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Forward
Why Study Theatre?

T

heatre is the master subject. Beginning theatre students frequently think that what
they will be doing in a theatre class is acting, but the study of theatre is so much
more than that. As a beginning theatre student you can expect to also learn how
to do basic set, lighting and costume design, learn about rigging and hanging/
focusing lights. You will learn basic construction skills and how to make materials and
supply lists for construction projects. You will study publicity and graphic design and
apply those skills to design projects. You will read and discuss plays and learn to integrate
your own project and concept designs to what you have read. You will study history and
learn where theatre fits in the grand scheme of your world. I like to think of introduction
to theatre as a kind of buffet where you, the student, will taste a little bit of everything and
decide what suits you best. It is not uncommon for beginning theatre students to find
some element of their study that they don’t like and others that they love, and that is what
makes theatre the master subject. The integration of subjects like literature, math, art,
history and science, virtually ensure that everyone will find something that they love and
that they are good at. Over the course of this term you will do more and learn more than
you thought possible. Sit back and enjoy the experience and don’t be surprised if a new
passion is born.
icons will appear throughout the guide
indicating discussion questions, assessment, writing prompts, acting
activities, tech activities, web research and design projects. The
portfolio is designed as something that you will keep to show your work
when you apply for jobs or college admission. Even if you don’t pursue
theatre after this class, the portfolio is an excellent example of your
organizational, writing and design skills that many fields value. If you do
decide to continue with your theatre studies, you are encouraged to
continue to revise your designs and concepts.
To make things easier to find,
I C O N

K E Y

 Writing Prompt




Tech Fact
Web Crawl

 Design Project
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Achievement Standards

B

esides having a lot of fun, students of theatre can expect to achieve certain educational
goals and objectives. The achievement standards in this book are national standards for
beginning theatre students. While they contain specifics in terms of organizational,
performance and analytical objectives, the one thing that all the goals and objectives have in
common is the level of responsibility and dependability required of theatre students. Besides
needing to depend on each other to memorize lines or remember to bring in props and
costumes, but theatre students also depend upon one another to keep them safe in the shop
and on stage. A level of trust and camaraderie is generally found among the participants in a
theatre program that is rarely found in other venues.
Listed here are the specific goals and objectives contained in this course. Only standards 9-12.3
and 9-12.5 through 9-12.8 are used in the technical portion of this course.
NA-T.9-12.1 Script writing by planning and improvising, writing and
refining scripts based on personal experience and heritage, imagination,
literature and history.
Achievement Standard:
 Students construct imaginative scripts and collaborate with actors to refine scripts so
that story and meaning are conveyed to an audience
NA-T.9-12.2 Acting by developing, communicating and sustaining
characters in improvisations and formal or informal productions.
Achievement Standard:
 Students analyze the physical, emotional, and social dimensions of characters found in
dramatic texts from various genres and media
 Students compare and demonstrate various classical and contemporary acting techniques
and methods
 Students in an ensemble, create and sustain characters that communicate with audiences
NA-T.9-12.3 Designing and producing by conceptualizing and realizing
artistic interpretations for formal and informal productions.
Achievement Standard:
 Students explain the basic physical and chemical properties of the technical aspects of
theatre (such as light, color, electricity, paint, and makeup)
 Students analyze a variety of dramatic texts from cultural and historical perspectives to
determine production requirements
 Students develop designs that use visual and aural elements to convey environments that
clearly support the text
 Students apply technical knowledge and skills to collaboratively and safely create
functional scenery, properties, lighting, sound, costumes, and makeup
 Students design coherent stage management, promotional, and business plans
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NA-T.9-12.4 Directing by interpreting dramatic texts and organizing and
conducting rehearsals for informal or formal productions.
Achievement Standard:
 Students develop multiple interpretations and visual and aural production choices for
scripts and production ideas and choose those that are most interesting
 Students justify selections of text, interpretation, and visual and aural artistic choices
 Students effectively communicate directorial choices to a small ensemble for improvised
or scripted scenes
NA-T.9-12.5 Researching by finding information to support classroom
dramatizations.
Achievement Standard:
 Students identify and research cultural, historical, and symbolic clues in dramatic texts,
and evaluate the validity and practicality of the information to assist in making artistic
choices for informal and formal productions
NA-T.9-12.6 Comparing and integrating art forms by analyzing
traditional theatre, dance, music, visual arts and new art forms.
Achievement Standard:
 Students describe and compare the basic nature, materials, elements, and means of
communicating in theatre, dramatic media, musical theatre, dance, music, and the visual
arts
 Students determine how the non-dramatic art forms are modified to enhance the
expression of ideas and emotions in theatre
 Students illustrate the integration of several arts media in informal presentations
NA-T.9-12.7 Analyzing, critiquing, and constructing meanings from
informal and formal theatre.
Achievement Standard:
 Students construct social meanings from informal and formal productions and from
dramatic performances from a variety of cultures and historical periods, and relate these
to current personal, national, and international issues
 Students articulate and justify personal aesthetic criteria for critiquing dramatic texts and
events that compare perceived artistic intent with the final aesthetic achievement
 Students analyze and critique the whole and the parts of dramatic performances, taking
into account the context, and constructively suggest alternative artistic choices
 Students constructively evaluate their own and others' collaborative efforts and artistic
choices in informal and formal productions
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NA-T.9-12.8 Understanding context by analyzing the role of theatre in
the past and present.
Achievement Standard:
 Students compare how similar themes are treated in drama from various cultures and
historical periods, illustrate with informal performances, and discuss how theatre can
reveal universal concepts
 Students identify and compare the lives, works, and influence of representative theatre
artists in various cultures and historical periods
 Students identify cultural and historical sources of American theatre and musical theatre
 Students analyze the effect of their own cultural experiences on their dramatic work

Part 1: What you can do with theatre
Careers in Theatre

W

hen most students think of careers in theatre they picture actors and directors.
Check out the chart below to see many others careers that consider theatrical
training as a tremendous asset:

BACKSTAGE

PRODUCTION

ADDITIONAL

Artist

Agent

Advertising Specialist

Broadcast Technician

Booking Manager

Announcer

Carpenter

Box Office Manager

Coach

Costume Designer

Casting Director

Clown

Electrician

Company Manager

Comedian

Film editor

Executive Director

Communications Specialist

Hair Stylist

General Manager

Disc Jockey

Interior Decorator

House Manager

Drama Therapist

Lighting Designer

Marketing Director

Furniture Designer

Make-up Artist

Personal Manager

Labor Relations Specialist

Miniature Set Designer

Public Relations Manager

Manager

Property Manager

Talent Manager

Media Relations Rep.

