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Abstract 

This project is a documentation of the process of executing the lighting design for Salem 

State Theatre’s production of The Seagull, written by Anton Chekhov and translated by 

Tom Stoppard.  It was directed by Professor William Cunningham, and opened in the 

Callan Studio Theatre in December 2016.  The director’s concept for The Seagull was to 

show how the play was really about a story with a lot of love.  Within this goal of 

showing how Chekhov’s characters pursue love, the objective of the lighting design was 

to highlight the themes of time and nature through focusing on supporting the 

environment and creating the atmosphere of the forest and lake.  In addition to period and 

environmental research, the design was heavily influenced by the mood landscapes of 

Russian painter Isaac Levitan.  This project will include a concept paper, script analysis, 

visual research, sketching, a lighting key, a plot with electrics paperwork, magic and cue 

sheets, and production photos which will highlight the way I was able to visually 

represent the motifs of time and nature.  Through the creation of my design concept, I 

was able to support the world of the play and provide a sense of clarity to my storytelling. 
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Introduction 

My lighting design for The Seagull, written by Anton Chekhov and translated by 

Tom Stoppard, will be my fourth realized lighting design here at Salem State University.  

The first show I did lighting design for was Port, by Simon Stephens, which was 

produced in the Metro Room of the Ellison Campus Center by the Student Theatre 

Ensemble.  My next venture was to design lights for three of the pieces in And Yet We Go 

On: Seven Short Plays by Samuel Beckett.  Along with my next show, this play was 

produced by the Salem State Theatre Department and staged in The Callan Studio 

Theatre.  The last project I have worked on prior to The Seagull was The Grapes of 

Wrath, based on the novel by John Steinbeck and adapted to the stage by Frank Galati.  I 

attended the Kennedy Center American Collegiate Theatre Festival (KCACTF), and won 

the Stagecraft Institute of Las Vegas Award for my design, as well as presenting it at the 

UMASS Undergraduate Research Conference.  Since this is not my first production as 

lighting designer, I am confident that I know the process enough to create an effective 

lighting design.  Due to my past experience, there are some aspects of this project that I 

expect to find challenging, and some personal goals that I hope to achieve. 

One of my major goals with The Seagull is to focus lights and write cues on a 

faster timeline than I have in the past.  When I focused lights for The Grapes of Wrath I 

used the full eight hours that had been allotted, and that was after being told by my 

mentor that I had to hurry up, because I was already behind schedule.  And often during 

the week that I cue the show, I have found myself leaving the theatre between the hours 

of two and four o’clock in the morning.  All of this adds up.  For example, I spent over 

twenty-five hours writing cues for The Grapes of Wrath.  This situation is not optimal for 
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several reasons.  One is that staying up late to work on a show leads to a lack of sleep 

which is not great for my health, and often leads me to be tired and less able to focus 

during the next block of time that I am cueing, which creates a cycle of inefficiency.  

Another problem is that it leads to me needing to schedule dark time in the theatre during 

the day, which limits the time when other members of the creative team, such as scenery, 

can work in the crucial time leading up to tech week.  The most important reason to work 

quickly is the faster that I can work the easier my professional career can be.  Especially 

when working with union crews, it is crucial to work quickly so that the theatre is not 

accruing overtime.  The quicker that I can work, the more valuable I am to the theatre 

companies that would consider hiring me after graduation.  Efficiency is a huge goal I am 

striving towards as I approach starting my career as a lighting designer. 

 There are a few strategies that I hope to employ in order to help me focus and cue 

faster.  One is to budget how much time I have for each light while I am focusing, so that 

I will always have a sense of how much I have left to do with the amount of time that I 

have.  I also want to apply this budgeting technique to cuing, so that instead of trying to 

make every cue perfect the first time around, I can quickly lay in the essentials of a 

composition, and tweak it later as we get into runs of the show.  If I also watch videos 

about how to program on our specific console, the ETC Ion, before I get into the theatre, 

it will allow me to brush up on my programming skills, and possibly learn new tricks or 

techniques, all before I even get into the theatre.  I can also look into using an offline 

editing software, so that I can be working on roughing in cues without physically needing 

to be in the darkened theatre.  Lastly, I plan on putting more preparation into what I want 

the cues to look like, so that my time on the board is spent executing a composition that is 
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in my head, instead of deciding what I want to do.  I am hoping that a combination of all 

of these techniques will increase my overall proficiency when trying to execute my 

design for The Seagull. 

Another goal that I have is to stay under budget by the end of the process.  When I 

designed lights for The Grapes of Wrath I wound up overspending what was allotted to 

me, since I did not track the amount spent on gels, gobos, and lamps.  While I did make 

sure that all of the purchases of practicals that I made were the best product for the 

cheapest price, I did not keep my eye on the bottom line.  This time around, I plan on 

keeping up with all expenses related to electrics, so that I can guarantee that I do not 

spend more than the three hundred dollars that I am allotted. 

The biggest challenge that I anticipate encountering The Seagull is successfully 

achieving a realistic lighting design.  In general, my personal aesthetic tends towards 

creating very stylized compositions.  I enjoy using saturated colors, interesting angles, 

and extreme isolation to create very theatrical and non-realistic looks.  Since Chekhov 

was one of the greatest pioneers of realism at that turn of the century, I anticipate that 

working with realism will be very important to our process.  If nothing else, I want to 

design the lights for the production as realistically as possible, so I can have practice 

working with realism while I am still in school, since I know that it is something I will 

have to be able to produce in my professional career.  I also think that if I can 

successfully design in both the realms of realism and stylization, it will make me a more 

versatile and better artist. 

Luckily, I had a class project towards the end of my Scenography II class that will 

help me as I begin to design for The Seagull.  In class we did a lighting design on paper 
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of The Philadelphia Story, where I focused on creating a more realistic design.  From this 

class project, I found that it is helpful to look at realistic images or photographs when 

researching.  It makes color matching more beneficial, since the color palette, especially 

of light, in these images tend to be more unsaturated.  Looking at these pictures also puts 

me in a very creatively fertile frame of mind, since it allow me to discover what elements 

are visually interesting, even in a realistic context.  Working on this paper project also 

revealed one of the ways that realism can influence a design concept.  In The 

Philadelphia Story I found it was more effective to highlight the mood and setting of 

each scene, instead of trying to create a strong visual or metaphor to carry throughout the 

piece.  After making this discovery, I plan to focus on the mood and setting of The 

Seagull in order to create a concept that will help tell the story of the play in a realistic 

manner. 

