer, you have a number of tools with which to control light on the stage:


 the number of stage lanterns


 the types of lantern (see pages 18–19)


 where lanterns are positioned (angle and distance)


 the shape of beam produced


 the intensity of the beam projected


 The colour of the beam.


Lighting in The Wider Earth creates ripples, waves and sparkles as well as the naturalistic blue of under the sea.


Natural light


The key to natural lighting is to re-create the quality that comes with different times of day and weather conditions. There are several shades of warm, straw-coloured gels available that suggest sunlight. You could use cooler blue colours for an overcast day, and paler blues for moonlight.


Angles


The angle of lighting to suggest sunlight, for example, is also very important. If it was early morning sunlight, would you want your ‘sunlight’ to come from a steep angle or a shallow one? (How high is the Sun in the early morning?) Side lights at different heights can create the same effect.


Key lights


There is always a key light in the real world. It might be natural sunlight coming through a window, or moonlight, or the artiﬁ cial light of a desk lamp, for example. A lighting designer will always be aware of the key light and will generally reproduce it on stage with a lantern or group that is more intense than the others. If the light is supposed to be coming from inside the room through artiﬁ cial lighting, you could show the source of this light, such as a bedside lamp.


Naturalistic



(real-world) lighting on stage
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Front-lit, from straight ahead.


Back-lit.


Lit by one light from the front at one side.


All three lights used equally.


Three-point lighting


Three-point lighting is widely accepted as an ideal starting point for naturalistic lighting. Light coming form only one angle would produce unwanted shadows. So, a second lantern is placed at a 45-degree angle to balance this. In addition, if you only light from the front, the effect is rather ﬂ at. To solve this, back lightwould give a naturalistic, 3D effect.


One of your three lights is the key light. This is likely to be a light that comes from the front, as is the ﬁ ll light, which reduces shadow.


Back light


Key light


Fill light


Stage area


Colour


Colour is one of the most important keys to adding mood and atmosphere to stage lighting. You can see this above, in the explanation of how different colours are used to imitate sunlight and moonlight.


Technical points


White light is produced when a lantern does not have a coloured gel (ﬁ lter) in front of the lens. In LED lights, white light is produced when all four colours are equally balanced. White light is the brightest light.


Introducing colour is a crucial part of any lighting design. With LED lanterns, you can programme each lighting cue to a speciﬁ c colour by altering the balance between primary colours (red, green and blue). This versatility means each lantern can project a different colour for every cue if necessary.


Traditional (often older) lanterns use ﬁ lters or gels to add colour to the beam. Unlike LEDs, each lantern can only be used to project one colour within a single performance. Gels are specially made sheets of thin, transparent, heat-resistant plastic. They are available in a wide range of colours, and can often be bought as a set. Sheets can be cut to ﬁ t gel holders that slide into or onto the front of the lantern.
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Creative notes


White light is very bright and quite harsh and hard. Simply changing the intensity of the beam is very limiting. To produce more natural or atmospheric effects, you need to add colour.


The following suggestions are starting points for naturalistic lighting.


•Straw gels give a natural sunlight effect.


•Yellows and oranges create a warm, happy atmosphere.


•Pale blue adds a moonlit quality.


•Blues generally create colder and sadder moods.


•Lavenders and lilacs are neutral colours and work well in balancing other colours for a subtle effect.


As a general rule, it is best to use paler colours out front and darker colours from the sides or back of the stage.


Intensity (brightness)


Along with colour, changing the intensity of light is a powerful creator of atmosphere.


The lighting desk gives you as designer control over how bright the beam is (think of household dimmer switches).


Individual lanterns can be made brighter or dimmer using the controls on the lighting desk or board. It is usual to start at 70 per cent and then move up or down to create the effect you want. Be aware that taking the brightness below 20 per cent is likely to give too dim a beam. Coloured ﬁ lters will also affect the power of a lantern’s beam, with darker colours creating a signiﬁ cantly dimmer light.


TASK 1.10


Watch a short interior scene from a TV drama or ﬁ lm in which lighting is important. Concentrate on the effect of lighting in the scene and note the following.