Rigger

Theatrical Press Agent

Mime

Set Designer

Touring Production Mgr.

Newscaster

Sound Designer

ACTORS

Playwright

Special Effects Designer

Stage

Public Relations Rep.

Stage Manager

Film

Puppeteer

Wardrobe Supervisor

TV

Script writer/ Writer

Radio

Teacher

Voice Over

Ventriloquist

FIGURE A.1 lists a sample of different career fields that people with theatrical training can pursue.
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Besides learning a great work ethic and the ability to work on a team, theatrical training also
works on a person’s voice, posture, level of confidence and leadership skills. Employers are
frequently impressed when they learn that an applicant has studied theatre.
In addition, many different types of organizations hire people with formal and informal
theatrical training. Of course you could go to Hollywood, but what about working for the
government? Or a museum? Figure A.2 shows a list of agencies that typically hire people with
theatrical training.

Types of Employers
Private and Non-profit Organizations
Advertising Agencies

News Stations

Science Centers

Apparel Manufacturers

Newspapers

Talent Agencies

Corporate Communications

Party Companies

Telecommunications

Cosmetic Firms

Promotional Companies

Television Studios

High Schools

Public Relations Firms

Theatres

Lighting Companies

Radio Stations

Universities

Movie Studios

Retail Concerns

Government Agencies
Cultural Affairs

Nat'l. Archives & Records Admin.

Institute of Museum Services

Department of Education

Nat'l. Endowment - Humanities

Voice of America

Freer Gallery of Art

Nat'l. Endowment for the Arts

U.S. Information Agency

Hirshorn Museum

FIGURE A.2 types of employers who look to hire people with theatrical training.

Theater students at an improv workshop in London, England. Photo credit Laura Beck-Ard
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SHARE YOUR THOUGHTS: Letter to Me

T


ell me who you are, how you work and what you love. Being creative—especially
when the art form requires your body, heart and mind the way performing does—
requires often more of your effort than work that can be kept separate from your
SELF. At the same time, if you are able to work creatively on projects that excite you,
that you feel a personal connection to, that you get passionate about and love, then the
work becomes much stronger, and much less difficult. So I want you to start to think about this class in
terms of your interests, your passions, and your desires.
This is a letter to me and only me. So please write articulately and candidly. Be as honest and as you can. Use
this opportunity to help me tailor this class to you, knowing of course that I may not be able to
accommodate everything. Please remember that this is not an academic thesis paper. I encourage you to
allow yourself the freedom to write informally, personally and poetically. This does not mean, however, that
all your years of learning how to spell and form a sentence go out the window! Please proof read your
writing. You have the freedom to be poetic...not sloppy.
You may include anything you like in your letter, but I would like you to be thorough. Here are some
possible questions to prompt your writing.













Where are you from?
Give me a sentence or two about what your family/ origin/upbringing is like.
What do you plan to major in when you get to college (if applicable)?
What do you want to do with your life?
What about that plan excites you?
What else excites you?
What drew you to this course over all the other options?
What do you hope to gain from it?
What are you concerned about?
Are you nervous about anything in particular?
What if any specific interests or desires for this class can you articulate?
And most importantly for me: Are there any particulars about how you work/learn that you wish you
could have everyone know about you but usually don’t have the chance to say? This is your chance to
say them.
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Part 2: The Theatre Space:
THEATER SAFETY

M

ost of us don’t think about the dangers in a theater because we spend our time in the
audience, the safest place in the building. The fact of the matter is, however, theaters
can be very dangerous places if the proper safety precautions aren’t strictly followed
and maintained by the theatre manager and everyone who uses and works in a theatre. Let’s
first of all break it down by the various spaces in and around a theater, talk about what each
space is used for including the possible risks or dangers you might find in the space and then
touch on the expectation for upkeep and stewardship of each theater space;
HOUSE/AUDIENCE- The audience or audience
space is called the ‘house’ in live theatre. It stands to
reason that the house needs to be kept cleaned and
well maintained so that audience members are given a
favorable impression of the theater space as a whole,
but it is also important to note the capacity of the
house in a theater. The capacity is the number of
people that the fire marshal has deemed can safely exit
the building in the case of an emergency such as a fire.
It is not, as many people assume, the number of
people who can actually fit in the room. The capacity is
computed using a number of variables including
square footage, number of exits, location of exits,
whether or not people are standing or sitting, purpose of venue etc. Theaters, concert and
lecture halls etc. are very aware of the capacity of their spaces as too many people can result in a
tragedy should there be some sort of emergency. The statistic to remember is that the number
of people killed in a fire or other disaster is usually directly proportional to the number of
people over-capacity the facility had, assuming, of course, that they didn’t do something
foolish like chain doors closed or otherwise bar people from
exiting the space.
PROPS & SET STORAGE- Props and set storage can be
in several small rooms, in one large room, in a series of
cupboards and closets, just about anywhere that items can be
tucked away for use in plays at a later time. The thing to
keep in mind is that things could have sharp edges, nails,
broken surfaces etc that could cut or scratch a person. It is
NEVER appropriate for somebody to be in a props or set
storage area without full foot covering at the very least. In
other words, if you are getting ready to go to your school for
a theater work day, leave your flip flops at home! Even
sandals and other footwear that leaves portions of your foot
exposed shouldn’t be work in a theatre work space.
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SCENE SHOP- A scene shop is the space in a live theater where sets are built, painted and
oftentimes stored. It is not uncommon for a scene shop to be a very busy place with
construction happening in one place, painting or paper mache happening in another place and
delicate flats and curtain frames being assembled in still another. It should go without saying
that a shop needs to be kept absolutely organized and tools and other items cleared up
immediately after they are used. The shop is also a place where basic shop safety and common
sense have to prevail. Eye protection, ear protection, proper footwear, long pants etc. should
always be worn when any type of construction including sanding, stapling, and nailing are being
done. It will be up to your theater manager, shop manager or theater teacher to make sure
things like ear and eye protection are present and in good working order, but it will be up to
YOU to wear it!
BACKSTAGE- When there isn’t a show being
rehearsed or performed in a theater, the backstage area
can seem rather dull and unimpressive. However,
there is quite a bit of very dangerous equipment, heavy
weights, expensive lights, dark cables, etc. It is a place
where somebody could get hurt if they were playing
around or could damage some very delicate
instruments and find themselves in an awkward
position of having to replace items that might be
thousands of dollars. While they might not seem very
costly, the curtains and other soft goods (see rigging)
in a theater can run hundreds and thousands of dollars
to clean or replace. One bulb, called a lamp, in a lighting instrument can be more than $60 to
replace… sometimes much more. In other words, the backstage area of a theater is one that
needs to be treated with great respect and not be played in. For instance, the oils on your hands
can be quite damaging to the curtains and cause irreparable damage to them, just by touching
them. So, while we want you to enjoy your time backstage, we also want you to be aware that
everything you touch or handle has its own rules and way of handling that may require more
training and experience than you realize at first.
CATWALKS, LOFT, RAILS, CROSSOVERS- These are all very high spaces used to hang
lights, manipulate rigging or operate and maintain other theatrical equipment. There is no
reason that people should be in any of these areas without authorization. They are dangerous,
dark and full of expensive equipment, dark cables, dubious handholds etc. You will likely be
given a theater tour where you will have the opportunity to explore these spaces and ask
questions about their use etc. If you decide to participate more fully in theatre, you may even
have the chance to work in one of these spaces, which can
be fun, and quite exciting.
TRAP ROOMS, ORCHESTRA PIT- Not every
theater is equipped with these under stage spaces, but
those that are generally have policies in place concerning
their use. Theaters with escape traps and orchestra pits
literally have parts of the stage floor that lift out and open
into cavernous rooms under the stage. The most
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important thing for people to bear in mind is that when the trap door or orchestra pit covers
are out then there is a gaping hole in the stage floor! Usually theaters will have what is called a
‘ghost light’ on the stage when the trap cover is out. A ‘ghost light’ is simply a tall lamp without
a shade standing on the stage to light the area and show people that there is a hole in the floor.
The ‘ghost light’ will be kept on all the time when the theater is ‘dark’ or empty.
COSTUME SHOP, MAKE UP/ DRESSING ROOMS- Hot irons, scissors, pins and
needles, hot rollers… these are just a few things that can hurt you in costume and dressing
rooms. The main thing to remember about these spaces is that many people have to use them
and costumes thrown into heaps on the floor not only can’t be cataloged and used, but they will
get dirty and ruined. Keeping costume and dressing rooms neat and clean can sometimes seem
like an insurmountable task, but if each person hangs up the things they take down then it is a
much easier task for the person assigned to costume a show to know what is available.