The major difference between the class project and this upcoming design is that 

The Philadelphia Story was only theoretical, where I will have to actually execute my 

design for The Seagull.  Even though I understand and plan to implement a variety of 

different techniques and methods in order to achieve a realistic lighting style, I am still a 

bit nervous that I will not succeed on my own.  However, I know that I have a great 

mentor in my professor, Michael M. Harvey, and that he will help correct any missteps 

that I take.  I am excited to undertake this project, because I expect that I will learn a lot 

about how to design realism, and myself as a designer. 
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Concept Statement 

 The main purpose of my lighting design was to highlight the themes of time and 

nature. The importance of nature in The Seagull cannot be understated.  In addition to 

being the visual backdrop to the action, it is a constant presence in the text. 

In Act I, Arkadina points out the beauty of the lake and reminisces about the past.  

Dorn attributes the high emotions that Konstantin and Masha experience by saying “[i]t’s 

that lake!- they’re all bewitched”(Chekhov 21; Act I).  The beginning Act II serves as a 

long commentary on life within the country, and Trigorin praises the beauty of the 

landscape around him, which he calls magical and paradise.  Even when the characters go 

inside for the second half of the story, the lake and the nature surrounding them continues 

to be a motif.  Sorin still talks about his desire to leave the country, and Nina walks 

around the lake in the middle of a storm in Act IV. 

Despite its overwhelming presence in their lives, the characters of The Seagull are 

often ignorant of nature because they are so wrapped up in their own affairs.  Arkadina 

and Sorin desire to go to the city because they are unable to be content and observe the 

beauty that surrounds them.  Part of the comedy of Chekhov is that the characters are 

unable to enjoy the nature that surrounds them.  Through using the cyc to create the effect 

of the lake and sky, leaf gobos to give the impression of the forest, and rotating gobos to 

create the effect of a lake shimmering on the floor, my lighting design was able to bring 

elements of nature into the theatre.  By using lighting to evoke trees and the lake, my 

design was able to remind the audience of the natural beauty in the world, even when the 

characters could not see it. 
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The other major goal was to use my lighting design to portray the passage of time.  

Even though everyone has limited time all of the characters waste it.  For example, Sorin 

always talks about how different he wishes his life had been, without doing anything to 

change it, and Konstantin kills himself.  This inevitable passage of time, combined with 

the foolishness of Konstanin ending his life, works together to show the audience how 

precious life is. 

A significant moment when time was expressed through my lighting were during 

the transitions.  The trees onstage were backlit from several different angles, and it was 

cued so that the shadows created swept across the stage.  The effect of the sweeping was 

to evoke both time lapse photography, with several shadows being present at once, and a 

sundial.  Part of the inspiration for using shadows came from the trees circling around the 

stage during transitions, which symbolized the passing of time.  My lighting also 

accurately portrayed the time of day and season during the scenes, including showing the 

progression from sunset to night during Act I, which allowed me to convey the sense of 

time passing to the audience.  Through focusing on creating the environment and the 

atmosphere of nature, my lighting design visually highlighted the themes of nature and 

time. 
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Script Analysis 

THEMES SYMBOLS AND MOTIFS 

I. NATURE:  In my opinion, the importance of nature in The Seagull cannot be 

understated.  In addition to being the visual backdrop to the action, it is a constant 

presence in the text.  Whenever things get too uncomfortable the subject turns to 

weather, such as when Masha says, “[i]t’s stifling.  There will be a storm 

tonight…” to avoid Medvedenko’s declaration of love for her (Chekhov 2; Act I).  

During a quiet moment in Act I, following a huge fight with her son Konstantin, 

Arkadina points out the beauty of the lake and reminisces about the past.  Dorn 

attributes the lake to the high emotions that Konstantin and Masha experience in 

Act I when he says, “[i]t’s that lake!- they’re all bewitched”(Chekhov 21).  The 

beginning Act II serves as a long commentary on life within the country, and 

when Trigorin waxes poetic on his experience as a writer he praises the beauty of 

the landscape around him.  Even when the characters go inside for the second half 

of the story, the lake and the nature surrounding them continues to be a motif.  

Sorin still talks about his desire to leave the country, and Nina walks around the 

lake in the middle of a storm in Act IV.  The constant imagery of nature lends 

itself to the conflict of city versus country that is present throughout the play.  

Arkadina and Sorin desire to go to the city because they are unable to be content 

and observe the beauty that surrounds them.  The irony of the situation is despite 

its overwhelming presence of nature their lives, the characters of The Seagull 

often are ignorant of their surroundings because they are so wrapped up in their 



Samuel 13 

own affairs.  Part of the comedy of Chekhov is that the characters are unable to 

enjoy the nature that surrounds them. 

II. TIME: The time is always being mentioned in the play.  Konstantin wants to start 

the play at 8:30, Arkadina has to catch a train at 2:05, and the group has to stop 

playing lotto because it is time for supper.  The passage of time is inevitable, and 

The Seagull is a world in which while time is recognized, its effects are often 

ignored.  One of the conflicts of the play that deals with time is youth versus age.  

Dorn responds with “…youth…youth…” when unable to comprehend the actions 

of Konstantin (Chekhov 21; Act I).  These words only highlight the fact that there 

is a gap in understanding between the older and younger generations within The 

Seagull.  Arkadina is obsessed with looking and feeling younger, to the point 

where she abandons some of her duties as a mother in order to feel younger.  For 

example, in Act III she says that she would be unable to provide money for 

Konstantin to go abroad because her “…outfits alone have simply ruined [her]” 

(Chekhov 41).  Arkadina’s ability to buy clothes that make her feel trendy and 

young are more important to her than the ability to provide for the needs of her 

son.  Chekhov uses the inevitable passage of limited time to show how precious 

life is.  His characters waste time by not saying what they feel, which manifests in 

the extreme case of Konstantin killing himself, and by showing this on the stage 

Chekhov shows how precious being in the moment and living life to the fullest is. 

III. LOVE:  There are many different romantic relationships in The Seagull, including 

many instances of unrequited love.  The following list shows all the one way 

adorations: Shamrayev loves Polina, Polina loves Dorn, Medvendenko loves 
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Masha, Masha loves Konstantin, Konstantin loves Nina, and Nina loves Trigorin.  

Despite all these unrequited relationships, this a play about love.  There are many 

other kinds of love that permeate the play.  Both Sorin and Dorn love Konstantin 

in a paternal way.  They try to help and support him in Act I, even though he is 

too caught up in Nina to recognize it.  And Konstantin and Arkadina love each 

other very much, although they do not know how to show it.  Part of the reason 

that Konstantin feels rejected enough to kill himself is because he is unable to see 

how Arkadina loves him.  Trying to attain their love, whether it is of a person or a 

concept, like writing or fame, is what motivates all of the characters in the play.  

Perhaps the most important aspect of love in The Seagull is how Chekhov loves 

his characters, and never judges them for their flaws, which is shown through the 

way that he shows his audience complete portraits of people.   