How intense does the light seem to be, in percentage terms?Do the light sources seem natural, artiﬁ cial or a mixture?What angle is the dominant light coming from?


What colour(s) does the lighting designer appear to be using?


DESIGN TIP


Always remember to consider coloured lighting alongside set and costume to avoid disrupting the desired overall effect.


LOOK HERE


You will ﬁ nd more information about colour in ‘Special effects in lighting’ on the following pages.


A typically shadowy scene as Eleven takes a call in Stranger Things.
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SPECIAL EFFECTS IN LIGHTING


What are special effects?


All theatre lighting has a powerful effect. It can be diﬃcult to separate special effects (or specials) from other lighting states and there are no strict rules. Generally speaking, special effects (FX or SFX) are those that have a very speciﬁc, short-term purpose in a theatre performance.


ASSESSMENTCHECK


This section will help you towards AO1: ‘Create and develop ideas to communicate meaning for theatrical performance.’


FOCUS


Different lighting effects and how they might be created.


DESIGN TIP


Modern LED lights are a good option for lighting designers. They are very useful for practical effects. You could, for example, adapt a bicycle headlight, adhesive cupboard lights or the ﬂashing lights designed for pet collars!


The Rocky Horror Picture Show at the Winnipesaukee Playhouse combines performer spotlights and LED lanterns with the naturalistic lighting (such as the chandeliers) from the room created by the set. (Lighting design by Matthew Guminski.)


In the scene above, for example, overhead spotlights create four distinct areas. They have the effect of isolating each performer. If this lighting effect was only used once or twice during a production, it would probably be ‘special’. If it was used frequently, however, it would be the production’s typical spot lighting state.


TASK 1.11


1 In the script or devised piece you are currently involved in, identify a moment that might be enhanced by a special effect. (This could be a practical effect, or one involving a spotlight that uses a particular angle, colour or gobo.)


2 What effect do you want the special effect to have on the audience? How could you create the effect?


3 If possible, test your ideas. How does the special effect inﬂuence meaning, mood, style or characterisation?


4 Take a photograph and make notes to remind yourself of what you have achieved.
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Practical special effects


These effects are closely linked to the performers, who generally operate or wear them. Examples include:


•a camp-ﬁ re ﬂ ame made of a battery-operated red light, switched on by an actor


•an ‘oil’ lamp with a ﬂ ickering LED candle in it, again operated by the actor


•a light on a costume or at the end of a fairy wand.


Using key lights with special effects lighting


In the illustration below, a key lightis used alongside the practical special effect of a camp ﬁ re to complete the illusion. The key light illuminates the face of the performer because the practical effect is not bright enough. A key light like this could be positioned at the front of the stage or at a low level in the wings to shine up onto the actor’s face.


This small ﬁ re-effect bulb can be used to simulate orange ﬂ ames and embers with a ﬂ icker-effect control.


This production of The Tempest uses red, green and blue lighting together with an eerie set design and translucent costume to present the other-worldly nature of the island.


The opposite of key lighting is ﬁ ll light, which is often softer. It could be another, less bright, light source, or it could come from general light reﬂ ected off surrounding walls, for example.


Naturalistic special effects


Naturalistic effects reproduce particular lighting that you might ﬁ nd in real life, and that the characters in their world would be able to see. Examples include:


• a lightning strike, which can be produced by quickly ﬂ ashing a white ﬂ oodlight. (This would be enhanced by an accompanying sound effect!)


• a disco effect, which could be created with LED lanterns or by manually ﬂ ashing red, blue and green ﬁ ltered spotlights. (Of course, it is also possible to use an automated moving lantern or a mirror/disco ball.)


Non-naturalistic special effects


These are the weird and wonderful, supernatural types of effect and could include, for example:


•the use of red and green ﬁ lters combined with a fog machine to suggest an alien planet


•a slowly pulsing red spotlight focused on a character who is being aggressively questioned.


In this production of Harry Potter and the Cursed Child, the actors have practical battery lights on their wands, which they can turn on and off themselves.


Flame-effect light operated by actor.


Key light off stage focused on actor’s face.
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