Try your hand: Write two things about each area that you should keep in mind in
terms of safety and use:

HOUSE:
PROPS/SET STORAGE:
SCENE SHOP:
BACKSTAGE:
CATWALKS:
TRAPS AND ORCHESTRA PIT:
COSTUME SHOP:
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STAGE DIRECTIONS, AREAS, BODY POSITIONS, and MOVEMENT

Stages in early theatres
were ‘raked’ meaning the
back section, or upstage,
was elevated. This was
done to force a perspective
view for the audience.



The term ‘upstaging’ comes from early raked
stages and meant that an actor had moved to a
position further back, or up, of another actor,
causing the downstage actor to turn their back
toward the audience. The phrase has since been
adopted into contemporary speech to mean
somebody who is trying to gain more attention than
those around them.

Up
Right
(UR)
Stage
Right
(R)
Down
Right
(DR)

Up
Center
(UC)
Center
Stage
(C)
Down
Center
DC

Up
Left
(UL)
Stage
Left
(L)
Down
Left
DL

Apron

V

Audience
FIGURE 2.1 diagram of different positions on stage

ocabulary

Above
Apron
Below
Blocking
Cheat
Cheat out
Closed
Countercross
Cross
Downstage
In
Open

Out
Stage left
Stage right
Upstage

Away from the audience (same as upstage of).
Also known as forestage, that part of the stage which juts out in front of the curtain.
Toward the audience (same as downstage of).
The process of working the arrangement of actors on stage with relationship to the furniture.
Purposes are to tell the story, develop characterization, set mood, and also to create suspense.
To move one way or another. ie: cheat right, means to move a little to stage right
To move your downstage leg back a bit so that your face turns a little toward the audience
The actor is turned away from the audience.
Adjustment in the opposite direction of the cross.
Abbreviated X, it is a move from one place to another on stage.
Towards the audience.
Toward the center of the stage.
An open position is one which faces the audience.
Rules: 1. Play shared scenes equally open in quarter position.
2. Whenever possible, turn downstage, but make the most logical turn.
3. Kneel on the downstage knee.
4. Use your upstage arm for gestures so as to avoid covering yourself.
Away from the center of the stage.
The actor's left as he faces the audience.
The actor's right as he faces the audience.
Away from the audience.
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TYPES OF STAGES



A proscenium theatre is a theatre whose
primary feature is a large frame called the
proscenium arch located near the front of the
stage. In a proscenium theatre the audience faces
the stage and watches the action through the
proscenium arch which is Latin for “in front of
the scenery.” Proscenium theatres frequently
have a front curtain, or grand drape, that can be
lowered or drawn closed. The space on either
side of the stage that is hidden from view of the
audience is called the wings and the space above
the stage is called the flyspace. Proscenium stages
range in size from small stages to enormous
stages several stories tall.
A ¾ thrust stage is one that extends into the
audience on three sides and is connected to the
backstage area by its upstage end. Entrances
onto a thrust are usually made from backstage,
although some theatres provide for performers
to enter through the audience. A thrust has the
benefit of greater intimacy between performers
and the audience than a proscenium, while
retaining the utility of a backstage area. The area
where the audience sits is called the house.

Theatre-in-the-round or arena theatre is any
theatre space in which the audience surrounds
the stage area. With this type of staging actors
make entrances and exits through the audience
from different directions or from below the
stage. Theatre-in-the-round was common in
ancient theatre, particularly that of Greece and
Rome but was not widely explored again until
the latter half of the 20th century; it has
continued as a creative alternative to the more
common Proscenium format.

Theatre-in-the-Round/
Arena Stage
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TYPES OF STAGES



The Wiz at Corvallis High School, Corvallis, Oregon, March 2009.
Directed by: Laura Beck-Ard, scenic design by: Laura Beck-Ard and
Elizabeth Wyatt.

A unit or component set is a set that is
comprised of different pieces, or components,
that move on and off the stage to form different
scenes or locations. Sometimes the pieces can be
as small as a simple flat or a piece of furniture.
Other times, however, unit sets can be very
complicated with large pieces being flown in and
out to create locations with vastly different looks
and feels.