IV. SEAGULL: The seagull in the story serves as both a metaphor and a piece of 

foreshadowing.  While the seagull can be interpreted many different ways, I saw 

the seagull as a symbol of vulnerability.  Nina is associated with seagulls from 

early on in the play.  Within the first page that she is onstage she claims to be, 

“…drawn here like a seagull drawn to the lake” (Chekhov 7-8; Act I).  She is also 

wearing a, “…light-colored dress…” which Trigorin remarks upon in Act III, 

which in our production was white (Chekhov 39).  There is also no coincidence in 

the fact that seagulls are also white.  When Konstantin shoots a seagull in Act II, 

he is killing both his relationship with Nina, and his naiveté in believing that 

acceptance from his mother would come easy.  Later in the play, after Nina has 

run off with Trigorin, lost a child, and has a failing acting career, she begins to 
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outright compare herself with the seagull.  She says, “I’m the seagull- but I’m not 

really.  I’m an actress.  Yes” (Chekhov, 68; Act IV).  At this point, the seagull has 

become a corrupted version of vulnerability.  Nina was vulnerable when she 

decided to go pursue becoming an actress, and it has been used against her.  

Trigorin says, at the end of Act II, that he was going to write a story in which 

“…a man happens to come along, he sees her, and, having nothing much to do, 

destroys her, like this seagull” (Chekhov 36; Act II).  This moment foreshadows 

Nina’s eventual fall through the metaphor of the seagull.  The man in the story, 

much like Trigorin, was able to manipulate the vulnerability of the girl until she is 

destroyed. 

V. MONEY: Even though all of the characters other than Yakov and the maid are 

above the level of Russian peasantry, it does not stop the characters of the play 

from stressing about money.  Medvendenko is always worried about providing for 

his family, Nina is denied her mother’s inheritance, and both Arkadina and Dorn 

claim to have spent all their money at different points in the play.  Sorin even 

theorizes that part of Konstantin’s depression stems from the fact that he does not 

have enough money to be independent.   

VI. ART: Art is very important to the characters of the play, since the majority of 

them are artists.  Trigorin and Konstantin are writers, and Nina and Arkadina are 

actresses.  And those that do not create art are lovers of art. Sorin always wanted 

to be a writer, Masha admires Konstantin’s writing, and Shamrayev is a frequent 

patron of the theatre.  Art is how the characters can work through some of the 

emotions that they feel incapable of expressing.  Art, and specifically different 
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genres of art, also causes one of the main conflicts of the play.  Arkadina is a 

practitioner of melodrama, whereas Konstantin believes in symbolism and the 

aesthetic movements.  The mother and son frequently clash throughout the play 

on which form is the best for theatre.  Arkadina calls Konstantin a “Decadent,” 

and he tells her to act in her “…pathetic stupid little plays” (Chekhov 45; Act III).  

The two characters are so caught up in defending their form of art that they forget 

to respect the other as an artist, which is one of the causes of the breakdown of 

their relationship. 

VII. REFERENCES TO LITERATURE: This particular translation, by Tom Stoppard, 

is full of references to classical literature.  There are mentions of the classic Greek 

tragedies, including Agamemnon and Oedipus Rex.  The characters also talk 

about famous Russian authors, including Pushkin, Turgenev and Tolstoy.  The 

writer that has greatest presence in this translation is Shakespeare, and particularly 

Hamlet.  Both Arkadina and Konstantin quote lines from the play, including when 

Konstantin quotes from the famous “To Be or Not To Be” soliloquy.  This act of 

quoting connects Konstantin to Hamlet, and particularly to the moments when 

Hamlet is contemplating the nature of life, which gives context to Konstantin’s 

choice to commit suicide.  These references to literature demonstrate how 

important writing is to all of the characters in The Seagull, especially Trigorin and 

Konstantin.  It also gives more resonance to the play by having it connect back to 

other great works. 

VIII. FAME: The characters of Nina and Arkadina, in particular, are very concerned 

with the idea of fame.  The other characters do have their own relationship with 
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fame, including Dorn being the best doctor when he was younger and Konstantin 

wanting to change the nature of theatre.  However Nina and Arkadina are the two 

who most base their identities around the concept of fame.  Arkadina is a famous 

actress who is obsessed with being young.  Her entire identity revolves around 

being an actress, to the point that she feels threatened by and fights with 

Konstantin whenever he tries to challenge the art of theatre.  Arkadina’s fame is 

so important to her that she succumbs to jealousy whenever anyone else talks 

about a talented actress other than her.  Nina, on the other hand, is a young girl 

who is not yet famous, but wants fame more than anything else in the world.  She 

would be willing to trade everything in her world, including friends, family, food, 

comfort, freedom, and self-esteem, “but!, in return I would demand fame- real 

resounding fame!” (Chekhov 35, Act II).  Nina’s desire for fame is part of the 

reason why she is so attracted to Trigorin, the famous writer.  Arkadina’s and 

Nina’s desire for fame also shows how the two characters are similar, which helps 

explain how they both have such a strong influence in Konstantin’s life. 

 

SCRIPTED REFERENCES 

 Scripted references are the words spoken by the characters in a play that give 

clues to the world that they live in.  Even though most plays contain descriptions in the 

stage directions, it is not necessary to follow what the stage directions say.  On the other 

hand, it is absolutely crucial to support the character’s words.  For lighting, it is important 

to see how these words relate to time, location, color imagery, and mood.  All of these 

scripted references can heavily influence the design.  As a part of my script analysis for 
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The Seagull, I notated the scripted references by highlighting them within the physical 

text that I used for the process.  I focused on three different categories: date (season, and 

time of day), geographical location (including weather), and references to birds.  The 

entirety of the script, including a key to explain the notation of the scripted references, 

can be found in Appendix A. 
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Research 

EXPLANATION 

The majority of the research I conduct as a lighting designer is pictorial research, 

or research that is composed of images.  Pictorial research is the industry standard for a 

few reasons.  One is that even though lighting design is part of a performance art, in that 

it requires both actors and an audience in order to be considered “complete,” it is also in 

many ways an incredibly visual medium.  Due to its visual nature, it is necessary to look 

at other visual representations of art in order to gather the requisite information.  While it 

is oftentimes unavoidable to research the history of lighting, in order to discern what kind 

of fixtures there would be for a certain period, it is always accompanied with a visual 

representation of the quality of light.  For example, in The Seagull I had to research what 

means of lighting would have existed in turn of the century Russia, which led to me using 

oil lamps in my design.  While it was necessary to read up on this information, the more 

important part of my research came when I began to search for images of what light oil 

lamps gave.  It is necessary to find photographs as part of my research because it allows 

me to examine the physical qualities of light, such as line, color, and texture, in order to 

better replicate it in my design.  By seeing how warm and soft the glow of oil lamps was, 

I was able to duplicate that same look with my stage lights. 