A box set (pictured below) is a realistically detailed, three-walled setting that simulates a room with the fourth wall (the
one closest to the audience) removed. Authentic details include doors with three-dimensional moldings, windows backed
with outdoor scenery, stairways, and, at times, painted highlights and shadows.
The box set was introduced in 1832 in Madame Vestris’ London production of The Conquering Game by William Bayle
Bernard. It gained wide usage by the end of the 19th century and is a common feature of the modern theatre.
(Encyclopaedia Britannica)
.

Musical Comedy Murders of 1940 at Corvallis High School, Corvallis, Oregon, October, 2011.
Directed by: Laura Beck-Ard, scenic design by: Laura Beck-Ard and Dylan Tibbett. Scenic
Artistry by Dan and Mae Hitchcock. Photo by Isabella Sophia
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Part 3: Be The Designer
SET DESIGN

W


hen you design a set for a play there are several steps you need to go through
before you begin to build. The first thing you do is develop a concept. This
is done by deciding how you want the audience to feel when they watch the
play. Do you want a playful looking set? Scary? Depressing? Happy? I
frequently use color, taste or smell to try and convey the idea I’m going for with a play.
For instance, when I directed Once Upon A Mattress in 2009 I wanted a purple princess
fairy tale look that was a bit twisted. My scenic designer then came up with the idea of making the set look
like a pop-up book and at once a concept was born. The design steps come next. There are several steps
involved in this process;
 Thumbnail sketch- a simple drawing that is meant to convey a basic idea. Frequently my scenic
designer and I will sit together and draw several different thumbnails until we are both satisfied
with the basic set design.
 Rendering- a color drawing that is drawn with appropriate dimensions. The color palate is
generally set with the rendering. Sometimes samples of fabric, flooring or wall covering are
attached to more fully explain individual elements when necessary.
 Scaled floor plans- a drawing of your stage space with the set drawn on it. At this point you figure
out precise positioning. This is an important step for the lighting designer, dance or fight
choreographer, and rigger. All of those people will be concerned with spacing and what
instruments or batons they can use in their work.
 After all of these steps are completed construction may begin.
 When the rough set is built, the director, scenic designer and scenic artists begin work on
texturizing, special paint techniques to create the look of wood, stone, brick etc.

Thumbnail- In this original
sketch the idea of skewing the
lines and folding the walls was
first discussed. The theme
here was a ‘pop-up book’
look that seemed perfect for
the production.

Rendering- After talking with the scenic
designer and set builder some of the
elements from the original thumbnail were
changed. It was here that we decided to
have the stage left wall have stairs up to it
so that we would have another acting area
on top of the wall. We also decided to have
the stage right wall be a walk through so
that we had another entrance to the main
acting space. We also scaled back the
‘skew’ just a little so that it was more
structurally sound.
13
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Floor plan- Putting the set onto our stage
told us which lights we could and couldn’t
use. It also gave us an idea about which
rigging lines we could use and how far back
we had to build in order to clear the fire line
when the walls were in. Because of these
considerations we actually made a change in
the final construction from what is shown
here; we made the central tower 8x10
instead of 10x10. We were then able to
move the masking flats forward and add
more cyc lights.

Construction- The entire front of the
castle was a façade. While that made the
castle lighter, we did have to concern
ourselves with sight lines, especially since
the walls folded forward.

Scenic Artistry Begins- To achieve the
look of a medieval stone castle we decided
to paper mache the entire structure. Since
the walls folded forwarded we also had to
paper mache the back half as well.
Needless to say, it took dozens of people
many, many hours to complete the work,
but the details are what make sets work.
Never forget that painted plywood will
always look like painted plywood.
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Color and bricks- The color was put on in
layers to increase the look of stone. The
bricks were made from cardboard and then
painted in stages so that each looked
different.

The end result- The finished set met our
expectations beautifully. The walls moved quite easily
and the scale was enough to support a cast of more
than 60 colorfully dressed actors.

15

I N T R O D U C T I O N

T O

T H E A T R E

BASIC STAGECRAFT

S

1.

2.

3.
4.

tagecraft refers to the art of building the sets for
stages. Basic carpentry and design skills are
necessary for the student of stagecraft. Whether
your school has a working ‘shop’ where stages and set
pieces can be built or not, there are a couple of rules
that never vary when you are working with tools,
wood, hardware and carpentry equipment;
Always wear closed toed shoes. Imagine that something
heavy or sharp fell on your foot. If any part of your foot
or toes are exposed you could sustain a very serious and
painful injury.
Always wear eye protection. Even if you aren’t personally
operating a table saw, small particles of wood and other
debris are frequently flying about in a work sight. Serious
eye injury or even blindness can occur if you don’t take the
proper precaution.
Always secure long hair, dangling jewelry, shirt tails or
other loose items when ANY carpentry equipment is being
used.
Always use ear protection if power tools are being used.
Ear damage can occur at surprisingly low sound levels, so
it is very important to take the proper precautions if loud
drills, saws or other electric tools are being used.

(There are other rules and expectations regarding cleanliness,
tool use and specific shop rules that your teacher or shop
foreman will go over with you. Make sure you understand and
abide by all rules so that everyone is kept safe.)

Try your hand
Write a cut list for the following
build project:
1 Doorway Flat
2 Flats
1 Platform (1 foot high, legs every 4 feet)
Keep the following in mind as you
design;
 Standard size for
platforms and flats in
educational theatre are
4x8
 Framing for flats on this
assignment will be 1x2
 Framing for platforms on
this assignment will be
2x4
 Lids for flats on this
assignment will be ¼”
plywood
 Lids for platforms on this
assignment will be ¾”
plywood
 Remember to put bracing
in all of your pieces
1.

2.

3.

Shop at Corvallis High School in Corvallis, Oregon

Draw pictures of each
piece at bottom of page
(use additional sheets if
necessary). Be sure to
indicate bracing where
necessary.
Wood order (indicate total
linear feet needed):
1x22x4Plywood order (indicate
total number of sheets
needed):
1x4”3x4”-
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OCABULARY (Stagecraft)

Chalk Line
Circular Saw
Combination
Square
Cross Cut Saw
Electric Drill
Flat
Framing Square
Hack Saw
Hammers
Jigsaw
Open-end
Adjustable
Wrench
Platform
Pliers
Set Piece
Utility Knife