Images are also a great way to communicate my ideas to the director and other 

members of the creative team.  Due to the general timeline of when technical aspects are 

added to the production, the lighting is often not realized until the week before the 

production opens.  A photograph or painting is the best way to demonstrate to someone 

else what I am planning for the show to look like in the pre-production stages.  While I 
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do my best to use words to describe what the light well look like, a visual image will 

often do more than my words ever could to communicate what is in my head.  Having my 

research to share with the director allows us to establish a common visual language early 

on that can be utilized throughout the process. 

The las major reason to conduct visual research is to find inspiration for the 

production.  By looking at the elements of design in a different piece of art, such as all 

the different elements of composition and the use of lighting within the piece itself, I can 

utilize these elements within my own work.  Oftentimes, when I am choosing colors or 

textures for a production, I will find myself going back to one key inspirational image to 

determine the exact shade or shape.  By looking at art related to a theme, I can discover 

how to best translate that theme into light.  For all of these reasons, I used images as my 

primary mode of research when designing for The Seagull. 

 

PERIOD RESEARCH 

What I discovered, through many sources, is that while electricity had been 

invented and had already been started to be implemented in many urban areas, it is very 

unlikely that an upper middle class family in the countryside of Russia would have spent 

the money in order to upgrade their house to electricity.  This meant that it was more 

likely that our characters would be using gas lighting for wall fixtures, and burning oil for 

their lamps.  This last piece of information is the most crucial, especially since at the 

director’s request we specifically had two lamps in Act IV, and even in the beginning 

stages of the design had cues in mind which would execute when a character lit the oil 

lamps and cause the room to fill with life.   
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In conjunction with conversations with the director and props master, we decided 

due to their continuous conversations about a lack of money and their location in the 

country, that Sorin would not have bothered to switch his house over to the new 

technology of electricity.  Because of this all the practicals, and the source of light for the 

interior scenes, were oil lamps.  The period research focused on the quality of light of oil 

lamps (see fig. 1).  Additional period research can be found in Appendix B. 

 

Fig. 1: A lit oil lamp on a table.  Still frame from 0:27 of “OIL LAMPS!  Check Out 40 

Antique and Modern Lamp Designs.”  Youtube, uploaded by stephen hornbeek, 14 Aug 

2014.  <www.youtube.com/watch?v=lwa9KULyQ_o >.  Accessed 18 Jan. 2017. 

 

ENVIRONMENTAL RESEARCH 

The main categories that I used when in researching what the environment of The 

Seagull would look like were the effect of light on water, rooms lit by sunlight, rooms lit 

at night, and stormy weather. 
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One of the primary objectives of the design was to create the feeling of nature 

within the theatre, and one method of accomplishing this was creating a lake shimmer on 

the floor.  The director, Bill Cunningham, particularly liked the effect of light on the 

water in the picture of the play being performed on the lake (see fig. 2 and fig. 3). 

 

Fig. 2: A photograph of the floating stage known as the The Seebühne in Austria.  Posted 

by Mike Brown in “10 Awesome Floating Attractions” (Toptenz.net.  14 July 2014.  

<http://www.toptenz.net/10-awesome-floating-attractions.php>.  Accessed 10 Oct. 2016). 

 

 

Fig. 3: An inset of fig. 2, which shows the shimmering effect of light on water.   
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For looking at rooms, both lit by sunlight and at night, I wanted to research the 

effect of light on wooden surfaces, because the walls of the rooms in our production were 

the back of the birch trees painted with a wood grain treatment.  I particularly wanted to 

see the warmth that exists, especially in the contrast between night and illumination.  The 

wood would often glow where the light hit it, creating a bright spot in a sea of cooler 

tones (see fig. 4).  Being able to find sources of warmth in light, even during the night, 

would allow Act IV to remain visually connected with the preceding acts. 

 

Fig. 4: A candle lights up a wooden wall at night.  Stock photograph hosted on “Home 

Candles Stock Photos and Images” on 123RF (16 May 2017.  <www.123rf.com/stock-

photo/home_candles.html>.  Accessed 26 Dec. 2017). 
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There is a very prominent storm present for the entire duration of Act IV.  It 

looms over the action of the act, and adds intensity to all of the characters’ choices.  The 

director also specifically asked for pictures that could help him picture what the 

atmosphere of Act IV would look like. Even though I originally thought of a 

thunderstorm, the quality of the storm that we decided upon for the production was of a 

rainstorm.  The research for this portion of the text focused on finding the specific color 

that is common to rainstorms (see fig. 5).  Additional environmental research can be 

found in Appendix B. 

 

Fig. 5: Trees against a stormy sky.  Posted to “Trek to NeelKantheshwar” (WordPress.com, 

20 Aug. 2008.  <itsteju.wordpress.com/tag/rain/>.  Accessed 18 Oct. 2016). 

 

INSPIRATION 

When I started looking for inspiration for my lighting design for The Seagull, I 

began to look for artistic representations of birch trees on the lake, which was the primary 

focus of the scenic design.  The painting that struck me the most during the search was 

Spring Flood by Isaac Levitan (see fig. 6). 
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Fig. 6: Spring Flood by Issac Levitan.  (1897, oil on canvas, The Tretyakov Gallery 

Moscow, Russia.  “Isaac Levitan- Paintings Gallery.”  Olga’s Gallery.  n.d.  

<www.abcgallery.com/L/levitan/levitan-3.html>.  Accessed 10 Oct. 2016.) 

 

Something about the play of color and light, as well as the reflections in the water, 

caught my eye and made me begin to think creatively.  I thought that there was a lot of 

different elements within this piece that I could potentially apply to my design, so I began 

to look for other pieces by the same artist.  After searching through Levitan’s artwork, 

and especially his mood landscapes, I found his paintings compelling enough to do some 

research into his biography.  I found out that Issac Levitan was a Russian painter who 

lived from 1860-1900, placing him in the same time and place as the setting of The 
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Seagull.  This coincidence, as well as how aptly his paintings fit into my design ideas, 

was enough for me to choose Isaac Levitan as my source of inspiration. 

Upon further digging, I discovered that Levitan has a deep and personal 

connection with Anton Chekhov.  He went to art school with Chekhov’s brother, 

Nikolay, and soon became friends with the famous writer.  Both artists were clearly 

inspired by nature, as can be seen in their respective subject matter.  Chekhov also 

described one of Levitan’s paintings, Quiet Abode (see fig. 7) in one of his short stories 

(Churak). 

 

Fig. 7: Quiet Abode by Isaac Levitan.  (1890, oil on canvas, The Art Museum of Nizhniy 

Novgorod, Nizhniy Novgorod, Russia.  “Isaac Levitan- Paintings Gallery.”  Olga’s 

Gallery.  n.d.  <www.abcgallery.com/L/levitan/levitan/levitan-2.html>.  Accessed 10 Oct. 

2016.) 
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Levitan frequently visited Chekhov in his home in Crimea, and it was here that 

Levitan lived during the last year of his life.  The Lake comes from this time (see fig. 8).  

This painting is the last one that Levitan ever worked on, and is unfinished.   

 

Fig. 8: The Lake by Isaac Levitan.  (1898-1899, study, oil on canvas mounted on panel, 

The Art Museum of Nizhniy Novgorod, Nizhniy Novgorod, Russia.  “Isaac Levitan 

Paintings Gallery.” Olga’s Gallery.  n.d. <www.abcgallery.com/L/levitan/levitan/levitan-

3.html>.  Accessed 10 Oct. 2016.) 

 

While I chose Levitan as my inspiration due to the quality and relevance of his 

paintings, the fact that his biography is so closely interwoven with Anton Chekhov made 

my choice of inspiration feel very significant.  Overall, from all of his paintings that I 

chose to focus on for this design, I found Sunny Day.  Spring. to be the most influential to 

my process (see fig. 9). 
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Sunny Day.  Spring. by Issac Levitan.  (1879, oil on canvas, private collection.  “Isaac 

Levitan- Paintings Gallery.”  Olga’s Gallery.  n.d.  <www.abcgallery.com/L/levitan/ 

levitan.html>.  Accessed 10 Oct. 2016.) 
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I found that elements that I enjoyed in Levitan’s other pieces were heavily prevalent 

within Sunny Day.  Spring.  For example, it demonstrates his loose and highly visible 

brushstrokes, his use of bold colors, extensive use of highlight and shadow, and the clear 

focus on nature as a subject.  There were a few artistic elements that I found specifically 

inspiring, and chose to incorporate into my design.  One is his use of texture.  The loose 

brushstrokes give all Levitan’s paintings a vibrancy and immediacy through the texturing 

layer it creates.  There is also the clear texture of the shadow of the trees on the walls of 

the building.  The second element is the quality of light that he manages to capture in this 

painting.  The lighting is very clean and crisp, and everything is clearly illuminated, but 

there is a lot of vibrancy to the light.  It contains many tones, as can be seen by the 

shading on the trees to the left and on the wall of the building.  Lastly, I chose many of 

the specific colors within this painting to incorporate into my color palette.  I was 

especially drawn to the pinks and ambers on the side of the building in the foreground, 

and the shade of blue that is used as a shadow color on the trees and on the buildings, as 

well as the range of blues present in the sky.  Sunny Day.  Spring. definitely had the most 

influence on my choices as I was designing the lighting key for The Seagull. 

Additional inspirational images from Isaac Levitan can be found in Appendix B. 
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Sketching and Lighting Key: 

A lighting key is a drawing that shows the basic color, angles, and textures that 

will be used for the lighting design.  My final key also includes a list of all the colors and 

textures used to light anything other than the acting areas, which for The Seagull includes 

set washes, the cyclorama, practicals, and specials.  It is influenced by my script analysis, 

research, conversations with the director, and the overall needs of the play.  The key 

defines the potential of my design, and is one of the two truly creative steps in the 

process.  A key is unique to each production.  I also use my key to help collect my 

thoughts and guide my choices when I create my plot.  Due to its creative and subjective 

nature, I tend to go through multiple different versions before settling on the final one 

that the plot is based off of.  Sometimes, a key can even change after the lights are hung, 

or after cueing has started.  For example, the front light gobo system was added after a 

few days of technical rehearsals, for reasons that are discussed further in the conclusion.  

The process of writing out different ideas for keys I have at different points allows me to 

develop my ideas, and visualize how the show is going to look. 

What follows in this section are the rough sketches I did throughout the process of 

creating my key, including notes, followed by a finalized key that represents how 

everything looked during opening night.  The x stands in for the actor.  The arrows 

represent the angles of the lights relative to the actor onstage.  And the numbers and 

letters represent what the colors and gobos are.  Each code corresponds to one specific 

shade of color media or template that can be put into the light. 
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Magic Sheet: 

 A magic sheet is a document that explains what the purpose of every channel in a 

show is.  Oftentimes, the addresses of the instruments are patched in a pattern, instead of 

remaining ordered by the number of the circuit they are plugged into, which is primarily 

determined by the instruments location in the space.  The lights are ordered into this 

pattern so that the show can be easily cued with a minimum number of key strokes and be 

easily memorized by the designer.  I prefer to group all of my lights together by color, 

and then order them sequentially so that they respond to acting areas in a repeating 

pattern.  This pattern is explained by the pattern on my magic sheet. 

 A magic sheet is a very personal document.  Unlike most of my paperwork, which 

is meant to be a tool of communication, the magic sheet is meant only to be used by the 

designer.  As long as I understand its meaning, that is all that matters.  While most people 

arrange their magic sheets so that it spatially matches the floorplan of the theatre, I prefer 

to arrange mine in a table.  I view the numbering of my lights as a math formula, so this 

format helps me recall it that way.  While it may seem complicated to an outsider, this 

magic sheet allowed me to find any light that I needed to use during The Seagull quickly 

and efficiently. 

 



PATTERN:

A = 1 spF = 6
B = 2 spG = 7
C = 3 spH = 8
D = 4 spI = 9
E = 5 spJ = 10

Channel Number: Color: Gobo: Purpose:

1-9 R51 - Front

11-17 R02 - SR Front 45
21-28 (SKIP 27) R02 - SL Back 45

31-37 R61 - SL Front 45
41-47 (SKIP 43-46) R61 - SR Back 45
51-55 (SKIP 53) R35 - Back

61-70 R303 - Down

71-80 R355 - Down

181-186 N/C Tangle Breakup Front

SPECIALS:

81-85 R367 Ink Roller Lake Texture

91-92 N/C Spun Lake Shimmer

101-102 R18 - Practical Support

111-118 N/C Moonscape Forest

121-123 R57 - Back SR 45 Transition

131-133 R57 - Back Transition

141-143 R57 - Back SL 45 Transition

151-155 Color Scroller - Forest Support

161 R67 - Desk Special

171 R61 - Moonlight Special

191 R02 - Tree Special

200 Color Changing LED - Uplight Cyc/ Lake

211 R74 - Backlight Cyc/ Sky

212 R18 - Backlight Cyc/ Sky

213 R365 - Backlight Cyc/ Sky

221 R23 - Sunset Special

NOTE: 401 (down R355) was added to cover a gap between acting area D and I

NOTE: 93 and 94 controlled the gobo rotators in 91 and 92 

NOTE: 103 was a practical for Act IV

MAGIC SHEET
THE SEAGULL

ISABEL SAMUEL

KEY: The pattern summarizes what acting area the last digit in the 

channel number refers to. The first digit (or two digits, for those 

over [100]) refer to what combination of color and angle the channel 

number represents. 
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Cue Sheet: 

 A cue sheet is a document that communicates when in the production all of the 

lighting cues should be called.  Even though it is primarily intended for the stage 

manager, it is also shared with the entire creative team.  It includes the cue number, what 

line of dialogue or action is occurring when the cue is called, the page number where it 

occurs, the duration of the cue, what the intention of the cue is, and any relevant notes for 

the stage manager.  Even though it is a technical document, it does give a partial sense of 

what the cues for the show were like. 