Helps mark long straight lines for cutting plywood or to paint straight edges, etc.
An electric saw to make straight cuts only
Metal ruler, 12" long, with a handle to help measure angles
Traditional hand saw used for cutting boards to the right length
Variable speed, reversing to make holes and driving and removing screws; also have cordless
available with batteries
A wooden framework covered with cloth or thin plywood for scenery background
L-shaped ruler, 24" by 16", with square 90-degrees corners
Used to cut metal (pipes, bolts, etc.) and plastics
Curved-claw and rip types are used to pull nails or put in nails
An electric saw (sometimes called Sabre) to cut items, including making curves
Also called "Crescent" and used to tighten and loosen bolts and nuts of various sizes. Used
to tighten and loosen clamps that hold lighting instruments to battens.
A raised wooden framework covered with ½ inch plywood on which actors and set pieces
stand
Ordinary or slip-joint, used to cut heavy wire or to twist/turn objects; also have needle-nose
with long ends
A scenic piece that stands on the stage independent of other scenic pieces.
Also called a box cutter, or matte knife, helps cut cardboard and other lightweight materials

DESIGN PROJECT: Be the designer

R

ead the play provided by your teacher. You are going to design a set and justify
your choices within the script. You will need to have a scaled floor plan,
thumbnails of any individual set pieces or backdrops and a full color, scaled
rendering of your final set. To make things easier on yourself you might want to consider
using a box set that remains constant throughout the play, otherwise you will need to have
renderings of individual set.

Make sure your final assignment contains the following:
 Written justification of your set concept. Include such things as the effect you want it have on the
audience, your broad color palate, the kind of set you’ve chosen and why. For instance, if you are doing
a play about the holocaust and you decide to use a nearly bare stage with multi media as your major
scenic element, explain why you made that choice. If you are doing a play for your theatre history
reading you will need to justify changes you made as they relate to the time period written. For instance,
if you are designing for Oedipus Rex from Greek theatre and you choose to set it in a New York
gangland setting from the 1920’s you would need to justify those choices. Explain what about the script
caused you to make that decision and how you plan to make the choice understandable to the audience.
Be specific with references from the script. You may include pictures, poems, newspaper clippings etc if
they are necessary to explain your choice.
 Thumbnails of individual set pieces or backdrops.
 Scaled floor plan. If you are using a component set you will need to have floor plans of each different
scene.
 Full color, scaled renderings of your finished set. If you are using a component set you will need to
have a rendering of each different scene.
 If you are using projections or other multi-media you will need to include copies of each projection.
This may be done using a power point if you want.
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RIGGING

T


he method of flying scenery and lights in a proscenium theatre is called a
counterweight rigging system or a ‘fly’ system. It’s a simple process of making
sure that the weight of the scenery or lights being ‘flown’ have an equal amount of
weight on the other side. Once the weight is equal the scenery or lights can be easily
lowered or raised using a system of ropes and pulleys.

For a rigging system a theatre needs a tremendous amount of overhead space to house the equipment and
the items being ‘flown,’ for that reason black box, ¾ thrust and arena theatres usually don’t use a
counterweight rigging system because of how the spaces are constructed.
Counterweights on an arbor
Pulley System

Batten for scenery or lights

V

OCABULARY (Rigging)

Arbor (carriage, cradle)

A metal frame used to support counterweights in a system for flying scenery

Batten

Lengths of pipe permanently or semi-permanently tied to lines from grid and used
for flying hard, soft and electric goods

Catwalks

Lighting platform over the audience or ‘house’ in a theatre. Theater’s can have any
number of catwalks. They are numberd from the proscenium getting gradual
higher in number the further away you get. For example; the catwalk closest to the
proscenium is the 1st catwalk, the next one is the 2nd catwalk etc.

Counterweight
System

A system for flying scenery composed of pipe battens, cables or ropes, and arbors.
This system allows weights to be added to an arbor to offset the weight of scenery
being flown.

Electric

Batten with electric capabilities from which lights are hung. Theaters can have any
number of electrics. They are numberd from the proscenium getting gradual
higher in number the further away you get. For example; the electric closest to the
proscenium is the 1st electric, the next one is the 2nd electric etc

Electric Goods

Items or GOODS in the theatre that are ‘flown’ or hung that have electrical
capabilities.

Fly

To elevate scenery by means of pulleys, ropes or a counterweight system

T E C H N I C A L

U N I T

Fly gallery (fly floor, fly
rail, pin rail, rail)

A platform located above floor level and on the counterweight side of stage. Used
for tying lines or operating fly lines during a performance

Hand Line(line,
purchase line)

Line that runs the entire length of the fly rail from pulleys at both top and bottom.
Operated at the index rail by the a member of rigging crew

Hard Goods

Items or GOODS in the theater that are ‘flown’ or hung that are hard. Examples
include set pieces, battens, acoustical shells, steel framing etc

Index or Locking Rail

A structural railing that supports the rope locks

Loading Platform

A catwalk located near the grid, running perpendicular to the footlights, and used
for loading counterweights on arbors to counterbalance flown scenery

Locking Collar

A locking device, located on a counterweight arbor rod, designed to impede the
unintended movement of counterweights

Locking Ring

A rubber ring that holds the rope lock into position against the hand line.

Loft

Space between grid and roof of theatre

Loft Block

A pulley mounted to the gridiron or support steel that supports a lift line

Fly Rail

Operating position for a theatrical counterweight fly system

Rigging

Rope and pulley arrangement in a grid

Rigging Operator

The person who operates the rigging lines during a production.

Rope Lock

A positioning device, located on the locking rail, that grips or releases the purchase
line of a counterweight set

Soft Goods

Items or GOODS in the theater that are ‘flown’ or hung that are soft. Examples
include cyc, legs, rear traveler, midstage traveler, grand drape, boarders, scrim, etc

Thumb Screws

Metal screws inserted in locking collars to prevent unwanted movement of the
spreader plate

Trim Height

Designated height of a batten during a production

W




hen operating a counterweight rigging system there are several things that are important to keep in
mind so that nobody gets hurt;

Always look at the item that you are flying in or out
Always call loudly what you are flying in or out even if you think the theatre space is empty. You
never know who might show up. The call should sound like “LINE SET 27 COMING IN!” and
then anyone who is in the space would respond with “THANK YOU 27”
If ever you suspect the weight isn’t balanced DO NOT release the rope lock. Get somebody in
charge without delay.
Hand Line
Rope Lock
Locking Ring
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Steps required to ‘fly’ an item using a counterweight rigging system:
1. Locate item being ‘flown’
2. Release locking ring (squeeze rope lock lever slightly and take ring off)
3. Release rope lock (bring lever down to a horizontal position)
4. Call loudly item being flown in or out (during a production items aren’t called)
5. Keep your eye on item being flown at all times
6. Pull on appropriate hand line smoothly (the front side of the hand line will always go the same direction as
item being flown so if you want to bring something in you pull down on side of line closest to you, to take something
out you would pull down on the back side of the line so that front of line is going out or up.)
7. As soon as item is at appropriate place or ‘spike,’ engage rope lock
(push lever back up to vertical position)
8. Replace locking ring (slide rubber ring back down until it fits in the groove on the rope lock lever)

Backstage of OLIVER! At Corvallis High School
Photo credits Mark Hoffman



DESIGN PROJECT: Be the designer

Y

ou are going to design a rigging element for the set you designed previously. Be sure to
justify your choices within the script. You will need to use the scaled floor plan of
your set design and indicate on it where exactly your rigging element where be. You
may design a flat or back drop that flies in an out, or you may choose to have fabric or curtain
or some other colorful element that will interact with your lighting to create a different effect.