 Just like with creating a key, crafting the cues for the show is a very personal and 

subjective portion of the creative project.  Unfortunately, unless someone is able to watch 

the production with the finished lighting design, it extremely difficult to accurately record 

the final product.  Even though pictures can capture individual moments, it is unable to 

communicate one of the vital elements to lighting design: time.  A cue sheet, in addition 

to being a reference tool, mitigates this dilemma by giving a sense of the pace of the 

show.  It shows how many cues were needed, how spaced out they are, and how long it 

took to switch from one cue to the next.  The descriptions provided in the cue sheet also 

give insights into what the intention of the cue is, even if is meant to act more on the 

subconscious level.  It is a written record of some of the thought processes that went into 

crafting each cue.  

 



Cue Sheet Created by Isabel Samuel Date: 12/1/2016

Cue Execute Description Pg Time Notes

0.5 Before house opens Glow all lights N/A 30 sec Warm up/ gel and instrument check

0.6 Before house opens Blackout N/A 5 sec

1 Before house opens Preshow N/A 5 sec

2 House closes House to half N/A 5 sec

3 After a beat Blackout N/A 3 sec

4 Actors in place offstage Lights Up, sunset 1 3 sec

5 After "It's everwhere you turn"
Show progression of time to evening, keep 

same intensity, just show passage of time
1 4:00

6 During "Why is my sister out of sorts?"
Show progression of time to night, keep 

same intensity, just show passage of time
4 8:00

7 After "Hush- they're coming"
Increase moonlight, effect of lake on the 

landscape (subtle?)
10 1:00

8 During Konstantin's exit
Bring up the beauty of nature to the 

highest level yet
14 2:55

9 During "An angel flew over" Slowly bring down the intensity 17 4:00

10 After "What can I do?" Backlight sweep, passage of time 21 3 count Repeat infinite loop

16 When Arkadina is sitting on the bench Lights up, day, hot, lazy 22
7s up/ 4 

down

17 After "just like a poet ought to be" Increase effect of the lake 24 2:45

18 Before "What's happening up there?" Still day, take away some of the heat 28
4m up/ 7m 

down

19 After "sheer torture!" Increase effect of the lake/beauty of nature 33 2:00

19.2 After "We're staying"
Condense world down to trio of Nina, 

Trigorin, and Arkadina
36 8 sec

19.5
When Nina strikes tableau/ before "It's a 

dream"

Extreme isolation, backlit by cyc, create a 

surreal world of beauty
36 5 sec

Okay if cue is called before 19.2 finished 

executing

The Seagull
Lighting Design by Isabel Samuel



Cue Sheet Created by Isabel Samuel Date: 12/1/2016

Cue Execute Description Pg Time Notes

The Seagull
Lighting Design by Isabel Samuel

20 During "A dream" Blackout 36 3 sec

21 Actors clear/Intermission Day, nature (Intermission) 36 5 sec

22 House closes House to half 37 3 sec

23 After a beat Blackout 37 3 sec

23.5 Nina in place onstage Repeat of Cue 19.5 37 5 sec

24 After "It's a dream" Backlight sweep, passage of time 37 5 count Repeat infinite loop

30 Transition complete Lights up, day interior 37 5 sec

31 After "Uncle has these turns" Make more white by adding blue to scene 42 4:30

32 After Konstantin's exit Add more pink, more emotional 46 4:00

32.1 Before "I've no will of of my own" Vom up in scene, sneak 48 50 sec

32.5 After "next summer" Romantic, slight condense 50 45 sec

33 After Nina turns to exit Backlight sweep, passage of time 51 7 count
47 sec total, okay if next cue is called 

before sequence is finished executing

34 Konstantin hands tree to the maid
Lights up on desk over backlight sweep, 

passage of time
51 7 count Repeat infinite loop

39 Actors in places Lights up, evening, storm, dark 52 5 sec

40 Masha places candle on table Room fills with candle light 52
P1 5 sec P2 

25 sec

40.5
During Polina lighting the lamp on the side 

table

Room brightens even more, fills with lamp 

light
55 8 sec

41 After "in other words, as ever"
Bring up practical support for second lamp 

on table
60 15 sec

41.2 After Medvedenko's exit Condense down to table, warmer 61 3:30

41.5
After Konstantin takes the candle from the 

desk
Remove practical support for candle 62 5 sec

42 During "Time for supper" Mood change, more intimate (pink) 65 5:00

43 After Nina's exit Expand, slight focus on the table 70 1:20



Cue Sheet Created by Isabel Samuel Date: 12/1/2016

Cue Execute Description Pg Time Notes

The Seagull
Lighting Design by Isabel Samuel

44 When Dorn turns to cross to the table Condense world down to the table 71 20 sec

45 When Dorn in place at table, looking upstage Add nature back in 71 15 sec

46
After last moment Dorn has looking at Yakov 

and the maid

Slow fade to blackout, last cue of sequence 

is lamp next to the seagull on the side table
71 7 sec total

49 Actors in place offstage Curtain Call 71 3 sec

50 As actors exit Postshow 71 8 sec
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Conclusion: 

The most surprising part of this process was that I had little difficulty designing in 

the style of realism.  All of the techniques that I planned to use in the beginning payed 

off.  I used an unsaturated color palette, stayed away from isolation, and used extended 

timing on my cues so that the shifts in look were almost imperceptible while they were 

happening.  I found that by focusing on creating the appropriate environment for time of 

day, time of year, and location first, and then modifying those looks slightly to adjust for 

mood, created the realistic settings that The Seagull needed.  In fact, there were a few 

looks at the ends of Act II and Act IV where the director asked that I make the cues look 

for theatrical and stylized.  While I anticipated having to make multiple adjustments to 

my cues in order to make them less stylized, I found that for the most part they only 

needed small changes throughout the process.  It is very satisfying to know that I can 

design realistically without fundamentally altering my own personal aesthetic. 