You will need to include the following elements in your design:
 A written justification of the rigging element and how it will enhance your production. Be sure to include the
effect you want it to have on your audience.
 Indicate on the scaled floor plan exactly where your rigging element comes in. Be sure to take into account
other set pieces that may impede the batten coming in or flying out
 A drawing or rendering of the piece that will fly in

T E C H N I C A L

U N I T

LIGHTING

T


heatrical lighting is the art of adding light to a stage production to enhance the mood,
feeling and emotional impact of the piece. While theatrical lighting tends to rely more on
technology than other areas of design for the theatre, it is still an artistic form. The
lighting designer is as much an artist as is an actor, singer or dancer. There is a tendency for
students studying lighting design for the first time to focus on the technical aspects and lose
sight of the artistry. This is the same as a baker focusing solely on the flour and eggs and forgetting to design the
cake. The lighting designer not only helps to guide and enhance the emotion and excitement of what’s happening on
stage, but they also help to signify transitions between time and place, establish season and time of day, illustrate a
character’s emotional state and tell the audience when scenes are acts are concluded.
There are several different jobs or positions in the field of theatrical lighting:



Lighting designer- The lighting designer becomes very familiar with the proposed production, discusses desired
emotional intent and special effects with the director, gets specific dimensions and information about the set from
the scenic designer and then plots out what lights, gel colors, gobos, focusing devices etc. will be used to create the
desired effect. A lighting designer must be used to working with a director and cast of actors. They need to be very
familiar with lighting instruments and equipment and know what each individual instrument does. They will have to
watch many rehearsals and attend planning meetings to ensure that the lights fit the needs of the production. In
addition, constant communication is necessary to make sure that the colors used won’t clash with paint or fabric
colors being used on the set or costumes. Many designers start their careers as lighting technicians and then work
their way up to designer.



Lighting Technician/ Master Electrician- The lighting technician/ master electrician is responsible for
implementing the lighting design drawn up by the designer. They hang the specific instruments in the proper places,
ensure that each instrument is plugged into the designated circuit, run cable, rig electrical wires, set up light trees etc.
They are responsible for focusing the lighting instruments and for overseeing special lighting effects or practical
lights needed on a set.



Light Board Operator- The light board operator runs the lighting operations during a production from the
technical booth. They work closely with the stage manager or production manager to ensure that light cues happen
at the proper time. The light board operator is also tasked with solving problems during a production. For instance,
if a light doesn’t come on or an instrument is moved during a performance it is the LBO’s job to correct the problem
whenever there is a chance to do so.

V

OCABULARY (Lighting)

Acting Area

A small area of the stage that has its own set of lights. Lighting designers often divide the
stage into acting areas in order to create balanced lighting.

Adjustable Crescent
Wrench

An adjustable wrench which features a sliding jaw that changes the width of the wrench
depending upon how wide your bolt is. Used to fasten lighting instruments on a batten.

Barn Door

A frame placed on the end of a lighting instrument with two or four flaps that cut off excess
light

Barrel

The body of a lighting instrument. On an ellipsoidal the barrel slides forward and back to
change the focus of the light
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Batten

A long iron pipe that stretches across the stage and upon which scenery or drops are hung

Center Line

In imaginary line through the center of the stage from the upstage to downstage point

Circuit

An electrical outlet for theatrical lighting equipment. Circuits are located on catwalks,
electrics, floor, drop-down boxes or walls where lighting instruments are likely to be placed.

Cyc Light

The large, box shaped lighting instruments used to light the cyclorama in a proscenium
theatre

Degree

The angle at which the lighting instrument is hung; Also the diameter of the pool of light an
ellipsoidal instrument gives

Drop Down Box

A portable circuit box attached by a cable high above the stage. The box can be lowered or
placed in a desired location for a lighting instrument. Is often used with light trees

Electric

A batten specifically used for lighting instruments

Ellipsoidal

A type of lighting instrument that produces a sharp-edged beam using an ellipsoidal
reflector and one or more lenses

Fresnel

Lighting instrument with a type of lens that has concentric circular ribs on it that cast a softedged beam of light

Gel

Color medium that used to be made of gelatin. It is used to change the color in any stage
lighting instrument

Gel Frame

The metal frame the holds the color filter

Gel Frame Holder

The slots on a lighting instrument into which a gel frame is inserted

Gobo

Metal cutout that creates a simple pattern when placed on the aperture of an ellipsoidal
reflector spotlight

High Side

A light hung along the side of the stage in a high position

Hot Spot

The brightest part of the pool of light

Lamp

The name for the bulb in a lighting instrument

Light Trees

Freestanding vertical batten with wide bases; designed to hold lighting instruments

Lighting Plot

A ground plan of the set is drawn and superimposed on it are drawings of the locations of
all the required lighting, naming the type if lamp and its location and the area it is intended
to illuminate

Par Can

A very simple lighting instrument, basically an automobile headlight in a metal housing

Patch List

Where electrical circuits are assigned to lighting instruments

Practical

Able to be operated, like a window or a faucet; also used to describe a "real" lamp or other
lighting fixture on a set

Safety Cable

A cable that should be attached to both the yoke and the batten to hold the lighting
instrument on the batten should the C clamp come loose.

T E C H N I C A L
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Shutter

The metal tabs on an ellipsoidal used to cut off part of the light

Side Lighting

Light that comes from stage right or left of the performer

Special

A lighting instrument that is used to light a single, isolated person or thing

Throw

The distance from the lighting instrument to the person or thing it is lighting

Top Hat

Round metal objects that are placed in the color frame holder of lighting instruments to cut
down on stray light

Warm/ Cool Fill

Lights gelled with either warm or cool color used to enhance a wash and provide mood for
a setting

Wash

A wide focus lighting coverage of the stage or a lighting area

Yoke

The frame on the lighting instrument that is used to hold the lighting instrument onto the
batten or tree.

Try your hand!
Draw lines to match up each lighting instrument listed with the proper picture of the instrument

CYC LIGHT
PAR CAN
ELLIPSOIDAL
FRESNEL
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DESIGN PROJECT: Be the designer

Y

ou are going to design lights for the set you designed previously. Be sure to justify
your choices within the script. You will need to have the scaled floor plan of your
set design with acting areas clearly labeled, instrument list and patch list. For extra
credit you may include gel colors for the individual instruments.

Make sure your final assignment contains the following:
 Written justification of your lighting concept. Include such things as the effect you want it have on the
audience, your broad color palate, the kind of lights you’ve chosen and why. Explain what about the
script caused you to make that decision and how you plan to make the choice understandable to the
audience. Be specific with references from the script. You may include pictures, poems, newspaper
clippings etc if they are necessary to explain your choice.
 Scaled floor plan with acting areas clearly defined. If you are using a component set you will need to
make sure that all areas of the stage are included in the acting areas, but only one floor plan is used.
 Lighting detail list with circles around the specific circuits that you are using for each acting area.
 Patch list specifying which circuit will be used for lighting each acting area.

T E C H N I C A L

U N I T

COSTUMING

A


theatrical costumer is responsible for dressing the actors in a stage production. Along
with other aspects of the production the costumes help establish a character’s age,
financial status, gender, profession, social class personality etc. Costuming is also
responsible for informing the audience about historical period/ era, geographic location,
time of day as well as season, temperature etc. Costuming can be realistic in nature, or can
exaggerate different aspects of the character.

Designing costumes requires the designer to have a full understanding of the director’s vision for the piece and a
strong knowledge of history. For instance, in certain periods of history people would not have dreamed of going
outdoors without a hat and gloves, and certain cultures and time periods had very specific dictates concerning the
length of a woman’s skirt in relation to her age and marital status. Along with having a working knowledge of the
historical aspects of clothing and fashion, costume designers should also have a working knowledge of hairstyles,
hats, outerwear, shoes and relevant customs.
After a designer has down their research and discussed color palette, mood, period etc. with the director, they
would do renderings of the costume ideas for the director to see. Some people with fantastic artistic ability are able
to draw people and clothing without much difficulty. Most of us, however, need some help. A dressmaker’s
croquis is a template used to know the proper dimensions and have a figure on which to sketch the clothing. The
initial sketches for ideas are called thumbnail sketches. After doing several thumbnails and deciding what they like
and what they don’t like, a designer will then do renderings. The renderings are drawings that are much more
detailed and are scaled proportionally (using a croquis if necessary). Another aspect of the rendering is the color.
Using whatever medium is most comfortable, the designer will do full color on the renderings so that the lighting
designer and director can look at them and make sure that the colors don’t clash with the lighting and sets. Another
way to show other designers the color is to include small scraps of the fabric that will be used to make the
costumes. These small scraps, called swatches, are attached to the renderings so that everyone can see exactly
which costume will use which fabric.


1.
2.
3.
4.
5.

6.

WEB CRAWL

A

nswer the following questions regarding the play that you’ve been designing for.
You may use the internet, books, articles, pictures, etc. (Be sure to write down
bibliographic information on any source you use. You will need the name of the book, article,
author, publishing date, and page #s)

What were the major political events that took place during your time period?
What were the major social events that were going on during your time period?
How might these events impact the characters in your play?
What were the typical characteristics of clothing and accessories? (If you can’t find anything written
about it, look at pictures or paintings from the appropriate time period and note the similarities in
different people’s clothing and accessories)
What were the elements noticeable in clothing styles;
For Men:
For Women:
For Children:
Find representations of clothing (Attach pictures)
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Try Your Hand
Working in pairs you will have 2030 minutes to design a costume for
a brand new super hero. Your
super hero should have one super
power and the costume should tell
the viewer something about that
power. Make sure to give your
hero a super name. You will create
one rendering of the costume
including thumbnails of any
necessary accessories. If possible,
use color on your drawings.
When the time is up, each pair will
come up in turn and introduce
their hero to the class and describe
their costume. There will be a
chance to answer questions from
the class. After each presentation
the drawing should be hung up on
the board. Following all of the
presentations each person will go
up and make a tick mark above the
design that they like the best (you
may not vote for your own.) Vote
for the costume that you think is
the best designed in terms of the
super hero, not necessarily the best
drawn picture or the funniest
character. This is about choosing
the most appropriate costume.
Discuss the winner and try and
decide why it won over some of
the others. Discuss the features
that appealed to the class and talk
about what the next step might be
in creating the costume.

Superhero Name:___________________________
Super Power:______________________________
Costume Description:_______________________
________________________________________
________________________________________

T E C H N I C A L

U N I T

V

OCABULARY (Costuming)

Break away

Costume or prop that is specially constructed to come apart easily onstage and
to be assemble quickly for the next performance

Costume Parade

An event held in the theatre where each actor walks onstage wearing his or her
costumes, one at a time. Designed to show the costumes to the director

Costume Plot

List of the cast in a show indicating what costumes they will wear in each scene

Costume Shop Manager

The person who decides how to construct the costumes and gives individual
workers their assignments

Croquis

Two dimensional figure used to draw costumes or fashion

Cutter

Costume shop workers who cut the fabric for the costumes, using patterns
and/or intuition

Draper

A costume shop worker who makes clothes by draping them over a dress form

Dresser

the person who assists actors with their costumes before, during, and after a
performance

Fitting

The meeting where costume personnel measure actors and test-fit their
costumes

Quick Change

A change of costume that happens very quickly during a performance

Rendering

Full color, scaled drawing of costume or accessories

Stitcher

The costume shop worker who assembles pieces into finished costumes

Swatch

Small piece of fabric used to demonstrate the desired fabric used for a costume

Thumbnail

A quick sketch of the costume or accessory piece

Wardrobe Mistress/
Master

The costume shop worker in charge of inventory, repairing and maintaining
costumes for an individual show or theatre season

Unicorn costume for The Lion, The Witch and The Wardrobe at Crescent Valley High School, Corvallis, Oregon. Photo credit Elizabeth Wyatt
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DESIGN PROJECT: Be the designer

Y

ou are going to design costumes for the play you’ve been working on. Be sure to
justify your choices within the script.

Make sure your final assignment contains the following:



Write a short paper detailing your design concept. Be sure to include things like year, season, time of day,
setting etc. Your paper should have a thorough justification of the time period including necessary research
and specific examples from the script.