Even though I did not struggle as much with depicting realism as I predicted, 

there was one technique that I learned that I found very useful.  In fact, I have added it 

into my repertoire and used it in the next two shows I designed (Clybourne Park by 

Bruce Norris and Almost, Maine by John Cariani).  My advisor Michael suggested that I 

use a system of instruments with gobos as a front light to wash over the actors, and to cue 

it at low levels so that the distinct shapes caused by the templates cannot be easily 

discerned.  It is highly effective because the texture that this creates on the actors allows 

for a greater sense of visual interest.  The contrast the gobos creates causes a sense of 

shadow on the face and body without actually decreasing the level of visibility.  In fact, 

when I added the gobos into the night scenes, I was able to decrease the overall level of 
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the cues without making it too difficult to see the people onstage, which lent a greater 

veracity to the sense of nighttime.   The second benefit of utilizing gobos in this manner 

is that it provides a greater dimensionality onstage.  Ideally, the gobo system was ghosted 

in at such a low level that the shapes the templates created were only perceptible when 

the actors were moving.  Tying the sense of texture to movement sculpted the body in a 

robust manner.  It was my advisor, Michael M. Harvey, who suggested that I add in this 

gobo system after seeing a run of the show.  He had found this practice to be very useful 

in the past, and thought that adding texture to the outdoor scenes would help alleviate the 

flatness that existed in a few of my cues.  I am glad that I took his advice, because it 

helped me solve some problems that I did not even know I had until I solved them, like 

the night scenes being too bright.  This manner of using gobos is more subtle than the 

way I applied them in the past, which makes it more universal to a variety of different 

plays and styles.  Using gobos in a front light system at low levels is a successful 

technique that I learned during The Seagull that I plan to permanently add into my 

designer’s toolbox. 

I was also successful with my goal of staying under budget.  Even though our 

budget was cut at the beginning of the process by ten percent across the board, which 

reduced the lighting budget from three hundred to two hundred and seventy dollars, it 

was not a problem.  By keeping track of all the purchases, and always making sure I 

knew how much money was left in it, I was able to authorize purchases knowing full and 

well it would allow us to remain in the black.  Being able to stay in budget is an 

important skill, so I will make sure to always pay attention to my spending in future 

productions. 
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One of the most important lesson that I learned designing The Seagull is that 

preparation is one of the most important assets to designing.  The preparation I put in 

before focusing and cueing allowed me to accomplish both of these tasks efficiently.  

When it came to focusing, I decided how I would focus all of my lights beforehand in a 

way that I have not done before.  When I was creating my plot, I was picturing in my 

head how the light would fall in the space, and how I should focus it.  This was especially 

important when I was compromising or making difficult choices.  I made a mental note of 

these instruments so that I could implement them most effectively.  If, for example, I 

decided to go with a larger barrel so that I could guarantee coverage, I would decide 

while I was making the plot that I would shutter cut the light down to a smaller size.  

Making all of these mental preparations in advance made me prepared enough to make 

quick choices at focus.  Instead of going through a deliberation for each instrument, I was 

able to follow a rough plan and move swiftly through the day.  Due to all of this 

preparation, focus lasted a lot shorter than the scheduled eight hours.  Being efficient is a 

highly lucrative skill in my industry, so I was proud to be able to achieve that at focus. 

I was also able to speed up the time I spent cueing through careful preparation.  I 

used a video that was taken at a designer run to precisely create my cue sheet before I 

ever sat down at the board to program.  I used the video to not only figure out when I 

wanted the cues to be called, but when I also wanted them to execute by.  By looking at 

the timestamp on the video of these moments, I was able to figure out how long the cues 

needed to be.  By having the video of a rehearsal as a guide, I was able to come with a 

more accurate system of determining the length of the cues, which led to a lot less 

tweaking of the lengths of the cues during technical rehearsals.  I also used that time to 
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picture exactly what I wanted each cue to look like, and what instruments I would use to 

achieve this effect.  This careful planning allowed me to do something new, which was to 

cue during rehearsals.  Instead of waiting for the theatre to be dark and empty before I 

worked, I cued while the actors were onstage actually running the play.  I had seen a 

lighting designer that I worked with over the summer, Aaron Curry, cue during technical 

rehearsals, which is where I got the idea from.  I found cueing this way to be very 

successful.  Instead of having to guess, I always knew where the actors were onstage, I 

could see how the light fell on their bodies, and I was able to get feedback from the 

director before we even made it to tech week. 

While it sounds like more of a technical skill, I found being prepared, so that I 

could focus and cue quickly, was immensely helpful to my creative process.  Instead of 

being forced to make a less than ideal choice, because it is the only one available due to 

time constraints, I always had enough time to revise my work and come to the best 

possible iteration of my lighting design.  I remember telling Bill the week before we 

opened that I was very happy with my work, and that I would be content if we were 

opening the next day.  Bill pointed out that we had a week to perfect the show, and make 

sure that everything was the best choice, instead of just the first choice.  Even though the 

changes in the show that I made between that conversation and opening were not drastic, 

all of the subtle fixes dramatically improved the quality of the lighting design.  I would 

not have had all of that time to finesse if I had not put in the time to prepare to execute 

my craft earlier in the process. 

This conversation with Bill also highlights another lesson I learned throughout 

working on The Seagull, which is how important it is to trust the director.  When I was 
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initially chosen to be the lighting designer for this play, I will admit that I was highly 

intimidated by the material.  Not only is Chekhov one of the founding fathers of realism 

on the stage, which was widely out of my comfort zone as a designer, but The Seagull is 

one of the most iconic plays ever written.  There are so many expectations that go into 

mounting a classic, and at the beginning of the process I was a bit daunted by the 

prospect.  I found that all of my fears came from thinking too broadly, and trying to 

worry about everything.  By putting my trust in Bill, I was able to narrow my focus into 

delivering what he, as the director, wanted the lighting to do, which was to visually 

highlight the themes of nature and time.  This focus allowed me to be a part of a 

production that was unique, and not just trying to copy someone else’s interpretation of a 

classic.  It also allowed my lighting design to work seamlessly as a part of the 

collaborative whole.  While I did collaborate heavily with the other designers, instead of 

having to fret over whether my lighting fit in with everything, I let Bill worry about all 

the different elements being cohesive.  By putting my trust in Bill, and delivering what he 

wanted with my design, not only was I able to be an effective storyteller, but I learned a 

valuable lesson that I could apply to all future endeavors. 

My experience being the lighting designer for The Seagull helped mold me into 

the designer that I am today.  I usually learn the most from my failures, and this show 

was unusual in that I was generally successful on the first try.  Even though there have 

been projects that I have failed more at, both before and after, working on The Seagull 

was still a formational experience.  It gave me the confidence that I needed in myself that 

I can produce quality design work.  Knowing that I can work outside of my comfort zone, 

and still create good art that bears the stamp of my design aesthetic, makes me feel like I 



Samuel 49 

can work on any production.  Winning the Barbizon Award for Excellence in Lighting 

Design in Region One (New England) of the Kennedy Center American College Theatre 

Festival (KCACTF) reaffirmed that I can my work can satisfy the industry standard, and 

that I can successfully talk about my work and market myself as a designer.  Going to the 

national round of KCACTF allowed me to network with other talented artists and help 

me establish my brand outside of New England.  After being successful with my design 

for The Seagull, I have been able to personally affirm to myself that I am capable of 

being a lighting designer.  It allowed me to move the idea of me being a working artist 

from theory to practice.  This summer, I will be working for The Barnstormers Theatre as 

their lighting designer and master electrician for the summer.  It is only due to the 

confidence I gained from working on The Seagull that I have been able to set myself on a 

path to starting a professional career as a lighting designer. 
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Appendix A: Script 

 As a designer, I tend to create my art from a more intellectual and analytical 

place, rather than a more emotional and instinctual approach.  Neither method is wrong, 

and while there are still many times when I use my gut over my head, at the root of it all I 

take a very Apollonian approach to my work.  Because of this, I consider myself a very 

script-oriented designer.  I always start off my work by reading and analyzing the script, 

before I ever talk to a director.  And whenever I feel lost, or like my design is lacking 

clarity, I always return to my script for my answers. 