Draw full color renderings for each costume in your show. If characters have more than one costume you
will need separate renderings for each. All accessories and/or costume additions must be fully rendered.
Renderings should include swatches to describe your fabric choices.
(Make photo copies of the croquis if you want additional copies on which to draw your designs. You may also want to enlarge
original)

T E C H N I C A L
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PROPERTIES (PROPS)

P


rops are, quite simply, the items that actors carry with them in a production or items that
are on the stage to be used by the actors. As simple as that sounds, finding or making
good quality props can be the element that makes or breaks a production. Many times I
have been to see a play that is clearly well rehearsed and acted, but the set is so bare and the
actors are either missing crucial props or using pieces that are clearly inappropriate to the time
and setting that it immediately takes me out of the world of the play and, in some cases, ruins the play going
experience for me.
Some shows use a tremendous number of props while others have very few or even none. It is up to the director to
decide how detailed the properties are going to be in a production. For instance, if budget is an issue a director may
decide to have all of the props mimed throughout the piece. So instead of having an actual cup from which to drink
their tea, the actors would have pretend cups. If all of the props are mimed then the audience will eventually forget
that there aren’t actual items being used. If, however, some props are mimed while the rest are actual items then the
illusion is destroyed and the audience is left wondering why there is so much missing.

Props Table back stage at the
Cincinnati Ballet

Hand and costume props
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Costume Prop

Prop that is also a part of the actor’s costume like a crown, purse, but is still used in the
action on stage. (If the piece is worn but not used it is considered costume only)

Hand Prop

Prop carried or used on stage by actor

Prop Carpenter

The shop carpenters who build furniture and other props

Prop Designer

The person who selects, designs, and finds the props

Prop List

The master list of all items that could be considered props

Prop room

A room where the props are stored

Prop Table

The table backstage where handheld props are put when they are not being used on stage

Prop Tracking

A specific list tracking each prop as it is brought on and off stage. For instance, if one
character carries on a sword in a scene, but then is killed onstage, you will need to figure
out how the sword gets off stage again

Props Crew

The people backstage who get the props in the right hands at the right times during the
performance

Rehearsal Prop

The stand in prop that will be used during rehearsal. Rehearsal props could even be a
block of wood with the name of the item it is representing written on it in sharpie.

Set dressing

Props used on stage to enhance the set. Examples include books on bookshelves,
pictures on walls, knick knacks on tables etc.

Show prop

The actual prop that will be used in performance



DESIGN PROJECT: Be the designer

M

ake a comprehensive props list for the script that you have been designing. Be
sure to read the play carefully to make sure that all items (i.e.: letters, cups,
handkerchiefs, etc.) are accounted for on your list. Include a list of who uses each
prop and what page of the script each prop appears.

Definitions of Terms:
-Act/Scene/Page
-Item Description
-Used By/ For
-Possible Source
-Located
-Sub Ready
-Final Ready

The exact location in the script where the prop is used
An exact description of the item you are looking for. Example would be, instead
of writing ‘tea cup’ you might write ‘white porcelain tea cup that looks very
dainty’
The actor or purpose of the prop
Where you might find or obtain the prop. Examples include, make it, craig’s list,
goodwill, amazon.com, etc
As soon as you have found the right prop check this box
As soon as a rehearsal prop is in place check this box
As soon as the actual show prop is ready check this box

T E C H N I C A L
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PROPS LIST
Show Title: _____________________________
Act/Scene/
Page

Item Description

Used By/For

Page ___ of ___
Possible Source(s)
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PUBLICITY

P


ublicity is the art of promoting your production. You can have the best show in town, but
if people don’t know about it and come to see it all of your work will be wasted. Good
publicity includes having an eye catching poster that is hung in prominent spots around
your town, putting notices in local newspapers, magazines, sending out email or social
media reminders etc. It can also include connecting with the community, gaining support from
parents, administrators, community and students. It is imperative that you get the information
about your show out of the theatre and make sure that the community knows about it. Sometimes it helps to take
scenes from the production to elementary schools and rest
homes or bring audiences in for short previews of the
upcoming production. Another idea is to do song and dance
numbers at school assemblies or local community gatherings
like Farmer’s markets, this not only helps with recruitment,
but it garners community support and interest in your
production. I also recommend involving as many departments
in the school or community organizations in your productions
as possible. Whether it’s having the robotics team build the
plant for ‘Little Shop of Horrors’, having the metals class make
a pivot for your revolving set, or the art class design and paint
a mural of Verona, Italy, the more students you get involved
the more audience you will garner. I also try to involve as many
community members as possible. For instance, whenever
possible I add a dog to my productions and then involve the
local humane society in providing the animals. I also then
invite them to set up an information table in the lobby to
promote adoption and spay/ neuter programs. When I do
this the newspaper is usually interested in covering my
production as it is providing a community service. In
every instance where I’ve done this the animals involved
have always been adopted as have others at the shelter.
Be creative in your promotion. Think of ways to reach
the public and don’t be afraid to spend money on the process.
For every show budget at least of quarter of it should be
spent on promotion and publicity.
Newspaper publicity shot taken for the newspaper for
‘Annie.’ The newspaper story included information about the
dog Rusty who had been rescued and trained by a local
woman in the community

Non-traditional size or shape of poster is often more eye
catching than the typical rectangular poster layout. This
poster from Milwaukie High School’s production of You
Can’t Take it With You uses a landscape layout and
simple, but eye catching graphics that make it different from
the run-of-the-mill poster.

T E C H N I C A L

U N I T

When designing a poster or choosing a
graphic to use in your publicity, don’t get
stuck on your first thought. The picture to
the right is the original image suggested to us
for our production of Alice in Wonderland .
I liked the darkness of the picture, but really



wanted to show our actress in the artwork. Our graphic designer was
able to take a picture of the actress and work her into the poster
design. The picture below is the one we ended up using for the show
poster.

P

UBLICITY POSTER DO’s AND DON’Ts










DO use color when possible
DO use interesting images & graphics
DO computer generate
DO list pertinent information
DO aim to grab attention in 3 seconds or less
DO try to be true to the feel of the production
DON’T use too many words
DON’T use original artwork (hand drawn) unless really good or pertinent to production



DESIGN PROJECT: Be the designer

A

s the final element of your design unit you will design a publicity poster for the
play you’ve been working on. Be sure to follow the Do’s and Don’ts listed above.
Final product must be in color (either printed or hand colored) and be computer
generated. If either of these presents a problem, please see your instructor before the due
date. Your final product must be clean, neat and free from errors.
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