 This script reflects how heavily I utilized it during the production.  It contains the 

scripted references I found, notes about the text, notes from meetings with the director, 

and the location of my cues within the text.  There is a key on the first page that 

symbolizes what all the different notations mean.   
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Appendix B: Research Images 

PERIOD RESEARCH 

 

 

 

 

 

 

 

 

 

 

“Interior gas lighting 1800’s – Google Search” saved by Neverleave Production on 

Pinterest. 

 

 

 

Hand lit by flame caused by burning oil.  From the article, “AakhirKyu is compelled to 

live in the dark” written for a newspaper produced by the Patrika Group. 
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Combination gas and electric chandelier from the Victorian era.  The arms facing up are 

the gas light.  Posted for sale under “Eastlake/ Aesthetic Movement Eight Arm 

Chandelier” on Circa Antiques LTD. 

 

 

 

“Stock Photo - Parrifin oil hurricane lamp lit in industrial Victorian building” contributed 

by Tristan Leverett to Alamy Stock Photo. 
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Interior of a Victorian house lit with gas lighting saved by Jamie Clark on Pinterest. 
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ENVIRONMENTAL RESEARCH 

 

 

“Stock Photo - Old wooden interior. Russian obsolete rural interior” contributed by 

Alexander Blinov to Alamy Stock Photo. 

 

 

Room in the house on Ostrovki by Grigory Soroka. 
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Interior of a Salon in Brasovo by Stanislav Zhukovsky. 

 

 

 

Interior in the Talyzin's Manor House Denezhnikovo by Anonymous. 
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Still life painting of a kitchen at night by Carole Rabe. 

 

 

 

Interior and exterior of a house lit up at night, saved by CG terminal on Pinterest. 
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Painting of birch trees by a lake, saved by Volodimir Levitsky on Pinterest. 

 

 

 

Photo of a lake at sunset.  (https://lh3.googleusercontent.com/QeD5HGWmRN0QSWZ 

mbk7V_4Nksl4aq4h2nWOYJv5_fOV7UOwg4iHmkTdh2NuetG7vm4FkITQ=s114) 
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Storm by Nicholas Lukashuk. 

 

 

 

Sous la pluie by Maurice Leloir. 
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People crossing the street in the rain.  (Image Gallery: Rain Storm) 

 

 

Close up rain hitting the pavement.  (Image Gallery: Rain Storm)  
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Porch during a rainstorm.  (https://lh3.googleusercontent.com/HSZbNejmmAtK2-Zbe 

wcRVh0a1LQHgfjUeXBflFKyMgsX3kQQluwqX9M5yovX_oGw7ki2=s85) 
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INSPIRATION 

 

 

A painting of a field by Isaac Levitan,  (London, Vladimir. “Isaac Levitan- Landscape 

Painter.” Drawing Academy.) 

 

 

 

Summer Evening.  Village Outskirts.  by Isaac Levitan. 
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Haystacks.  Twilight.  by Isaac Levitan. 

 

 

 

The Twilight.  The Moon.  by Isaac Levitan. 
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A painting of boats on the river during twilight by Isaac Levitan.  (London, Vladimir. 

“Isaac Levitan- Landscape Painter.” Drawing Academy.) 

 

 

 

The Lake.  Eventide.  by Isaac Levitan 
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Moonlit Night by Isaac Levitan 

 

 

Moonlit Night.  A Village.  by Isaac Levitan.  
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Appendix C: Plot 

 A plot is a technical drawing that shows the location of, and information about, all 

the lights in the theatre.  Its primary function is to be a method of communication with 

the master electrician, whose job it is to hang all of the lights on the plot.  The plot is the 

result of translating the lighting key into the physical instruments necessary to execute 

the planned design.  While drafting a plot is more of a rote task than a creative one, there 

are certain compromises that have to be made, due to limitations of space, physics, and 

available resources, which often require creative solutions. 

Since the purpose of this plot is to communicate where the lights were for the 

production for the reader, it has been updated from the one originally given to the master 

electrician to show all changes that occurred between hang and opening night.  There is a 

floorplan and a section view, in order to give a sense of where the instruments were in 

three dimensional space. 
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Appendix D: Electrics Paperwork 

 The electrics paperwork for a production is another means of communication.  It 

is a different way of ordering the information available on a plot so that it is easily 

understandable.  It groups the same data in multiple different ways for different 

functions.  Separate pieces of paperwork are valuable for different functions such as 

troubleshooting fixtures, ordering gel, or patching channels, all of which would be more 

difficult to do with only the plot.  The paperwork is directly generated from the data 

available from the plot, instead of being compiled separately, which means it is also 

beneficial while I am creating my plot.  By checking various pieces of paperwork, I am 

able to make sure that I have not forgotten any lights or made any mistakes while I am 

drafting. 
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Appendix E: Production Photographs 

Production photographs are a method of recording how the cues of a production 

worked.  They are used in portfolios to show to future employers in order to ensure jobs.  

There is nothing more important for a young designer than to get good quality production 

photographs.  Luckily, I had our Topher Morris, who is one of my professors at Salem 

State University, take my photos.  Photo credit for the twenty-one images that follow 

belongs to Topher Morris.  What follows are a few photos from each act of the 

production in chronological order.  They encompass major dramatic moments of the play, 

as well as showcasing the best moments of lighting.  It also shows each of the unique 

looks that was created for the show.  Viewed all together, it shows how the changes in the 

lights supports the dramatic arc of The Seagull by highlighting the themes of time and 

nature. 
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Appendix F: Program 

A program is a booklet used to introduce an audience to a production.  It also 

acknowledges the work of all the artists and producers on a show.  It sometimes feels like 

the only proof that a production happened, when all that is left are memories.  I have 

included the program of The Seagull in order to celebrate and acknowledge all the artists 

that collaborated with me during this entire process. 
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Appendix G: Poster 

 I was nominated by the Salem State Theatre Department to attend the Kennedy 

Center American College Theatre Festival (KCACTF) and present my lighting design for 

The Seagull at the Region One festival.  I was lucky enough to be the regional winner, 

which allowed me to go to Washington D.C. and attend the national festival and present 

again.  I used a poster for both of these presentation sessions, which was meant to quickly 

showcase and summarize my design.  It seems appropriate to include this as the last 

portion of this document. 
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